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Preface

Ahmad b. Yasuf b. Ahmad b. Abi Bakr b. Hamdun Sharaf al-Din al-Qaysi al-
Tifashi was born in Tifash, Tunisia, traveled to Egypt and Syria, studied in
Cairo, worked as a judge in Tunisia, and finally returned to Cairo where he
died. He was a versatile author whose writings included works on medicine,
sexual hygiene, precious stones, rhetoric, astronomy, astrology, lexicography,
music, and Arabic literature.! His music treatise Mut‘at al-asma“ fi ‘ilm al-
samd‘ (The ears’ pleasure and the science of listening to music) is part of
his encyclopedia Fasl al-khitab fi madarik al-hawass al-khams li-ali l-albab
(Final judgment about the perceptions of the five senses for the intellectu-
als).2

The original manuscript has forty-seven chapters, and is known as the Ashi-
ri manuscript because it came from the private library collection of Ibn ‘Ashar’s
family. But al-Sillamj, the editor of Mut‘at al-asma‘, found another copy while
going through the book collection of Muhammad Sa‘ada in the Centre for Ara-
bic and Mediterranean Music in Sidi Ba Sa‘id (Tunisia). It is a manuscript
written in modern Maghribi script; neither the owner nor the date are men-
tioned, but al-Sillami thinks that in the 1980s Muhammad Sa‘ada photocopied
it from the library of Baron Rodolphe d’Erlanger from the family of D’Erlanger’s
secretary al-Maniibi al-Santisi.? Al-Sillami refers to this Ms as copy B; it is in
53 folios with 24 lines per folio, and has 44 [sic] chapters, it is missing chap-
ters 11 and 44. By comparing it with the original Ms al-Sillami realized that
it had been copied from the original and had many scribal errors. The orig-
inal, that is the ‘Ashairi manuscript, consists of 116 folios with 17 lines per
folio; some folios are damaged. It is undated; the owner and the copyists are
not mentioned. According to al-Sillami, the Ms was written between 634/1236
and 646/1248 and involved three copyists: one was probably al-Tifashi himself
(who had very bad handwriting—it is undotted, and very difficult to read),
one was by a better calligrapher, and one was probably the lexicographer

1 For his life and work, see Ruska and Kahl, “al-Tifashi,” £1% Shiloah, Supplement to Bx 184—186;
al-Sillami 15-25; al-Zirikli, al-Alam 1: 273-274.

2 Ibn al-Tahhan, Hawi, ed. Neubauer v. The music treatise is the 41st chapter in this encyclope-
dia (see p. 1 1. 1 re: al-Sillami 28, 53 where the lacuna prevents us from seeing the first digit.
Shiloah supplies it as 41st [Shiloah, The theory, Supplement to Bx 184]).

3 Al-Sillami 26; but on p. 28 he had his doubts about it being photocopied from d’Erlanger’s
library.



XIT PREFACE

Ibn Manzir (630-711/1232-1311).* For my translation, I have used the ‘Ashari
manuscript and the thorough edition of al-Sillami, which took him more than
thirty years to complete; without it I would not have been able to translate this
treatise. I did not have copy B of the work and relied on al-Sillama for it.

Al-Sillami reviews the literature starting with Hasan Husni ‘Abd al-Wahhab,
who provided a brief introduction of the author and his works, plus a short
sample of chapter 11, but was full of mistakes. Then he mentioned the good
effort of al-Tanji, who edited chapters 10 and 11, yet quoted the poems as they
appear in the collections of the poets and not as they appear in the Ms.5 He then
mentioned Mahmud Qattat, who in his article on Tunisian Mss made many
mistakes about music instruments and medieval writers on music, and who
misread many words and also misunderstood the lute tuning.®

Al-Sillami correctly pointed out that al-Tifashi was neither a practicing musi-
cian nor a theorist, but was well read, traveled extensively, and was highly
esteemed by eminent scholars from the East and West. He was a keen observer
of the poetry, music, and dance that was performed in the majalis; thus he pro-
vided us with a gold mine of information.

Of al-TifashT’s forty-seven chapters, twenty-one alone are based on Ibn al-
Tahhan’s Hawi al-funiin (Encompasser of the Arts),” which is a very useful musi-
cal dictionary in which each chapter deals with a particular topic.® He uses
other sources to a much lesser extent; these include the Rasa’il of the Ikhwan

4 Here and throughout the translation whenever possible I have provided death dates or birth
and death dates; regnal dates are specified by “r.

5 Al-Tanji, al-Tar@’iq wa-l-alhan.

6 Al-Sillam1 35-39; Qattat, Min al-makhtatat.

7 Al-Tifashi’s chapters that are based on Ibn al-Tahhan’s Hawi are chapters 1, 14-26, 30, 32—35,
41, and 46.

8 Thetreatiseisin two parts. Part1is in eighty chapters that include music history, performance,
forms, composition, education, and sayings of the philosophers; types of compositions; voice
production and characteristics of voices and vocal music, including breathing properly, uni-
son and duet singing, care of the voice, foods, drinks, and locations that are beneficial or
detrimental to the voice; important theoretical matters, including syncopations, tarji* (orna-
mented repetitions), tarkhim (tender voice with good enunciation), the primordial impor-
tance of tonality; reasons for poor rhythm and poor intonation; approaches to teaching; and
the permissibility of singing. Twenty-two chapters are devoted to the names of singers from
the pre-Islamic era down to the Syrian singers and those in the Fatimid and Ikhshidid eras,
the latter three are an important addition to Arabic music history. Part 2 includes the inven-
tion of the lute; extremely important information about lute manufacturing, fret placement,
and stringing and tuning; forty-seven rhythmic ornaments, names and definitions of rhyth-
mic and melodic modes; acoustics; names and types of dances; and descriptions of twelve
instruments. For other topics, see the paragraph above that details al-Tifash1’s debt to Ibn al-
Tahhan.
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al-Saf#’, then indirectly those of Ishaq al-Mawsili, al-Kindi, Ibn Khurdadhbih,
al-Mas‘adi, Abu Bakr al-Za‘farani, and al-Farabi. The topics he copies from Ibn
al-Tahhan include (1) history and composition: the origins of Arabic music;
the superiority of earlier poems and music; the sophistication and meaning
of melodies; the components of singing; the types of compositions; the prac-
tice of fitting modes with poetic themes; and the types of preludes and tarab
(acute emotion of joy or grief); (2) performance: the qualities of skilled singers;
the types of songs to start a majlis; good and bad song themes; posture and
facial expressions; proper praise; and musical and extra-musical behavior at
the court; (3) theory: poetical and musical divisions; the names and definitions
of rhythmic and melodic modes; strings; and humors; and (4) music education:
how to choose would-be singers.

Al-Tifashi’s heavy use of Ibn al-Tahhan’s work is important in that it allows
us to decipher the latter’s effaced words, which al-Tifashi copies, shortens, and
combines into different chapters; in addition, he sometimes lengthens what he
copies, giving us more insight into the subject. Fortunately, Ibn al-Tahhan’s lost
chapters on the organ and the rabab are found in al-Tifashi.

The last two chapters on dance are truly priceless, and al-Sillami correctly
pointed out that they are unique in the literature. Al-Tifashi put dance on an
equal footing with music for the first time in music literature: he devoted long
chapters to them, as he was well aware of the richness of dance, its variety
and importance. Chapter 46 supplies Ibn al-Tahhan’s lost chapter on dance,
as well as a chapter on dance from a lost work of Ibn Khurdadhbih. In addi-
tion, al-Tifashi’s exposition on the requirements of a good dancer, which also
includes a sound knowledge of music and cadences, is more comprehensive
than the one in al-Mas‘0d’s oration on dance in the majlis of the caliph al-
Mu‘tamid (see appendix); for instance, he mentions the combinations of body
parts that move during the dance and provides important details about foot
work. In chapter 47 al-Tifashi divides the dances into two categories, which are
each subdivided into four types. The first category involves the full body of the
dancer: (1) dancing without accompanying oneself on a musical instrument; (2)
hobbyhorse dancing; (3) dancing on swords (suyif ), balls (ukar), flasks (ganani
l-zujaj), and ropes (hibal); and (4) stomping. The second category is the shadow
dances, which consist of (1) the shadow of the curtain; (2) shadow puppetry; (3)
the shadow of faces seen at the top of the curtain; and (4) the shadow of fig-
urines seen at the bottom of the curtain. Only the first type is fully described,
the other three involve guesswork. A large part of this chapter is devoted to
poems describing dancers.

The topics al-Tifashi copies from the Ikhwan al-Safa’ include the invention
of the lute, its dimensions and fret placement, stringing and tuning; strings and
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humors and elements; the relation between prosody and rhythms;® and the def-
inition of rhythms and rhythmic modes.

There are seven chapters on rhythms and two on prosody and rhythms
(‘arad/iga‘ theory).l In these, al-Tifashi mentions the Kitab al-Aghani as the
origin of Arabic singing and he attempts to define the rhythmic modes, but
there are serious flaws in his exposition of rhythmic theory and definitions of
particular rhythmic modes, as well as contradictions between chapters about
the nature of the particular modes. He also repeats the myth of Pythagoras
about the hammers that were said to allow the discovery of the proportions
between sounds; he mentions the role of Ishaq al-Mawsili in classifying the
rhythmic and melodic modes, but also mentions earlier names that were made
obsolete by Ishaq’s system and al-Isfahani’s espousal of it; he repeats the flawed
theory of the ethos of the modes and the flawed ‘arid/iga‘ theory. His rhythmic
theory is based on terminology and notation used by Ishaq al-Mawsili, al-Kindji,
al-Farabi, Ibn Khurdadhbih, the Ikhwan al-Safa’, and Ibn al-Tahhan.

Al-Tifashi’s additions are very important as they include the above-men-
tioned chapters on dance and (1) composition and style: the structure of the
eastern and western suites (nawbas); the importance of good poetry; (2) per-
formance: the relation between singing and drinking; the order of songs; the
proper time for singing slave girls to perform; the proper behavior for the audi-
ence while listening to music; the large repertoire of poems about singers and
instrumentalists; the singing repertoire in Andalusia, Ifrigiya (North Africa),
the Maghrib (western North Africa, that is, Morocco), and the Mashriq (the
East, that is, countries east of Egypt), and the contrast between their music and
poetry; and performance feats; (3) theory: the old Arabic modes and modes
used in Andalusia and poems set to music in these modes; the new Persian
modes influencing the eastern repertoire; and Andalusian lute tuning and
instruments; and (4) music education and the high price a well-educated
singing slave girl can fetch.

The Ms has a large number of poems about singers, instrumentalists, instru-
ments, dance, and dancers. Al-Sillam1 used his encyclopedic knowledge of Ara-
bic literature and poetry to edit these poems; he compared them with the
original poems found in poetic anthologies, and noted variants. I translated the
poems as they appear in al-T1fash’s text, but I did not translate the multitude of
variants, as this is beyond the scope of the present work. If need be, the reader
can consult al-SillamT’s edition.

9 These topics, except for the invention of the lute, were also influenced by al-Kindi.
10  These are chapters 12, 31—33, 38, 40, and chapters 29 and 37.
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Mut‘at al-asma“ fi ‘ilm al-sama“
The Ears’ Pleasure and the Science of Listening To
Music [fol. 1; al-Sillami 53-54]

Ahmad b. Yasuf al-Tifashi [-Qafst [ 580-651/184-1253]

[The Author’s Introduction]

In the name of God, Most Gracious, Most Merciful

Praise be to God, the Kind, the Benefactor, endowed with wealth, ease and
beneficence. He made the influence of melodies move into the souls of humans
and animals, influence them to activity, negate grief, and set it under the veil of
nights, so no movement is hidden from the eyes. He alone possesses, with His
knowledge, [the secret of creation and the universe] and [He] veiled it from the
mind of every created being and He knows [everything]. He informed the most
knowledgeable believers about what is apparent and easy, but hid His inward
and invisible secret.

May God bless our Prophet Muhammad who brought people out of the
darkness and into the light, and may God continuously bless his relatives and
Companions till the day of resurrection.

This book, Mut‘at al-asma‘“ fi ‘ilm al-sama‘ (The ears’ pleasure and the sci-
ence of listening to music) is the first (hadr)! ... of Fasl al-khitab (Final judg-
ment) and it has forty-seven chapters.

[It is a book about] the importance of listening to music, [which is] a must
for all wise people, its exclusive [usefulness] when drinking, and its usefulness
when eating, when asleep or awake |. [I have also brought] choice sentences
from music books suitable for this present work herein written by Ahmad b.
Yusuf al-Tifashi, the poor servant of God to whom belong might and majesty.
May God forgive him.?

1 Seep.xin.2
2 This is followed by a sentence with a lacuna: “It is the 32nd discourse from the book [Fas! al-

© GEORGE DIMITRI SAWA, 2024 DOI:10.1163/9789004542785_002
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Treatise |

The Characteristics of the Rabab [from the book of Ibn al-Tah-
han]3

The Characteristics of the Lute from the Rasa’il (Epistles) of the
Ikhwan al-Safa’

The Resemblance of the Laws of Music to the Laws of Prosody
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3 The square brackets added here and in the rest of the table of contents are from the text
proper but missing in al-Tifashi’s table of contents.
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CHAPTER 1

The Eminence of Listening to Music above All Else,
and the Superiority of Melodies and the Wonderful
Effects They Have on the Human Body

[fols. 6-7; al-Sillami 61-62]

[This chapter is based on, and shorter than Ibn al-Tahhan’s chapter 3: On the
Sophistication of Melodies (Hawi fols. 8b—ga; Sawa, Encompasser 16—17). At the
end it has a section added to Ibn al-Tahhan’s.]

The subtleties and sophistications ( fadl) of melodies are unknown to most
people because they think that they are composed only for enjoyment and
pleasure (iltidhadh), but this is not correct. Since reaching true excellence was
beyond the grasp of modern composers, they stopped at the limit of their
potential with regard to excellence. When composing melodies, learned men
aimed at types of therapies, the management [of proper behavior], exercising
both soul and body so that, by trickery, they! cause [humans] to return to a bal-
anced and moderate humor if they stray from it. They move the resentful to
contentment, and the cruel to compassion (rafima),? the coward to courage,
and the stingy person to generosity. They transform the soul from one state to
another, and move the body from one humor to another.

Ptolemy used to order people to listen to happy melodies at the beginning of
the day, so that only moderation in temperament and calm in the soul [would]
occur in their mind for the rest of the day. They also used these 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
harmonious;* | they are used when eating and drinking to improve the savory
taste of the food, and [so] the gastric juices (kaymus) they caused will be free
of bad mixtures (al-akhlat al-radia). | Similarly, when we look at the opinions

1 The word “they” refers to the therapies, management, and the exercising of soul and body.

2 Ibnal-Tahhan hasrigga (tenderness) instead of compassion ( Hawi fol. 8b; Sawa, Encompasser
16).

3 This has been attributed to Pythagoras and the Pythagoreans (Barker, Greek musical writings:
II: 379; Strunk, Antiquity and the middle ages 83).

4 This section, from here to the end of the chapter, is added to Ibn al-Tahhan’s.

© GEORGE DIMITRI SAWA, 2024 DOI:10.1163/9789004542785_003

a-S 61

a-S 62



6 CHAPTER 1

of people and the rewards that purify the mind, that remind one of [beauti-
ful] thoughts, and strengthen the soul, then in this way one successfully attains
the results that Alexander [the Great] used to seek. If he wanted to consider an
issue, he ordered music to be played and he reflected about it. If his opinion
was accepted, he would strike the ground with a wheat stalk; he would ask the
musician to leave, and his opinion prevailed.



CHAPTER 2

The Importance of Listening to Singing While
Drinking and the Exclusive Usefulness of Listening
While Drinking over Other Activities

[fols. 7—9; al-Sillam1 6365

Know that the drinking party (majlis) is more deserving of listening to singing
than any other party.! Listening to singing makes drinks go down pleasantly
and sends it in a wondrous way so that it flows nicely into the body and affects
it. For this reason, wise men have said, “Listening to music is the condiment
(idam) of drinking.” In the old days the Persian kings brought entertainers to
their banquets to help the natural process of digesting food, to help it spread
well throughout the body and [to help] savor it, | as well as to purify the humors
emanating from the music, as mentioned before [in the previous chapter]. This
is a custom that survives to our day among the Greeks (Rtim) and the Frankish
kings. If music makes food more digestible and more savory, then drinks will
be even more effective with music, are more deserving to be used with it, and
more worthy of it, because drinks are digested more quickly and mix well with
the blood and the animal soul. If the soul is happy, then the blood will be pure,
and digestion and enjoyment will improve. On the opposite side, grief and wor-
ries will make the blood turbid and spoil it. If one drinks, if one is happy and in
a state of tarab on account of listening to songs, melodies, and rhythms, then
drinking will be far more beneficial than just drinking without music.

A wise man said, “Songs and strings mix well with drinking: they help one
another to negate worries that destroy the body; they distance the grief that
brings sadness; they spread into souls the way souls spread into bodies; they
cause the mind to be strong and | active, and they come together to free the
person from distress and to liberate him from its captivity and shackles. None
of them is complete without the other: singing is akin to the soul and drink-
ing is akin to the body. When they meet, excellent qualities come together and
depravity departs. Singing is a medium? for drinking, and drinking is a mediator
for singing, | so each is a must for the other.”

1 Other parties included general discussions, poetry recitation, literary discussions, grammar,
jurisprudence, and scholastic theology (Sawa, Music performance ).
2 This may also mean “device, tool, expedient, agent, means.”
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8 CHAPTER 2
They also said,

Singing without drinking is like action without faith; drinking without
singing is like faith without action, and thunder without rain, and a car-
avan song without camels. The pleasure and benefit do not fully reach a
person in a drinking party unless he also listens to music. They also said
the opposite, that is, a person drinks because of listening to music.

[The poet] Abii Nuwas [ca. 140-198/ca. 755—813] said:

Drinking cannot happen without musical instruments
[They supply] vibrations from the bamm and zir strings.?

A wise man said, “Listening is akin to the soul, and wine is akin to the body;
when they mix, happiness occurs.”

A man of letters said, “Singing without drinking is like greetings without a gift,
a gift without intent, thunder without rain, trees without fruits, a caravan song
without camels, a garden without [a] pond.”

It was said to Abu 1-Itrif, “How do you consider singing?” He said, “[I like
singing but not] before eating and [not] without drinking!”

[The poet] Kushajim [d. 360/970] said:

Let go of the tether of the soul by drinking
I am very calm and relaxed with it
Wisdom has worn me out

So please refresh me with strings and cups.

This came from Hermes,* who, when sitting down to drink, said to the musi-
cian: “Free the soul from its shackles.”

3 These are the lowest and highest strings respectively.
4 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.



CHAPTER 3

When It Is Appropriate to Listen and Drink
[fol. 10; al-Sillami 67]

Al-Razi! said,

It is most appropriate to listen to music while drinking if the listener fully
understands that the [musical and textual] meaning of singing agrees
with his temperament and intention, activates his hope and commit-
ment, reminds him about the loss of his beloved, and scares him or fills
him with dread. As for the one who does not understand the meaning of
the song, he will be moved by rhythms, namely the light and the fazaj,
large tambourines (difaf),? small tambourines (rugigq),® and the beauty
of rhythms.#

1 His full name is Aba Bakr Muhammad b. Zakariyya [251-313/865-925]; he was a famous med-
ical researcher, physician, philosopher, and alchemist. He was known in the West as Rhazes
and some of his medical treatises were translated into Latin. He was born in Rayy, later moved
to Baghdad, and was well versed in music theory and performance before becoming a physi-
cian (Goodman, al-Razi, £1% al-Zirikli, al-Alam v1:130).

2 Difaf is a plural of duff; the more common plural is dufif.

3 Rugugq is the plural of rigq.

4 The Ms clearly has voices or sounds (aswat), though this does not fit the context. Al-Sillami
correctly edited it to rthythms (igaat).
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CHAPTER 4

The Order of Singing in a Drinking Majlis
[fols. 10—11; al-Sillami 69]

[The word “order” here has two meanings: one is a command to sing; the other
is a command and the proper time for the singing to take place, namely, an hour
after drinking. For a detailed exposition of the order to sing as reported in x4,
see Sawa, Music performance 124—127].

The customs of people in relation to the beginning of singing in a drinking party
(majlis al-sharab) vary.

Presently, the custom of the Persian and Arab kings in the eastern empire
(Mashriq),! was for the king to hold his cup of wine, [and for] the singer
to start singing immediately, without being ordered to do so. For this rea-
son, the holding of the cup became the law (dustar) that informed the singer
when to sing. When the singer begins to sing the king puts down his cup
and listens to the singing, then drinks from time to time during the perfor-
mance.?

As for the kings and leaders of the western empire (Maghrib),® they drink
at the beginning of the majlis for an hour, talking or reminiscing, without
[listening to] singing. If the host of the majlis wanted to hear singing, he
would knock at the door of the wooden screen (sitara),* or hem (nahnaha),
or give | a sign agreed upon with those behind the screen, that is, [the singer
could] see the signal [through the holes of the carved wooden screen]. Or
he would simply say, “Let them sing” if he saw that the majlis was ready
for it. At this point the songstresses (maghani) would begin to sing [from
behind the screen]; this was because the songstresses were [the patrons’] own
singing slave girls, or singing slave girls who had born a child to them (umm
walad). Rarely did they bring a stranger, male or female, to sing for them [in

1 This denotes countries east of Egypt.

2 In k4, the situation was more complex than that; regardless of drinking, the performance
began at the order of the patron, at the request of a friend, or at the musician’s initiative. For
details, see Sawa, Music performance 124-127.

3 This denotes western North Africa.

4 Lit, “curtain,” or “screen.” It was used to separate the audience from the musicians.
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which case they would sing without a screen] during their drinking parties
as we shall recount later. For this reason, their own singers sang behind the
screen.’

5 In kA it was not so strict. Singing slave girls could sing for their masters and their male guests
without being screened, unless they had born a child to their owner (k4, X1: 348). Free female
singers and singing slave girls that belonged to them did not have to sing behind a screen (x4,
XIV: 221-223; Sawa, Music performance 123; Sawa, Anecdotes 333-334, 342).
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CHAPTER 5

The Poetical Qualities That Complete the Pleasure
of the Listener When Added to Music'

[fols. 11—12; al-Sillami 71-72]

Music compositions and melodies that cause tarab require three qualities. The
first is a beautiful voice; the second is excellent musical composition; and the
third is the good quality of the poem that is set to music, and singing the words
with good diction as [originally] uttered by the poet.

The good quality of the poem and good diction when singing it with tarab
is the domain of the very knowledgeable only. The first two are within reach of
all people.

Rarely are the three requirements found in one singer in our time, and rarely
are these requirements demanded by the kings, and as a result, they do not
occur.

The meanings found in poetry that is set to music and heard in drinking par-
ties are three.

The first consists of the power of the sensual desire that moves a human
being, such as the description of meadows, flowers, lights, rivers, gardens,
drinking parties, promenades, the company of friends and boon companions,
and looking at beautiful faces.

The second is what moves the angry forces, such as the mention | of support,
courage, descriptions of wars, chasing horsemen, and overcoming enemies.

The third consists of the description of freedom, pleasant character, sacri-
fice, generosity, forgiveness, kindness, and the like.

The last two meanings are close to the desires of the kings, and they are more
deserving to hear them than other people. The first meaning is more liked by
the common people, and if the kings desire it, then it should contain a lot of
tarab and will not be liked as much by the common people. Often the kings like
songs based on heavy meters, whereas the common people like the lighter ones.

It is more suitable and liked, in the presence of kings, to start with songs
about the present time and its beauty, the pleasantness of the evening, and
what fits the current season. Likewise, it is much liked to begin in the spring by
describing flowers, tree leaves, and the prosperity of the present time.

1 Lit, “The Meanings That Complete the Pleasure of the Listener When Added to Listening to
Music”
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CHAPTER 6

How the Strings Wondrously Affect the Four
Humors That Make Up the Human Body
[fols. 12—14; al-Sillami 73-74]

[Here al-Tifashi repeats the oft-quoted myth of the relation between the strings
and the humors, and he writes a similar chapter later on, namely, chapter 41, al-
Sillami 233—234, pp. 134—135. He was likely influenced by the writings of Balus
al-Bizanti and al-Kindi [d. after 256/870].! He then attributes to al-Kindi a rare
and likely apocryphal skill in music therapy. Finally, he repeats the legend that
al-Farabi played music and made the audience laugh, then cry, then fall asleep. ]

Know that the origin on which the [musical] arts are based is the relation
between the notes and the four humors | of the human body present in the
temperament of people.

Plucking the bamm string stirs happiness and joy at times, sadness and anxi-
ety at other times; love at times, hatred at other times; it strengthens the melan-
cholic temperament and stirs it, tames the blood, and calms it.

The specialty of the mathlath string is that it stirs distress, humiliation, cry-
ing, sadness, avarice, regrets, and lowliness; it strengthens the phlegm and
calms the yellow bile.

The specialty of the mathna string is that it stirs a strong emotion of joy or
grief (tarab), liberality, generosity, compassion, sympathy, tenderness, love, and
pleasure; it strengthens the blood, extinguishes the black bile, weakens it, and
tames it.

The specialty of the zir string is that it stirs joy, glory, victory, leadership,
excessive warmth; it is suitable for promenades in the meadows and river
banks; it calms the phlegm and strengthens the yellow bile.

These various emotions are compounded and limitless. People’s feelings of
pleasure from them vary according to their character and temperament. The
aim of this art in this chapter is for the singer [causing tarab] (mutrib) to know
the temperament that affects his character so that he [is able to] compose a

1 For Bulus al-Bizant], see Kazemi, Die Bewegte 252, 311. For al-Kindi, see his Risala fi ajza’
102-103; and his Kitab al-Musawwitat 88—89; see my translation in Sawa, Rhythmic theories
500-502.
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14 CHAPTER 6

melody suitable for his temperament, [one] that works against the confound-
ing that affects him that cures the sick from his illness and returns his temper-
ament to a balanced and moderate state.2 But this is no longer found in our
time.

Ya‘qub b. Ishaq al-Kind1 used music to treat difficult illnesses that doctors
failed to cure.

It was related that Aba Nasr al-Farabi attended the majlis of Sayf al-Dawla
[d. 356/967]; he brought all his singers to him, with all types of instruments.
Every time a singing slave girl moved a string, Abii Nasr would say, “You made
a mistake.” Out of anger they all smashed their instruments on the floor and
broke them. Sayf al-Dawla said to him, “You have prevented us from enjoying
tarab today, are you able to excel in it?” Abu Nasr got a leather bag from his
lap, opened it, and took out an instrument and stretched the strings out on
it; he plucked them and caused the audience to laugh. He then loosened the
strings and tuned them in a different way; he plucked them and caused the
audience to cry. He then loosened the strings and tuned them in a different
way; he plucked them and caused the audience to sleep, even the doorkeeper.
He left them asleep and exited the majlis. This is the end of the chapter; this
skill no longer exists in our time, as we mentioned above.3

2 If one considers the opening of this chapter, then the singer would be limited to playing with
just one string!

3 The legend of quasi-supernatural power of al-Farabi [b. before 258/872 or 3, d. 339/950] is
mentioned in al-Bayhaqi [d. 565/1170], Ta’rikh 30—35; Ibn Khallikan [d. 681/1282], Wafayat 1v:
239-243; see also Sawa, Music performance 16.



CHAPTER 7

About the Divine Secret Causing the Effects of
Melodies on the Souls of Humans and Animals
[fols. 14-16; al-Sillami 75—76 ]

As for the effects of melodies on the souls of humans and animals, it is too
apparent to require proof. There are also many widespread stories about the
effects on non-speaking animals, as, for example, birds and camels that reach
a state of tarab when listening to caravan songs (huda’), even though [these
creatures] have crude natures. | There are also other instances, but it is better
and more fitting for our book to leave out the wonderful anecdotes and the
curious eyes [seeking excitement in these stories]. Instead, in this chapter, we
seek the reason and secret behind it, because it is a topic that the top schol-
ars and ancient philosophers have rarely discussed. The most wonderful thing
I heard came from Pythagoras [ca. 582—507 BCE] and the ancient philosophers
who agreed with him regarding the art of music.

They said, “The eight modes (al-alhan al-thamaniya)'—that are the foun-
dation of all the notes and out of which are composed the pleasant and mea-
sured melodies that cause farab—are all present in the souls of all animals:
humans, birds, and all quadrupeds. These modes have an origin from which
they branch out. They have an element from which they started and from which
they formed, namely, the various sounds of the motions of the eight celestial
spheres:? fixed stars, Saturn, Jupiter, Mars, the Sun, Venus, Mercury, and the
Moon. Their constant motion and the succession of their sounds and their
repetitions are essentially sanctifying and glorifying God the Creator. Their
varying sounds, emanating from their continuous motions, | follow a rhythm
that causes tarab and is pleasant and controls the souls completely, so that
if a person were to listen to them in reality, close by, they would cause him
joy and tarab. They said that the cause that induces tarab in a human being |
and other animals, his inclination to what he hears—in terms of the com-
position of harmonious notes and melodies, and the proportional relation of
the motions and rhythms that move according to the moderation, mixing, and
agreement with the soul, and the calming of the latter to all of this—is a result

1 Lit, “the eight melodies.” He must mean the Octoechos.
2 For more detail on ancient Greek music, see Barker, Greek musical writings: II: 503, 513.
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16 CHAPTER 7

of the intense power of the world of the universal soul (al-nafs al-kulliya)? [i.e.,
God and His power] over the eight celestial spheres, their actions during their
motions, encircling and encompassing them and pivoting over them on high,
and [the intense] correspondence of the partial human and animal souls to
the souls of the celestial spheres by means of the universal soul that matches
everything to everyone, and encompasses everything. The universal soul acts
to balance such motions and the celestial spheres are subject to it.”

3 This can also be translated as “comprehensive, absolute, complete.”



CHAPTER 8

The Singer’s Excellent Qualities
[fols. 16—17; al-Sillami 77]

[This statement from Ibn Surayj, labeled the “Qur’an of singing” occurs in k4
I: 315, almost verbatim, and can apply to any era of Arabic singing. It is price-
less and states that the singer should have the technical control to ornament
his singing, adequate lung power, the rhythmic sense to give notes their cor-
rect duration; and [the singer should] keep melodies flowing in the correct
rhythmic mode, proper intonation, and diction, and [should have] the ability to
accompany oneself closely on a melody instrument (usually a lute or pandore),
and [have] knowledge of grammar and prosody in order to sing the poetical
text correctly. The statement is so perfect and complete that al-Tifashi acknowl-
edged that nothing could be added to it. Ibn al-Tahhan [d. after 449/1057] has a
longer chapter about this topic and adds a few anecdotes.! Al-Tifashi split Ibn
al-Tahhan'’s chapter into two; the one here and one in chapter 25. The transla-
tion below is adapted from Sawa, Anecdotes 206—207.]

There is no need here to add anything to what Ibn Surayj said [about the excel-
lence of vocal performance]

Ibn Surayj was asked about [the qualities of] the singer who is good and
sound. He said:

He is the one who fully ornaments (ashba‘a)? the melodies, | fills (mala'a)?
the musical notes with proper and sufficient breath,* scans the poetic

1 Ibn al-Tahhan, Hawi fols. 64b—66b; Sawa, Encompasser 170-173.

2 Ibn al-Tahhan mentions the derivative verbal noun tashbt, but he restricts it to the end of
the melody (Hawi fol. 13a; Sawa, Encompasser 170). For details about tashbi meaning fullness
and satiation with regard to food, intellect, clothing, writing, phonology, the human body, and
herbage, see Sawa, Rhythmic theories 192.

3 Instead of malaa (to fill), al-Tifashi has madda (to extend, stretch), which is not as precise as
“to fill”

4 This is important not only to produce a good and full sound but also to avoid singing out of
tune. Al-Katib adds a statement of Ishaq al-Mawsili [150—235/767-850] 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 sec-
tion without running out of breath (Kamal fol. 102 (Kh. 66; La Perfection 103)). Ibn al-Tahhan
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CHAPTER 8

measure (‘addala al-awzan),5 clearly articulates the words ( fakhkhama
al-alfaz) of the poem being sung,® knows what is correct [?], takes care
of the grammatical inflections ({7ab),” holds long notes and cuts off short
notes according to their proper durations, performs the songs correctly
according to their various genres of rhythmic modes, sings the nabarat®
stealthily (ikhtalasa)® and imitates them faithfully in plucking the strings
of his accompanying lute.

This was mentioned to Ma‘bad [d. ca. 125/743] who said: “If there was a Quran
of singing it would only be thus."©

In general, [the ‘Abbasid vizier] Yahya b. Khalid al-Barmaki [120-190/738—

805] said: “Musical [entertainment and diversion] (laaw) are what cause you

to be in a state of tarab, and the latter, in turn, will make you dance; diversion
saddens you, and causes you to cry."!!

[e 2]

10

11

adds that a breath should be taken at the end of the prosodic feet and at the end of the
verse, so that the singer can take a breath in the middle of a prosodic foot if the notes are
not in succession (i.e., if there is a pause in the melody). The singer should also measure
the amount of air needed for long and difficult passages and allow 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, because stopping for air in the middle is ugly (Ibn al-Tahhan, Hawr, fols. 304,
41b—42a; Sawa, Encompasser 207).

This is very important for composition, as each poetic foot is fit properly with a rhythmic
part. It must also be adhered to carefully in performance.

That is, to have good diction, so that the words are clearly understood when sung. About
the importance of diction, see also k4 Xx: 237, about an orator who was praised for his
loud voice (jahir al-sawt) and good diction (hasan al-lahja) and which, without music,
softened the hearts of the listeners and made them cry. And Jamila [fl. late first/seventh
century] said about Nafi‘ b. Tunbira: “O the one with beautiful diction (hubw al-lisan) and
eloquence (hasan al-bayan)!” (kA viII: 268). It is also most important to note that good
diction is part of ‘ilm al-tajwid, and crucial when chanting the Qur’an: see Surty, A course.
Of course, inflections are crucial to understanding the meaning of the words.

These are short notes sung with a soft ~amza; their durations should not exceed a 3/8.
According to al-Farabi they should be performed by means of weak or soft attacks (k11
66b; N-K11144; Sawa, Rhythmic theories 635).

Another interesting passage about the singer’s excellence appears in al-Katib, where he
says: “A good singer should have four qualities: natural disposition (fab°), capability (igti-
dar), sadness (shaja) and knowledge (ma‘rifa).” (Kamal fol. 186 (Kh. 118; La Perfection 166))
This interesting vignette does not appear in Ibn al-Tahhan.



CHAPTER 9

How to Listen to Singing in the Musical Majlis
[fol. 17; al-Sillami 79 ]

[The caliph] || al-Ma’'man [170-218/786-833] said:

Nothing benefits the masters of the world without bringing boredom with
it, except kind actions and listening to singing that brings tarab. Despite
this, the wise men said: “Do not make your majlis consist of drinking only,
or chatting only, or listening to music only. Instead, let the majlis com-
bine drinking, chatting, and listening to music. Thus, the drinking majlis
should include drinking at times, listening at times, and chatting at times.”
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CHAPTER 10

The Singing Styles of People of Different Regions
[and the Repertoire of the People of the Maghrib]'
[fols. 17—32; al-Sillami 81-105]

[The singing repertoire in Andalusia consists of old Arabic poems found in x4;
in Ifrigiya (North Africa but not including the Maghrib) it mixes the styles of
East and West; it is lighter than the style of Andalusia, but uses more notes than
the style of the East, where the poetry is in the style of mixed-race singers.?
The chapter has 56 poems from various regions and eras: some by poets in
the pre-Islamic era, some by poets who lived in both the pre-Islamic and the
early Islamic era, some by mixed-race poets, some by eminent poets of the
Umayyad and ‘Abbasid eras and a bit later including a few Andalusian poets.3
The melodies follow the style of old music but some are mixed. Of great interest
in this chapter is the discussion of a feat in which an Andalusian singer per-
formed 74 vibrato-like ornaments in one line of poetry, and a songstress from
the Maghrib spent two hours singing just one line of poetry! Of interest also is
the high musical art in Seville where the old songstresses taught the young ones,
who could then be sold at hefty prices. Often the songstresses played instru-
ments and were also experts at various types of dances, puppetry, and shadow

plays.]
The singing styles in our era are different.

The people of Andalusia follow the older singing style; the poems they sing in
(yughanntina fiha) are the old poems mentioned in the Kitab al-Aghant l-kabir
(Grand book of songs) of al-Isfahani [284—360/897-971],% such as:

1 The square brackets are added here from the table of contents (fol. 3; al-Sillami 56), even
though the text also includes Andalusia, Ifrigiya, and the eastern empire.

2 A muwallad is the offspring of an Arab and a non-Arab (Reynolds, The musical heritage 5).

3 Reynolds, The musical heritage 135.

4 Itisnot clear if the three songs were sung to the original melodies (from many centuries ear-
lier) by Ibn Surayj [fl. early second/early eighth century], Mabad [d. ca. 125/743], and Ishaq
al-Mawsill [150—235/767—-850] or were sung to newer melodies. The latter is most likely, see
also p. 30 n. 65; al-Sillam1 103.
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And

And

The reddish-brown horse complained about running when I overexerted
it.5

The palace, the palm trees, and the Jamma’ between them.®

The dilapidated remains of an abandoned encampment
Have been left by the intimate friends.”

Buthayna said, when she saw a red raceme of a palm tree with fruit
stalks.®

And there are other poems along the same lines.” |

10

11

I did not understand the meaning of her song, but

She saddened my liver,' yet I did not understand her sadness
I spent the night as if I were a tormented blind man

Loving the beautiful women but not seeing them.!!

This poem is by ‘Umar b. Abi Rabi‘a [ca. 23—93/644—712]. The song is among the one hun-
dred songs chosen for Haran al-Rashid [145-193/763-809] (k4 1: 8; al-Sillami 81 n. 4).
This poem is by Aba Qatifa [d. ca. 70/690]. “The palace and the palm” belonged to Prince
Sa‘id b. al-As [3-59/624-679]. The Jamma’ is a piece of land that also belonged to him
(k4 1:11). After his death the property went to the caliph Mu‘awiya b. Abi Sufyan [BH 20—
AH60/603-680]. The song is among the one hundred songs chosen for Hartin al-Rashid
(kA 1:11; al-Sillami 81 n. 6, 123 n. 2).

This poem is by Ibn Yasin [155-235/772—-850], a friend of Ishaq al-Mawsili who set it to
music in an amazing feat of musical composition. For details see k4 v: 341, 424; Sawa,
Anecdotes 101-103. The song is among the one hundred songs chosen for Haran al-Rashid
(al-Sillami 82 n. 1).

This poem is by Jamil [d. 82/701] but it is not in k4 (al-Sillami 82 n. 3)

Al-Sillami (82 n. 4) mentions the possibility of a page or more missing here.

In the Middle East, as well as in ancient Greece, it is the liver and not the heart that is the
seat of emotions.

This poem is by Abtt Tammam [188-231/804-846]. For variants, see al-Sillami (82 nn. 6—
7) and Klein, Musical instruments 61-62; according to Klein, the poet was listening to a
slave girl singing in Persian, a language he did not understand, but nonetheless he was
moved by her singing and melody, and in his inability to understand the words the poet
compared himself to a blind man in love with a beautiful woman.

a-S 82
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a-$83 [Abii Tammam meant by] blind, the blind poet Bashshar [b. Burd] [ca. 95-
167/714—784] who said in his poem:

O people, my ear is in love with a person

And sometimes the ear falls in love before the eye

They said to me: “You are raving and delirious about someone you can-
not see”

So I'said to them: “The ear, like the eye, gratifies the heart.”?

[A poem by] al-Husayn b. al-Dahhak [155—250/772—864] [states]:13

a-S 84

A song from the voice of a freeborn

And well-mannered singer

Who with a sad voice devours the strings
Until they are all consumed

I do not know if the left hand

Is more mischievous' than it, or the right

I do not understand what our singer meant
When he sang

Except that because of my love for him

I found pleasure in the meaning.1>

20 The first to compose a poem with this meaning, and claim that a Persian
[singer] had filled him with longing and anxiety was Hamid b. Thawr [d.
ca. 30/650], except that he described the voice of a pigeon and said:

12

13

14
15

I was amazed that her singing

Was in good Arabic language yet she did not open her mouth to speak

I have not seen a humiliated person with a voice like her

More compassionate and more supportive to those in ardent love, to
those who are sad and wounded

For more lines of this poem, see x4 I11: 165-166, VI: 242—243; Sawa, Erotica 120; al-Sillam1

83n.1.

Both al-Sillami and Klein attribute the poem to Muhammad b. Bashir [d. 130/747]; for vari-
ants, see Klein, Musical instruments 67-68; al-Sillami 83 nn. 3-6, 84 nn. 1-2.

This can also mean to make it more miserable.

It is likely that the singer was not singing an Arabic song.
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I have not seen anyone like me stirred by a voice like hers
Or an Arab filled with longing by a foreign voice.

As for the poem of Abti Tammam,

A songstress feeds the ears with beauty
She does not deafen them, nor is her voice muted.16

This fits what is said, that singing feeds the ears as food feeds the bodies. It
was related that Hammad b. Ishaq [al-Mawsili] [fl. first half of third/ninth cen-
tury] said: “[The poet] Marwan b. Ab1 Hafsa [105-182/723—798] used to come
to my grandfather Ibrahim [al-Mawsili] [125-188/742—-804] and after [Marwan]|
ate, he would say: ‘You fed me good tasty food, now feed my ears with [good
melodies].”

As for the people of Ifrigiya (North Africa), | their style is a mixture of
the styles of the West (Maghrib) and that of the East (Mashriq). It is lighter
[i.e., has less notes] than the style of Andalusia, but uses more notes than
the style of the East. Similarly, their [North African] poetry is of the style of
the mixed-race (muwallad) [poets]. We shall mention some of the poems set
to music in the Maghrib, Andalusia, and Ifrigiya to give you an idea about
them.

[These are] some of their poems set to music that are common in all regions:

Unique in beauty, devoid of loving
Master in separation and blame.1”

The sawt (measured song):'®

O Umm Talha, homes are far away
The star is closer than the sleepiness of your kinfolk.1°

16 For variants and a longer poem, see Klein, Musical instruments 61. See also al-Sillami 241
for a change of hemistiches.

17 This poem is by Abt Tammam.

18  In the Ms, every poem is preceded by the title sawt (measured song). This is redundant,
so I do not precede each poem this way.

19  Al-Sillami (86 n.1) mentions that al-Tifashi attributed this poem to Ibn al-Himara [d. 533/
139]. He was a poet and composer who studied music with Ibn Bajja [d. 533/1139] and was
called the last philosopher in Andalusia (al-Sillam1 333—334). For more verses of this poem,
see pp. 43—44; al-Sillami ng. Ibn Bajja, known in Latin as Avempace, was born in Zaragoza
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CHAPTER 10

She looks at me and knows what is in my heart
I'look at her and she knows what I desire.

If T were to visit Su‘da in her surroundings
I would see that the earth has been folded [over] for me so whatever is
distant becomes near.2°

O monk in the monastery, did you look at the valley
To see loaded camels driven by the caravan driver and [hear] his
song.

O Layla’'s abandonment, you have reached such an extent
That you have added more than abandonment can reach.!

The desire of your being has been formed in my mind
Despite the distance between exchanged visits, my desire created an
apparition.22

Do you know a forgotten vestige in al-Thawiyya23
Was changed, after companionship, into abandonment.

O pigeon of two river beds (batn al-wadiyayn)?* sing
Its rain let you drink from the rivulet in early morning.2

Fire appeared in the monastery from Umayma.26

and wrote on philosophy, physics, metaphysics, astronomy, and music theory. He was also
a composer and poet (Reynolds, The musical heritage 134; al-Sillami, 101 1. 3, 328).

This poem is by Nusayb b. Rabah [d. ca. 108/726] (ka4 1x: 38; al-Sillami 86 n. 2). For the
effect of the tarab of this song on the listener, see Sawa, Anecdotes 294.

For various attributions, see al-Sillami 87 n. 1.

For various attributions, see al-Sillami 87 n. 6.

This is a place in Kufa that houses the tombs of Abti Miisa l-Ash‘ari [BH 21-AH 44/602-665]
and al-Mughira b. Shu‘ba [BH 20-AH50/603-670] (al-Sillami 88 n. 1).

Batn al-wadi refers to the interior of a watercourse, or river bed, or valley; it means that
in its bottom a torrent or river flows occasionally or constantly (Lane, An Arabic-English
lexicon 1: 220).

This is a poem by Tawba b. al-Humayr [d. 85/704]. For more verses of this poem, see p. 39—
40; al-Sillami 113.

This poem is either by al-Ahwas [d. 105/723] or ‘Abd al-Rahman b. Hassan b. Thabit [5—
104/627-722].
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27
28
29
30

31

I have known her, denuded of her garments
White, like a slim young lady.2”

When a pigeon sang in a thicket
I cried, and my crying caused the pigeon and the thicket to cry.

Would you have compassion for a patient
Not with imprisonment and not with killing.28

The heart relinquished youthful folly and love by ridding itself from
Salma, its vain and futile preoccupation has ceased

And the heart denuded itself of the horses and saddles of longing and
desire.?9

The one I complain to about my love is deaf
In her silence there is no “no,” and there is no “yes.”

The breeze blew
Over a tormented and sick heart.

I say to my friend when we concluded
Our hermitages from the sinful country.

I wished to be away from you and be patient about it but the love in my
heart
From old times prevented me.30

O moon appearing on a branch
You have tormented my heart with your beautiful face.

O my friend, my heart sensually desires a person.3!
I wish I were among those who knew you, even briefly

This poem is by al-A'sha [d. 7/629].

This poem is by Abu I-Firas al-Hamdani [320-357/932—-968].

This poem is by Zuhayr b. Abi Salma [d. BH 13/609].

This poem is by Qays b. Dharih [d. 68/688]. It is among the one hundred songs chosen for
Harin al-Rashid (al-Sillami go n. 5).

This is a poem by Aba Bakr b. ‘Abd al-‘Aziz b. Abi Dulafa al-‘Ijli.

a-S 89
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CHAPTER 10

By means of my eyes, to be able to see you, or I wish I were an ear [to
hear you].

They lay their cheeks on their palms that act as a pillow
The light of the morning has destroyed them and destroyed me.32

I have a dried-up liver hurt by sorrow
And a heart that refuses to rest and be patient.33

O my friend, forget (sala)3* about the abandoned encampment and
their remnants
When will the time that brought us together come back again?35

Haven't you seen the sun has set free Aries (Ram)
And the balance of time [of day and night] has equalized.3¢

Is our night in a place where water collects while the camels in the
desert
Have suspended bags on their sides.

The women wandered about with their anklets, but I do not see
Ramla wearing anklets or bracelets.3”

They asked me to give her up, but she is infatuated with me
So much that she breathes to the point that her breathing will break the
necklace.

O man staying up at night watching the lightning, wake up your night
companion
Maybe the fertile valley helps you to stay up.38

For various attributions, see al-Sillami g1 n. 5.

This poem is by ‘Abdallah b. al-S&’igh.

This can also mean “endure the loss with patience.”

This poem is by al-Sarl [339—-419/950-1028].

This refers to the equinox. This poem is by Aba Nuwas.

This poem is by Khalid b. Yazid b. Mu‘awiya [d. 9o/708], and Ramla is his wife. The song
is among the one hundred songs chosen for Hartin al-Rashid (k4 xvII: 340; al-Sillami 93
n. 4).

This poem is by Aba 1-‘Ala’ al-Ma‘arri [363-449/973-1057].
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39

40

42

43
44
45
46
47

O abandonment, give up the field of love and let love
Be pleasant to the lovers, O abandonment.3°

After my ardent love and desire for you, you wished to abandon me
There is no way to strike a deal if the buyer and the seller have sepa-
rated.40

By God, what did these eye sockets appearing out of the fillet (mijar)*
Do to us?42

O breeze, ask the young gazelle
Does the watering place only increase the thirst?43

O one with an unhurt heart, has
The pain of love been cured from my broken and frightened heart.#+

She pointed farewell to me with her fingertips
Her pointing was that of a sad person who did not utter a word.*
A night resembling the nails of the bustard I cut [with an iron rod].4¢

Is this our night, when you sent an affable and artful panegyric
And we stay up looking at Gemini carrying an earring in its ear [sic].#”

This poem is by al-‘Abbas b. al-Ahnaf [d. 192/808], for two more lines see p. 46 and al-
Sillami 125. According to al-Sillami (94 n. 4), this is one of the most famous love poems.
This poem is followed by a poem about Buthayna that already appeared (al-Sillami 82).
Al-Sillami (95 n. 2) mentions that the poet took this meaning from the Prophet’s sayings:
“The buyer and the seller can cancel the contract if they have not separated.” For various
attributions of this poem, see al-Sillami g5 n. 2.

It is a fillet (i.e., a band or ribbon) wound on the round of a woman'’s head over which a
garment is placed (Lane, An Arabic-English lexicon v:1959).

This poem is by al-Mu'‘izz al-‘Abidi l-Fatimi [318—365/931-975]. He was the fourth and last
caliph of the Fatimid dynasty of Ifrigiya; he was wise, courageous, and wrote tender poetry
(Dachraoui, al-Mu‘izz, E1% al-Sillami 350). For more verses of this poem, see al-Sillami 131.
This poem is by al-Husayn b. Mansur al-Hallaj [d. 309/922].

This poem is by al-Sharif al-Radi [358-406/970-1015].

This poem is by ‘Umar b. Abi Rabi‘a.

This poem is by an anonymous Bedouin from Najd.

This poem is by Abui -Qasim Muhammad b. Hani [326—362/838-873]. He was born in
Seville and was the most famous poet in the Maghrib; he also traveled to Ifiiqiya (al-Sillam1
352).
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CHAPTER 10

A beloved who knew the time of the meeting
Stamped carelessly in the dark and in the fullness of the night.48

O my friend among the noblemen of Qays
Longing for a woman is the most noble of character [traits].49

If I do not die of desire for you, I will
[Die of desire or die from emaciation].5°

Did Salma really stay aloof?

How excellent is a group of people I befriended and drank with
One day, in Jillaq in times past.5!

If you wish not to see the patience of a patient man
Then look at the state of the abandoned encampment in which it is
now.52

They had sent a messenger to the lady with the long and graceful neck
He made her sad, so the messenger came to naught.>3

O caravan drivers, slow down.54
O house of ‘Atika which I avoid
Because of antagonism, [though] the heart is invested in it.5>

This poem is attributed to Iblis and was sung to Ibrahim al-Mawsili (al-Sillami 97 n. 5).
This poem is by al-Sharif al-Murtada [355-436/866-1044]. He was a descendant of Imam
‘Ali b. Abi Talib [BH 23-AH40/600-661], and a scholar of Arabic literature; he was born
and died in Baghdad (al-Sillami 341).

This poem is by Muhammad b. ‘Abdallah b. al-Abar [595-658/1200-1261]. The square
brackets were added by al-Sillami so as not to leave the first hemistich hanging with a
broken sentence.

This poem is by Hassan b. Thabit [d. ca. 40/661]. Jillaq is another name for Damascus, or
a fertile oasis south of it (al-Sillami g9 n. 3).

This poem is by Aba Tammam.

This poem is by al-‘Arji [d. ca. 120/738]. The poem is among the one hundred songs chosen
for Harun al-Rashid (x4 1: 8).

This poem is by Yahya b. ‘Abd al-Rahman Ibn Bagqi [d. 540/1145]. He was a theologian,
litterateur, and poet from Cordoba. He was famous for his muwashshahat and traveled
extensively in Andalusia as a wandering poet (al-Sillami 100 n. 1, 330).

This poem is by al-Ahwas.
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56

57

58

59

60

61

62

O monk of the monastery which
Begins and becomes visible in the basin-shaped valley underneath the
mountain.

Did the old house stir up your passion
Yes, in it are traces of the one who grieved you.56

The reddish-brown horse complained about running when I overex-
erted it
It neighed [as its way] of speaking.5

Turn away your riding animal over the dune [to avoid] the prohibited
place of herbage

And put down the stirrup and set your tent in a mirage of multiple
images (lata“).58

Where did you decide [to go], O high-minded [we cannot live without
you because]
We are [just a] sprout on the hill and you are the clouds.>?

You hid your love until the hiding harmed you
People blamed you but their blame is unjust.5°

Do the inhabitants of Nu‘man al-Arak®! know for certain
That you reside in the house of my heart?62

This poem by Nusayb is one of the three songs chosen among the one hundred songs cho-
sen for Hariin al-Rashid (kx4 1: 8; al-Sillami 100 n. 6).

Lit., “It neighed if it could speak.” This poem is by ‘Umar b. Abi Rabi‘a and is among the
one hundred songs chosen for Haran al-Rashid (k4 1: 8).

This poem and its melody are by Ibn Bajja. The word la“la“means fata morgana, that is, a
mirage of multiple images.

This poem is by al-Mutanabbi [303-354/915-965] and the commentary is in: https://
u;\ﬂ com/w1k1/rhy£\ \.\r\ WJ\ O#text= ,ngo%ujzo%cwgo%f“}\zo%db

oﬁmzo%dﬂ\)zo%vﬁu\zo%j\zo%wm.

This poem is by Ibn Qalaqgis [532-567/1138-1172] (https://www.aldiwan.net/poemi2721
.html). Al-Sillami (101 n. 5) mentions that the poet is Ibn ‘Utba [d. 88/716] according to
KA 1X:139, but the poem is not mentioned there at all.

This is a valley between Mecca and Taif, also known as Nu‘man al-Akbar and Wadi ‘Arafa
(al-Sillami 102 n. 2, 107 n. 3).

For various attributions, see al-Sillami 102 n. 1,107 n. 2.
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[You are the delegate who informs others about the hidden place of my
heart]
I listen to your suggestion about the space and time.%3

The palace, the palm trees, and the Jamma’ between them
Are more desirous to the soul than the gates of Jayrun.6*

These are a collection of poems set to music and sung in the Maghrib al-Agsa
[westernmost North Africa], Andalusia, and Ifriqiya in our era, in the majlis of
kings and leaders during drinking parties and other activities.

Some of these poems are old, from the pre-Islamic era; some were com-
posed by poets who lived in both the pre-Islamic and the early Islamic eras
(mukhadram) and by mixed-race (muwallad) poets; | some were written by
eminent poets of the Umayyad and ‘Abbasid eras, or by poets just after these
eras. Similarly, some melodies are old (gadim) and some were composed by
mixed-race (muwallad) musicians.®

The last one to compose in the Maghrib was Abu Bakr b. al-$&’igh, the
philosopher known as Ibn Bajja [d. 533/1139].%6 [No modern poems are set to
music except those that Ibn Bajja composed; he wrote the poetry and set it
to music, but his songs were discarded by the people (in the Maghrib); they
hardly ever sing them. They sing songs set to modern poetry, provided it follows
the old prosodic meters (‘arid)®” like the old songs. They rarely sing these old

63  The square brackets were added by al-Sillami.

64  This poem is by Aba Qatifa. For the meaning of Jamma’ see p. 21, n. 6 al-Sillami 81; the
gates of Jayran are in Damascus (KA I: 11).

65 It is very unlikely that old melodies would have survived from the second/eighth to
the seventh/thirteenth century (see p. 20 n. 4; al-Sillami 81). Reynolds makes a very
interesting remark here about the muwallad; in the context of the sentence, it means
new, with the further meaning of mixed: “The latter term [muwallad] as a contrast
to ‘old’ might simply mean ‘new, but it is a word that also carries the connotation of
‘mixed”: a person who is muwallad, for example, is someone of mixed parentage. So
there may also be a connotation that some of the melodies have been added to, revised,
and improved by later singers, as was common practice” (Reynolds, The musical heritage
206).

66  The passage in square brackets is crossed out with a diagonal line. Ibn Bajja was a cel-
ebrated philosopher and vizier in Spain; Ibn Khaldan ranked him with Ibn Rushd and
al-Farabi as one of the greatest philosophers in Islam. He was also a well-known poet,
musician, and composer of popular songs (Dunlop, Ibn Badjdja, E12).

67  Liu and Monroe, and Reynolds translated this word as mel@instead of prosodic meter.
Their translations of this passage are slightly different from mine (Liu and Monroe, Ten
Hispano-Arabic 37; Reynolds, The musical heritage 182).
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songs unless suggested by a listener; they sing songs set to the above-mentioned
poems®8 and poems similar to old poems which were set to old melodies.]

As for the modes used, the Andalusian composers compose in heavier me-

ters and [melodic modes containing] more notes, as we have mentioned be-
fore.69 One day an Andalusian singer visited me in Ifrigiya and sang a song set
to a poem by Abi Tammam mentioned before,” its beginning is:

Unique in beauty, devoid of loving
Master of separation and blame.

I counted seventy-four shaken notes (hazza)™ in this verse alone.

I attended a majlis of an eminent personality in the Maghrib, where a singing

slave girl sang:

The reddish-brown horse complained about running when I overex-
erted it
[It neighed {as its way} of speaking].

She spent two hours just singing this verse.”?

68
69
70
71

72

That is, the poems mentioned in this chapter.

See p. 23; al-Sillami 85.

See p. 23; al-Sillami 85.

This is likely a type of vibrato. Al-Farabi called it the “shaken note” (al-naghama al-
mahzuza). It applies to notes of long durations, and if it occurs at the end of the melody; it
is called choking (sharga), because it gives the impression of something stuck in a person’s
throat. Al-Katib calls it hazza (kMK 1071, 164-1165, 1172; MA 11: 58, 86, 90; Sawa, Glossary
512; Sawa, Music performance 100; Sawa, Anecdotes 39; Kamal fol. 133 (Kh. 82; La Perfection
127)).

What she did is called tarji, which is derived from the word muragja‘a (revision). In essence
asection 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 musical gloss and painting of the meaning, inter-
pretation, and rhetoric (Ibn al-Tahhan, Hawr fols. 28b, 44b—45a; Sawa, Encompasser 76,
17). It is similar in al-Katib, who defines it as “many long notes repeated from the begin-
ning 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; La Perfection
124)). But one cannot discount the possibility, as Reynolds clearly posited (The musical her-
itage 155-156), that the songstress extended her improvisations beyond the melody proper
and in fact became a composer in her own right. For its positive qualities and as an agent
of change, see x4 11: 373-375, V: 341, VI: 261; Sawa, Glossary 157-159; Sawa, 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 impro-
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From all the Andalusian cities today, this type of singing is limited to Seville;
there one finds old skilled songstresses teaching singing to singing slave girls
they own as well as to mixed-race [singers] engaged in the musical services
(mustajarat)™ [of the old teachers]. They are bought from Seville for the kings
of the Maghrib and Ifrigiya. Each one can be bought for one thousand Maghribi
dinars, or for more or less. She commands such a sum because of her singing
skills, not [the beauty] of her face, and she can only be sold if she brings along
her notebook (dafiar)™ containing all of her repertoire; most of it consists of
the aforementioned poems. Some of these poems [and their melodies] are light
and suitable for the beginning of her performance; some poems [and their
melodies] are heavy [and sophisticated] and are only sung by the most skillful
songstresses |: [poems set to music,] such as “The reddish-brown horse com-
plained” and “The palm trees then the palace.””® | Such songs and their like
are only sung by good and proficient songstresses, for this reason, these songs
are a condition for selling the songstress [at a high price];?® not knowing these
songs will, by necessity, bring their prices down. The singing slave girl must also
be good at calligraphy; she must show her notebook to a specialist in Arabic
to correct mistakes if any.”” The buyer looks at her notebook then asks her to
sing what he likes among them. She sings them accompanying herself with the
instrument stipulated as part of the deal. She may be good at playing all instru-
ments, versed in all types of dances, puppetry, and shadow play (khayal); she
comes with her instruments and props, as well as a retinue of slave girls who

visations. For an excellent twentieth-century example, listen to Fathiyya Ahmad [1316—
1395/1898-1975] singing Ya Halawit al-Dunya, lyrics by Bayram al-Tansi [1310-1380/1893—
1961] and music by Zakariyya Ahmad [1313-1380/1896-1961]: https://www.youtube.com/
watch?v=z_gh]J4h7kvo.

73 Lit, “hired,” or “leased,” in all likelihood the old songstresses were hired to give singing
lessons to those of mixed race (muwallads).

74  This was a notebook that contains lyrics and modal information.

75  In the original it is “The palace, then the palm trees.” It is not clear if these two songs
were sung to the original melodies composed many centuries earlier by Ibn Muhriz [d.
ca. 140/757] and Ibn Surayj, or sung to newer melodies; the latter is most likely.

76  This is corroborated in x4 (v1: 318): [Ibn Jami- (fl. late second/eighth century) said about
his first performance before Hartn al-Rashid:] “I kept choosing and seeking one song after
another from among the artful and difficult songs which I was told people choose to test
the skills of the slave girls before buying them.” About the difficulty of songs, see also Sawa,
Anecdotes 213.

77  This may mean that some good songstresses were not familiar with intricate Arabic gram-
mar issues, or as suggested by Reynolds, they were singing slave girls acquired from non-
Arabic speaking communities (The musical heritage 203).


https://www.youtube.com/watch?v=z_4hJ4h7kvo
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accompany her on drums and woodwinds; they are called the complements
(mukammila).”® The price fetched by the ensemble can be ten thousand dinars
or close to that.

78 Reynolds has a variant reading, mukmala, which is also valid; it refers to a slave girl who
was “complete,” who was purchased with her own accompanists (The musical heritage
203).



CHAPTER 11

Andalusian Musical Laws: [The Composers and]
Their Instruments
[fols. 32—34, 36a—B, 117-132; al-Sillami 107-135]

[In this chapter the author mentions forty-five songs, their poets, and com-
posers. He divides the songs into four groups that correspond to four melodic
modes only, and these modes correspond to four tunings of the lowest string.!
He then divides each group into two types of compositions, measured and
unmeasured. The four modes are the khusruwani, mutlag, mazmam, and mu-
Jjannab.2 The mahmaul, mahsur, mukhalif, tarkhant, and humayri are missing,
and probably not used in Andalusia, but mentioned in chapter 32.3 At the
end of the chapter the author defines the nawba musical form as consisting of
nashid, sawt, muwashshah, and zajal* but he only deals with nashid and sawt
and ignores the muwashshah or zajal; this led al-Sillami to think that at that

1 The approach to tuning the lowest string is also found in the Genizah fragment of an Arabic
text in Hebrew letters described by Avenary. Neubauer subsequently transliterated the Arabic
and translated it into German (Avenary, Paradigms 21; Neubauer, Die acht, 408—412; see also
Reynolds, The musical heritage 136).

2 The Genizah fragment mentions three modes: mutlaq, mazmiim, and mahmaul, plus inter-
esting melodic contours and upward and downward lute plucking (Avenary, Paradigms 21;
Neubauer, Die acht, 408-412; see also Reynolds, The musical heritage 136; Sawa, Encompasser
222).

3 The other modes makhuri and mumakhkhar are rhythmic and not melodic modes; musarraj
is a composition in the style of Ibn Surayj.

4 In the fourth/tenth and fifth/eleventh centuries a new poetry and song form emerged in
Andalusia, though its origins have remained shrouded in mystery: these are called muwash-
shah in classical Arabic, and zajal in the colloquial Arabic dialect. Before them, the medieval
eastern song (sawt) consisted of mono-rhymes, with each line made of two hemistiches; the
muwashshah/zajal broke this pattern. It was a new strophic and multi-rhymed form with
two sections: one retains the same end rhyme throughout the poem (called the common
rhyme section), and the other introduces new rhymes each time they recur (called the chang-
ing rhyme section). One common rhyme and one changing rhyme made a strophe, and the
muwashshah often had five or more strophes (twenty-five to forty verses), thus these are
lengthy compositions compared to the sawt. The two-part poetic structure was mirrored in
the music structure as well. The second feature of the muwashshah/zajal was the lengths of
the verses; the two sections had different lengths so the poem/song unfolds in alternating
clusters of short and long verses (AA common rhyme and called matla‘, BBB AA CCCAADDD
AA, it then ended with the kharja which was a common rhyme and could appear in colloquial
Arabic, or Romance, or a mixture of both). The muwashshah and the zajal differed in their
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time they were new poetry and not developed to a high level like those used
in the nashid and sawt. He then mentions the arrival of Ziryab who brought
with him the Baghdadi tradition, then Ibn Bajja who fused eastern singing
with Christian singing, then with other prominent composers. The author also
defines the various lute tunings and the instruments used in Andalusia. ]

1 Al-Khusruwani®

a The Ones in the Style of the nashid
This is the one known in Andalusia as istihlal® and the ‘amal [appended to
it]. They start it” with heavy and slow notes bit by bit, then move to-

forms as follows: muwashshah: AA BBBAA CCCAA DDDAA etc. and zajal: aa bbba ccca ddda
etc. (Reynolds, The musical heritage 149, 157-159).

5 The term khusruwani has many meanings. It may be a melodic mode, as is clear in al-Tifashi
where it is used in a measured (‘@mal) and unmeasured way (nashid) (al-Sillami 107, ). It
may mean only a rhythmic mode, as is apparent in Ibn al-Tahhan’s definition: “Khusruwani is
a Persian [rhythmic] mode with many cycles that have many attacks, and many types branch
out and come out of the [khusruwani rhythmic] mode [these types are the melodic modes
that act as differentiae to the rhythmic mode which is the genus, much like Ishaq’s system of
classification, see p. 57, n. 6]. 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”
(Hawrt 103b—105a; Sawa, Encompasser 265-266). Later in this treatise al-Tifashi defines it as a
rhythmic mode and quotes Ibn al-Tahhan (p. 102; al-Sillami193). It may also mean a combined
melodic and rhythmic mode, as is apparent in these sentences: “It was related in many books
that the best Persian lute players in the days of [the Persian king] Kisra Abarviz [d. 6/628]
were Palhidh and Sharkas. [Palhidh] used to sing the khusruwani which is measured words ...
As for the khusrawini, in our era some pluck it as al-ramal al-mu‘allag by detuning the strings”
(Ibn al-Tahhan, Hawr 94b, 103b; Sawa, Encompasser 233, 265). The ramal is a rhythmic mode
and the mu‘allag is a melodic mode which, according to al-Katib, uses the Persian middle fin-
ger (at 302 cents from the open string, it is not clear if it is a tonic, or a course, or both; Kamal
fol. 180 (Kh. 115; La Perfection 162—163)). The detuning mentioned by Ibn al-Tahhan is corrob-
orated by al-Tifashi, who defines 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] (pp. 53-54;
al-Sillami 133).

6 According to al-Farabi the nashid is a speechlike prelude that consists of a hemistich or more,
a verse, two verses or more; the istihlal is a prelude that is speechlike (with many syllables to
a note) and consists of a word to less than a hemistich (kMx 160-1162; M4 11: 84-84). In
Andalusia the istihlal was longer; it could be a half line of poetry or a full line (see p. 54; al-
Sillami 134). In a way, the Andalusian istihlal was akin to al-FarabT’s nashid. For a variety of
preludes and their forms, see Ibn al-Tahhan, Hawr fols. 45a—46a; Sawa, Encompasser 119—121.

7 Itis not clear what “it” refers to. It may refer to the istihlal or the ‘amal. It is equally unclear
in Liu and Monroe Ten Hispano-Arabic 38; and in Reynolds, The musical heritage 206. It most

32
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n7; ward?® | light and fast notes. In the process, between the heavy and light sec-
tions,? a stirring of tarab occurs that causes relaxation.
The following are musical settings of various poems.1°

A poem and its musical setting by Aba Bakr b. Bajja:

Do the inhabitants of Nu‘man al-Arak! know for certain
That you reside in the house of my heart?
Keep the bond of love alive, because often
We are betrayed by people we entrust.
a-$108 Ask the night about me since your houses collapsed
Did my eyelids, colored with kohl, find sleep?
Did the swords of your lightning imagination become unsheathed?
They only found my eyelids as a sheath.1?

A poem by Abu ‘Al1 b. Rashiq al-Qayrawani [390—463/1000-1071]'% was set to
music by Ibn Bajja then revised by Ibn al-Hasib [d. 574/1182]:

Of the beautiful gifts of time, I had one night

Which did not leave us offended

We enjoyed ourselves with it and kept slumber from our eyelids
With a pearl filled with soft [just melted] gold

We bent down to kiss the mouth

Like the hungry bird picks up seeds.

likely refers to the istihlal because it is unmeasured and is free and would allow for the
fluctuations of speed, as opposed to the measured and set ‘amal.

8 A mistake in the binding process has set the continuation of the chapter to start at fol. u7,
see al-Sillam1i107 n. 1.
9 Liu and Monroe, and Reynolds, have a different and valid interpretation: the “sections”

refer not to the slow and fast but to the two sections of the song, the istiilal and the ‘amal
(Liu and Monroe Ten Hispano-Arabic 38; Reynolds, The musical heritage 206).

10 It is very likely that the istihlal section is only at the beginning and only a part of the
poem.

11 See p. 29 n. 61; al-Sillami 102.

12 I'wish to thank Dr. al-Sillami for clarifying the meaning of this line.

13 He was born in the Maghrib and was originally a jeweler. He then wrote praise poems,
moved to Kairouan and died in Sicily (al-Sillami 337). His poetry is characterized by artistic
elegance and he was famous as a poetic scholar who wrote a treatise on poetics (Bouyahia,
Ibn Raﬂik, EIP).
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A poem by Hassan b. Thabit was set to splendid music with many notes'* by
Ibn Bajja, with additions and revisions by Ibn al-Hasib:

How excellent is a group of people I befriended and drank with
One day, in Jillag'® in times past

The sons of Jafna around the grave of their father

The grave of Ibn Mariya, the noble and most eminent

Unsullied in honor (bid al-wujiih),'® of noble descent

Proud of the first degree

They come even when their dogs growl

As they do not ask about the group of people coming toward them.

A poem by Yahya b. Hudhayl al-Qurtubi [305-388/817—-888]'7 was set to music
by Ibn Bajja and revised by Kalb al-Nar the singer:

A pigeon raising her voice while darkness weaves [itself] over her
Two garments of dew and a wailing rain

Lie on the folding of her wing as if

She had made her bed a branch of a thorny tree

She sang two songs and ornamented them further

For the benefit of a songstress and the cries of a complainer

I lost myself, because of the excess of my ardent love

The breath of life, and said to myself, who made you cry.

A poem by Yasuf b. Hartin al-Ramadi [d. 403/1012] [states]:8

14

15
16

17
18

O pigeon sitting on top of a thorny tree, show me

By my life, who and what made you cry

As for me, I cried from the burnings of ardent love

And the separation of the one I love, are you in the same situation?

It is very likely that the melody used more than seven notes. See p. 57 n. 4 and p. 134 for
songs containing eight or ten notes.

See p. 28 n. 51; al-Sillami gg.

This phrase can also refer to a white face without freckles (Lane, An Arabic-English lexicon
I: 283).

Lit., “of Cordoba.” For other attributions, see al-Sillami 109 n. 5.

He was an Andalusian poet who composed panegyrics; he was born and died in Cordoba
(al-Sillami 337).

a-S109
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A poem by Abu Tayyib al-Mutanabbi was set to music by Ibn Judi [d. 530/
1136];'9 it was also set to music by Ibn al-Himara in the open string melodic
mode:20

Do you consider yourself of the same origin as the Indian swords?!

But this is an illusion because you are superior to them

If we called you our sword, we imagined

That the swords feel too proud and laugh in their sheath

You have taken away the livelihood of your enemies and their souls from
their bodies

You give to the ones you desire and deprive others

No death will come but from your fearful spearhead

And no wealth but from your fingertips.?2

b The Ones in the Style of the sawt
These are all ‘amal and no istihlal.

A poem and its music composed by Ibn al-Hasib?? for Abu ‘Abdallah b. Mar-
danish [518-567/1124-1172], the king of eastern Andalusia, about his wife, Bint
b. Hamushk [follows]:24

Truly these are eyelids

Death is drawn from her eyes

One cannot endure patience with her
And death is easy without her

I shall ride my love toward her
Regardless of what happens.

19  He was a king of Granada who studied philosophy and music with Ibn Bajja (al-Sillam1
332).

20  The open string is the tonic but the course is not given.

21 Indian swords were famed for being the finest.

22 These are after the interpretation in https://almaktba.org/edu/—.);i\-uhg.—g',wi\-cfi
Lo h-clls.

23 Al-Sillami (111 n. 1) mentions that the poem was composed by Ibn Mardanish.

24  Al-Sillami (i1 n. 2) mentions that it was the reverse: Ibn Hamushk [d. 572/1176]
married Bint b. Mardanish. Aba ‘Abdallah b. Mardanish was a Spanish Muslim leader
active in political and military affairs in eastern Andalusia; on the fall of the Almovarid
empire, he made himself master of Valencia and Murcia (Bosch-Vil4, “Ibn Mardaniil,”
EI?).
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A poem by Ibn al-Zayyat [173—233/788-874], the vizier,25 was set to music by Ibn
al-Himara, but it was also said that it was by Ibn Bajja. It is among the songs in
which he cried about Prince Abu Bakr [d. 515/1122]:26

Ask the houses of the quarter who has changed them

And effaced splendor from its view

A wonder, even more wonderful than the one who has the vision
Who trusts the world after he has seen it

Such is the state of the world if it turns its back

It disavows what was beneficial

The world is but a passing shadow

May God be blessed to have ordained it this way.

A poem by Mihyar [d. 428/1037]%7 was set to music by Ibn al-Hasib:

O breeze coming from Kazima?8

You hardened the ardent love and grief you stirred

Longing if it must be

It was souls to my heart

Remember us as we remember you

Many a time a remembrance may bring the departed closer.

A poem by Tawba [b. al-Humayr] al-Khafaji?® was set to music by Ibn al-Hasib:

25

26
27
28
29
30

O pigeon of two river beds (batn al-wadiyayn)3° sing

Its rain gave you a drink from the rivulet in early morning

Show yourself to us, your feather is still soft

And you are still on the green, lush, and succulent fruit of the thorny
tree

Ilook down the elevated dune, for maybe

I will see the fire of Layla or she will see me

He was a secretary, aman of letters, and the vizier of the ‘Abbasid caliphs al-Mu‘tasim [179—
227/795-841] and al-Wathiq [ca. 198-232/814—-847] (al-Sillami 338; Sourdel, Ibn al-Zayyat,
EF?).

He was the governor of eastern Andalusia (al-Sillami 111 n. 5).

For the dedication and another attribution, see al-Sillami 112 n. 6.

This is a city in Kuwait on the Persian Gulf.

He was famous for his love poems for Layla I-Akhiliyya (al-Sillami 334).

See p. 24 n. 24; al-Sillam1 88.

a-S12
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CHAPTER 11

Whenever I came to see Layla, she would wear a veil exposing her eyes
Her unveiling in the early morning stirred my mind.3!

A poem by ‘Abd al-Wahhab al-Baghdadi [362—422/973-1031] the jurist3? was set
to music by Ibn al-Hasib:

I kissed her while she was asleep, she woke up and was aware of it

She said: “O people come and catch this thief and punish him to the
utmost (hadd)"33

I said to her: “May I sacrifice myself for you, but I was coerced into it

And the legal judgment for one coerced is a similar response

Take it and take down the misdeed from the sinner

If you do not agree, then there are one thousand more to come”

She said: “A punishment that the mind attests

is—when enacted on the transgressor and sinner—more pleasant than
honey”

My right hand slept at night ardently desiring her waist

My left hand slept [lying] in the middle of the necklace [between the
two breasts]

She said to me: “Was I not informed that you were an ascetic?”

I said: “Yes, [but] I keep forsaking asceticism.”

A poem by Abti Hamid al-Ghazali34 was set to music by Ibn al-Hasib:

31

32

33
34

Your words, if I am charmed by them, would cure me

Your face, if it comes across me, would revive me

I die if I remember or mention you, then I come back to life again
So how many times shall I, because of you, come back to life and die
Truly, if I were given to drink your love from every cup

Of the world, they will not quench my thirst.

This can also mean “it occasioned doubt” or “confused and fatigued me” (Lane, An Arabic-
English lexicon, on rawaba 111: 175 and rayaba 111: 1197-1198).

He was a Maliki theologian who was born in Baghdad and traveled to Egypt and Syria
where he met Abu 1-‘Ala’ al-Ma‘arri (al-Sillami 345-346).

This can also mean “with the edge of the sword.”

This poem is also attributed to Ibn Zaydiin [384-463/1004—1071], a vizier, writer, and poet
from Cordoba (al-Sillami 338). As for al-Ghazali [450-505/1058-1111], he was a philoso-
pher, Sufi, and well-known Muslim authority.
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2

a

Al-Mutlag3®

The Ones in the Style of the nashid

A poem by ‘Umar b. Abi Rabi‘a was set to music by Ibn Bajja; it is the bride of
this section:

The reddish-brown horse complained about running when I overex-
erted it

It neighed [as its way] of speaking

For this reason, I dropped under my horse the rope that tied him

And commanded that it not be humiliated and be honored.

The following is a famous poem set to music by Ibn al-Himara:36

When we finished our tasks in Mina3”
And there only remained tying the luggage
We stood up to say our farewell

She answered us with eyes and eyebrows.

A poem by al-Basti [d. 400/1010]38 was set to music by Ibn Bajja:

35

36

37
38

A day superior to all other

Daybreak mixed its lights with the darkness

Lightning throbs like a heart madly in love

Clouds cry like an eye in love

Choose for yourself four objects of desire

With them the pleasure of the day will be serene and undisturbed
The face of the beloved, a sunny and radiant view

A twittering singer, and a cup of wine.

This refers to melodic modes that use the open mathna string as a tonic but do not give

the course: F G A B flat or F G A flat (or half-flat) B flat (Ibn al-Tahhan, Hawi fol. g1b;
Sawa, Encompasser 222). It is also a lute tuning when the bamm string is tuned to the
open mathna string [F] (see pp. 53—54; al-Sillami 133).

Its first hemistich is the same as that in a poem by Kuthayr ‘Azza [d. 105/723], a famous
poet from Medina who spent much time in Egypt (al-Sillami 116 n. 1, 347).

It is a valley near Mecca.

He was born near Sijistan and was a secretary for the Samanids in Khurasan (al-Sillami
329).
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42 CHAPTER 11
The following is a famous poem set to music by Ibn al-Hasib:3?

122 To whom belong the riding animals attached to the first sedan chair
To the generous people with black eyes darkened with kohl
They descended to Mecca and stayed with the Nawfal tribe
She descended to Mecca and Medina, hers was the most generous
visit
Beware the words of a secret enemy
With a hypocritical and bitter tongue, he does not do what he says.

A poem by Ibn al-Zaqqaq al-Balansi [d. 528/1134]*° was set to music by Ibn al-
Hasib:

O wine exposed to the northern wind rendered cool and pleasant
You have alerted my friend to drink it
The lightning in the darkness is akin to a devastating blow.

A famous poem was set to music by Ibn Judi:

a-Su8 Sweeten the early morning in Dhii 1-Majaz*! and set up your tents
I left them, then kept asking about them
I did not hide from their guardians but
I made them believe with my asking, and they believed me
I conversed with them and told them the best story, they listened care-
fully
They were astonished, and among them some understood
I was cautious not to show my ardent love
But I kept silent [and happy about] their promises kept.

A famous poem was set to music by Ibn al-Himara:

O breeze, what is it with you, every time
You separated yourself from me, your spreading increased its scent

39  For attributions, see al-Sillami 17 n. 1.

40  He was a poet from Valencia who wrote panegyrics and love poems; he was consid-
ered one of the great poets of Andalusia (de la Granja, Ibn al-Zakkak, Er% al-Sillam1
338).

41 Thiswas a place in Mina where there was a market in pre-Islamic times (al-Sillamin18 n.1).
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I think Sulayma was made aware of my lovesickness

She presented you with [the air from] her lungs and you came to me as a
doctor

When I saw the lightning coming from near your land

I knew for certain that I had met a beloved.

A famous poem was set to music by Ibn Bajja:

I see every slave willingly desire freedom

But the slave of love would be hurt [if free of love]

so0 he does not want freedom [from love]

Because of love, the freeman is not owned against his will

Because of love, the wrong will not win over justice

Shall I use forgiveness for the one I love

Even though she did not show compassion and mercy toward me and
did not stay.

A famous poem was set to music by Ibn Bajja:

When we alighted under the very tall tree of Malik

At the highest hill, I saw a white antelope adorned with a neck-
lace

My heart thought that it won its desire

If Layla bestowed on me a word and a date

O my love for Layla will never die but

It increases and renews itself with the [passing of] days.

A famous poem and music were composed by Ibn Bajja:

42

Turn away your riding animal over the dune [to avoid] the prohibited
place of herbage

And put down the stirrup and set your tent in a mirage of multiple
images*?

Vestiges of a dwelling were affected by wilderness and decay

They are deaf to meanings, and did not answer back in speech.

See p. 29 n. 58; al-Sillami 101.
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A poem and music were composed by Ibn al-Himara:

O Umm Talha, homes are far away

The star is closer than the sleepiness of your kinfolk

Do you remember that the enemies are gone?

Meeting is close and possible, and your house will gather us.

b The Ones in the Style of the sawt
A famous poem was set to music by Ibn al-Hasib:*3

Pure wine made him sway and fall to the ground
His cheeks resemble grape juice

Al-Amin made everyone wealthy

No poor person can be found on earth.

A poem by al-Mutanabbi was set to music by Ibn Hasib:

We redeemed you from a group of people even though you gave us
much grief
You were the East and the West of the sun.*+

A famous poem which was set to music by Ibn al-Himara has an istialal by Ibn
al-Hasib:45

He gave drink to a country that Sulayma spent the night setting free
From the rain clouds, give drink and feed to the camels

If I were not among its dwellers

There resides in it a person who is generous toward me

By my father, the one who is not my equal

Even([tually from him] joy will dissolve into more joy

Intimate friend and companion who blame me for it

Will be rejected with much rage.

43  This poem is by ‘Ulayya bt. al-Mahdi [160—210/777-825] about the caliph al-Amin [170—
198/787-813].

44  This means he acted like the sun, during the day showing the faces of beloved people,
and at night veiling us (for a variety of interpretations see http://www.almotanabbi.com/
poemPage.do?poemld=14).

45 It is interesting that there are two composers involved in this song: one did the unmea-
sured part and the other the measured one. For problems of attribution, see al-Sillami120
n.7.
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A famous poem was set to music by Ibn al-Hasib:*6

They walk like the sand grouse of the valley, bending down
With narrow waists, heavy, and [with] large posteriors (rawajih)
If they rise to do something

They pull out their feet from [being stuck in the] mud*”

The hopeful one, when close to death, testifies

That whiteness is the model for every beauty.

A poem by Ibn ‘Ammar [422-477/1031-1084] was set to music by Ibn Hasib:*8

3

a

Turn around the bottle as the breeze comes forth

And the star has stopped shining [as the night is over]

Morning has gifted us its camphor

When the night took back from us the ambergris

The garden is like a beautiful girl, its flowers clothed it

With its multi-colored embroideries, its dew adorned it with a necklace
encrusted with gems.

Al-Mazmum?*°

The Ones in the Style of the nashid

A poem by Abu Qatifa was set to the eastern composition style and sung by
Ziryab;5° Ibn Bajja added notes to it in the istiklal and the ‘amal:>!

46
47
48

49

50
51

This is a poem by al-Kumayt b. Zayd [60-126/680-744] (al-Sillami 121 n. 7).

This is a metaphor for being heavy/fat.

This is a praise poem dedicated to the sultan of Seville, ‘Abbad b. Muhammad al-Mu‘tadid
bi-Llah [404-461/1013-1069]. On account of this poem, the poet was made a vizier (al-
Sillami 122 n. 2; al-Zirikli, al-A%am 111: 257-258).

This refers to melodic modes that use the index finger fret of the mathna string as a tonic
but without giving the course: G A B flat C or G A flat (or half-flat) B flat C. Mazmum is
the older term that 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-Isfahanireplaced the older
term with Ishaqs, the older term occasionally occurred, as in xx11: 267. Al-Katib explains
that the mazmum is thus called because it is the first fret that one fastens to the string,
and it corresponds to the index finger (Kamal fol. 176 (Kh. 112; La Perfection 160)); Ibn al-
Tahhan, Hawi fol. 91b; Sawa, Encompasser 222. The mazmiim is also a lute tuning in which
the bamm string is tuned to the index finger of the mathna string [G], see pp. 53—54; al-
Sillami 133.

See more information about Ziryab on pp. 52—53; al-Sillami 132.

It is very unlikely that Ziryab’s melody survived four centuries and was present in Andalu-
sia at the time of Ibn Bajja.
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The palace, the palm trees, and the Jamma’ between them
Are more desirous to the soul than the gates of Jayran

Let us go toward the palace and the houses nearby52
Houses that are far from atrocity and disgrace

People may hide secrets but I will know them

And they will not receive my hidden secrets until death.

A poem by Nusayb was set to music by Ibn Bajja and revised by Ibn Jadi:53

Did the old house stir up your passion

Yes, in it are the traces of the one that grieved you

Pigeons sang in the darkness of the night

Crying about their loved ones while I was asleep

By the House of God, I lied, for if I were in love

The pigeons would not have preceded me with their crying.

A famous poem by Ibn al-Hasib was set to music by Ibn Bajja and revised:>*

Is our night spent by the water while the camels are in the desert

With luggage suspended on their sides?

I heard talking behind the curtain of the sedan chair

Like the sound of heavy rain (ghamam)> coming down from the clouds
(saha’ib).

A famous poem was set to music by Ibn al-Himara:>6

52
53

54
55
56
57

O abandonment, give up the field of love and let love

Be pleasant for the lovers, O abandonment

What do you want from people whose faces [are affected by]
Pale chests.5”

I wish to thank Dr. al-Sillami for clarifying the meaning of this line.
Al-Sillami mentions that the first line is by Nusayb b. Rabah [d. ca. 108/726], and the other
two are by Majniin [d. 86/705] (al-Sillami 123 n. 8, 352). See also p. 29, n. 56; al-Sillami 100,
about how it was the third of the three best songs in xa.
The text does not give the name of the person who revised it.
Lit., “clouds.”
This poem is by al-‘Abbas b. al-Ahnaf. See p. 27 n. 39; al-Sillami g4.
Another version is equally sad:
“What do you want from people whose eyelids
Are sore and [whose] hearts are filled with burning coal” (al-Sillami 125 n. 1).
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A famous poem was set to music by Ibn al-Hasib:

O Umayma, is there a house in al-Muhassib%8

For a grieving person to indulge in hope, for the breath of longing

His eyes saw the gazelles in their den in the trees

The fragrance®® embellished them and the aloeswood revealed its pleas-
ant scent

They left and the wings of darkness are their sedan chair

Above them, as they are perfect full moons

They rejected my patience on an unfortunate day%°

The eastern and northern winds sang the caravan songs to the camels.

A famous poem was set to music by Ibn Judi:6!

We had a good opinion of you because you liked us

But this opinion was but a disappointment

I have the soul of a free and genuine man that cannot stand treason
And a heart ardently in love that cannot tolerate estrangement
Farewell to the world if I cannot find in it

An honest friend, pure loving, righteous, and fair

If the purity of love is not natural

Then nothing good will come out of artificial love.

A famous poem about Ibn Mardanish was set to music by Ibn al-Hasib:

You should be delighted that you are a king with no equal
And that your door is sought by those in need

You are the trustworthy and selected one

Your generosity is always there.

A famous poem was set to music by Ibn Bajja:62

58
59
60
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62

O Layla will your camels go toward the way of separation
So that separation will cut off what used to unite us

This is a place between Mecca and Mina.

This refers to the fragrance of the den, or the tree, or both.

Lit., a “tortuous, winding, twisting, sinuous day.”

The third and fourth lines are by al-Imam al-Shafi‘l [150—-204/767-820] (al-Sillam1126 n.1).
This poem is by Nusayb al-Asghar [d. ca. 175/791] (al-Sillami 126 n. 2).
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Layla indulged me with the hope of a union, but she did not ful-
fill

Her promise, so in the end, the indulged died from the unfulfilled
promise

O what a pity about this separation if it comes and goes

Yet I do not achieve from Layla what I had hoped for

I shall be patient until patience gets its due

So it is going to be either union or quick death.

The Ones in the Style of the sawt

A poem by Dhii I-Rumma [77-117/696—735] was set to music by Ibn Bajja:

When we met, there flowed from our eyes

Tears, we stopped their heavy flow with our fingers

We got a hail of a conversation as if

It were honey mixed with water held by a solid structure

We spent the night with the drizzle spraying over our heads
Women's silken garments with stripes of spiderwebs (washa’i)3

A poem by Ibn al-Zaqqaq [al-Balansi|®* was set to music by Ibn al-Hasib:

a-S128

Singing with a plaintive sound (murinna) she struck fire to the fire shaft
(zinad)®5 of my ardent love
While lightning struck darkness with its sparks.

A poem by Ibn Jakha [fl. fifth/eleventh century] was set to music by Ibn al-
Hasib:66

63
64
65

66

When after sunrise, they made their caravan-riding animals kneel down
to mount them, in the Talh valley
And took them till the evening, what a trip that was.

This can also mean spools or blossoms.

For another attribution to this poem, see al-Sillami 127 n. 10.

This can also refer to a wooden stick or piece of steel to strike fire (Lane, An English-Arabic
lexicon 111: 1257).

Ibn Jakha was a dyer and a good poet, though he was not good at reading and writing (al-
Sillami 331). For another attribution to this poem see al-Sillam1128 n. 1.
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A famous poem was set to music by Ibn al-Himara:

Tell those who left, the heart is following them

O how the separation and my heart are in their possession
They went to a country where spring is pleasant

O God, if you will, do not let plants sprout in it

May the camels that pass by them perish

And let activity not be bestowed upon those riding them.

A poem by al-Sharif al-Rad1 was set to music by Ibn al-Hasib:

We slept sharing a bed in two garments of love and devotion

Desire binds us from the top of our heads to our feet

Between us we kept an agreement in a gentle way (daffa)®”

To fulfill our promises and take care of each other

This shining mouth spent the night showing

The places of kisses in the enveloping darkness

Then we separated as our physical attraction dissipated (rabat zawahi-
runa)%8

And in our innermost, there was no blame.

A song was composed by Ibn al-Jadi:¢°

67
68

69

O lotus tree of the valley in the pleasant lands

You were given drink and given life which even resurrects a person who
died from a charm

It is only a thing that happened to us

And a blame we endure to obey love

I would lie about love if I did not stand and complain about love

To you, even if stopping was too long for my traveling compan-
ion.

This can also mean to uproot and cut off, but that makes little sense here (Lane, An Arabic-
English lexicon 111: 887; al-Sillami 128 n. 5).

Raba in relation to a person means fatigued, or to be still. Zawahir means external signs
or indication (Lane, An Arabic-English lexicon 111: 1175; Wehr, A dictionary 585).
Al-Sillami (129 n. 2) attributes it to Ibn al-Mu‘tazz [247-296/861-908].
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CHAPTER 11
Al-Mujannab7

The Ones in the Style of the nashid

A famous poem was set to music by Ibn al-Himara and revised by Ibn al-Hasib:

70

“My longing for you brings your being to my mind

Despite the distance between our visits there draws a strong line
Hopes draw you near to my heart

The way lightning is close to the glance of the eyes

Mujannab is the anterior to the index finger; in this chapter it pertains to the tuning of
the bamm string to the anterior of the index finger of the mathna string (see pp. 53—
54; al-Sillami 133), and is likely a melodic mode. However, mujannab has many meanings
and therefore is problematic. It is not clear if it is 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-baqgiyya (anterior to the index finger by a limma): so if the
open string is G, then this anterior will 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; and (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. He 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, 97-99; KMK 516—517,1060-1061; MA I: 174, I1: 51—
52; lute chart, p. 202). 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 an ornamental one used in the middle or the end of the melody
(Kamal fols. 141, 178 (Kh. 86, 113; La Perfection 133, 161)). Mujannab is the note anterior to
the index: it can be used occasionally to replace the index finger to soften the melody;
al-Katib calls it tajniba (Kamal fol. 138 (Kh. 84; La Perfection 130)); Ibn al-Tahhan, Hawi
fol. g1b; Sawa, Encompasser 222);

CHART 1

Music example of kiirdeyli hijaz kar of Tatyus Efendi [1275-1331/1858-1913] in which G is
replaced by G flat, a modern example of tajnib. It can also be used in the entire melody to
give it softness; the melody will thus be called mujannab (Kamal fols. 178-179 (Kh. n13-114;
La Perfection 161-162)); Ibn al-Tahhan, Hawr fol. 103a; Sawa, Encompasser 263.
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Do not go away because you are the light of my eyes

If you absent yourself my eyes will not see the first ray of light
If you are happy abandoning me

Then I am happy because of your happiness”

b The Ones in the Style of the sawt
A poem by Abu Nuwas was set to music by Ibn al-Himara:”!

The monks of the monastery gave me pure wine to drink

Like peacocks in the sultans’ courts

They walked toward the cups the way the chess castle (rikhkh) moves,
then they left

As the cups made them walk like the chess queen in the chess game™

What a deed by young men who came down

Like judges and left like crazy people.

A poem by ‘Abdallah b. al-Mu‘tazz [states]:73

By God, what did these eye sockets appearing out of the headband
(mijar)

Do to us?

They passed and killed the hearts

By stabbing daggers into the throats

My fate with her love

Was the hardship encountered by the one left by the forsakers.

These are the Andalusian songs I have found; I have mentioned the eminent
composers of such songs. Among the Andalusian singers and songstresses,
there are those that sing five hundred nawbas based on poetry, or close to such
numbers. Their nawbas consist of nashid, sawt, muwashshah, and zajal.™

71 Al-Sillami (130 n. 2) did not find this poem in the collection of Abii Nuwas’ poems. He
found that the second line is by al-Raffa’ al-Sirr1 [d. 366/976], a poet and anthologist from
al-Mawsil who was famous for his descriptive poetry. He was trained by his father as a
clothes-mender, hence the term raff@’ affixed to his name (Heinrichs, al-Sari, £12 al-Sillami
337).

72 Thisis an interesting metaphor: before drinking they move straight, horizontally, or verti-
cally like the castle; after drinking they move in all direction like the queen.

73 For the correct authorship, see p. 27 n. 42; al-Sillami gs.

74  Thesize of the repertoire is a very impressive. The ‘Abbasid era singer ‘Alliya [d. 236/850]
claimed that he knew more than five thousand songs by heart (k4 X1: 357); Ziryab appar-
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Ahmad al-Tifashi said,

75
76

77

The writer, belles-lettrist, and historian Aba l-Hasan ‘Ali b. al-Shaykh al-
Imam Aba ‘Umran Muasa b. Sa‘id [573—-640/1177-1242] said, my father told
me that al-Shaykh al-Hasan b. Durida [515—-600/1122—1204]—he was an
Imam in this field that he took from Ibn al-Hasib—said that Ibn al-Hasib
told him that | the people of Andalusia, in the old days, | sang in the
style of the Christians or in the style of caravan riders and had no musi-
cal laws to rely on, until the Umayyad Empire was consolidated. When
[the Andalusian/Umayyad king] al-Hakam al-Rabadi [154—205/771-822]
ruled, there came singers from the East and from Ifrigiya who specialized
in artful music (madaniyya).” People learned from them until the arrival
of ‘Ali b. Nafi', nicknamed Ziryab—the ghulam7® of Ishaq al-Mawsili, the
imam and leading composer—at the court of Prince ‘Abd al-Rahman al-
Awsat [176—238/782—852] and brought forth music unheard of yet.”” His

ently memorized ten thousand songs (Reynold, The musical heritage 80); both figures are
more credible than Badhl [fl. early third/ninth century], who claimed thirty thousand
songs (KA XVII: 78). See also Sawa, Music performance139. A few pages later, al-Sillami (134,
141, see pp. 54, 60—61) adds more detail about the character of the muwashshah, namely
that it has both moving (muharrikat) and dancing (murgisat) types. The suite here is a
longer performance than the performance practice attributed to Ziryab, which consisted
of a nashid, followed immediately by the basit, and ending with some muharrikat and
ahzaj. As Reynolds rightly points out, there was no muwashshah in Ziryab’s performance
since that genre was composed centuries after Ziryab died (Reynolds, The musical heritage
81). The practice of starting with the nashid (unmeasured prelude) then going to the basit
(measured song) was often documented in k4 (v: 426—427); Ziryab's practice was new in
that he appended a “moving section of many notes” (muharrika, see KA V: 425; Sawa, Glos-
sary 81) plus a section made up of songs in the faster and lighter £azaj rhythmic mode.
In kx4 the usual practice was for songs in fazaj to be performed either separately or in a
mini-suite of songs in hazaj (KA V1:165), but not as part of alonger suite of diverse sections.
Lit., music “of the cities.”

The ghulam was a slave boy or mature male slave who functioned as cupbearer, waiter,
messenger, or male lover.

Ziryab was a master musician. He was black and there is no indication that he was Persian
as is often mentioned in the modern sources. He was trained in Baghdad as a singer, but
it is unclear whether he studied with Ibrahim al-Mawsili or his son Ishaqg. The account
that he left Baghdad because of the jealousy of and threats from Ishaq al-Mawsili seems
quite unlikely. He arrived at al-Andalus in 206/822, the year ‘Abd al-Rahman ascended the
throne. The musical style he brought to Andalusia was that of the Baghdad court in the
second/eighth and third/ninth centuries and was not the origin for the traditions known
as Andalusian music, as he died long before the emergence of the muwashshah/zajal tradi-
tion of the late fourth/tenth and fifth/eleventh centuries (Reynolds, The musical heritage
81-82).
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style was taken as a new way, whereas the other styles were forgotten until
Ibn Bajja appeared; he was the greatest imam; he devoted himself to years
of learning with the skillful singing slave girls. He revised and improved
the istihlal and the amal and fused the singing of the Christians with
that of the eastern one, thereby inventing a style only found in Andalu-
sia, one that suited the character of its people who then rejected all else.”®
Then came Ibn Judi, Ibn al-Himara, and others who revised and improved
his melodies and composed melodies producing tarab to the extent they
were able to. The last one | in this compositional art was [the Murcian]
al-Husayn al-Hasib al-Mursi [fl. fifth/eleventh century]. He excelled in
this field like no one in both practice and theory, and wrote a Kitab kabir
(Grand book) in many volumes; all the melodies heard in Andalusia and
the Maghrib set to modern poetry are his.

Ibn Durida, mentioned above, dictated to Ibn al-Hasib the lute tuning after
what he copied from Ibn Bajja’s information about the four registers (tabaga)

[i.e., the four open strings strings]. Musicians take into consideration the math-

na [F1] as a guide for the sound level and vocal range (tabaga)™ [of the singer].
They then tune the zir to the little finger of the mathna [B flat 2]; they tune the
mathlath [C 1] to the [lower octave of the] index finger of the zir [C 2]; [they
tune the bamm {G 1} to the [lower octave of the] index finger of the mathna
[G 2]];8° they tune the fifth string to the zir.8! This is the initial tuning |, but
there are different tunings depending on how the bamm is tuned. If the bamm

78

79

8o
81

Reynolds suggests that this could be a reference to the creation of the muwashshah/zajal
song genre (The musical heritage 134).

The mathna is adjusted to the sound level and comfortable range of the singer, according
to Ishaq al-Mawsili (Ibn al-Munajjim, Risala 17). For this reason, the mathna is called the
pillar or support (imad) and is used to tune the remaining lute strings in perfect fourths.
Al-Kindi had another interesting way to tune the lute: he suggested tuning the lowest
string (bamm) to the lowest note that comes out of the singer’s throat, and that would be
his utmost bass note. For more detail about tuning strings and frets, see Sawa, Anecdotes
(60—62); for details about stringing the lute, see Sawa, Encompasser 219—220.

This sentence is missing in the text, so I added it for the sake of completion.

Lit., “make it similar to the zir.” It makes no sense to add a string that is in unison to the
one preceding it. Al-Sillami (132 n. 1) suggested tuning it an octave higher than the zir, and
in this way it would be “similar to the zir,” albeit an octave higher. In al-Farabi this fifth
string is tuned one-fourth above the zir, that is, tuned to E flat. This allows the lutenist to
reach the highest note E, and also allows the lute to give the full double octave of ancient
Greece (see lute chart, p. 202). Ibn al-Munajjim (Risala 18) states that musicians did not
like adding an extra string just to get the one note E, so they reached it by going beyond the
E flat fret that was produced by the little finger of the zir, or reaching it, albeit an octave
lower, with the ring finger of the mathlath.
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is tuned to the [lower octave of the] index of the mathna string [G 2], the tun-
ing is called mazmum; if it is tuned to the [mazmum of the] zir [C],82 it is
called mazmum on the zir; if they tune it to the ring finger of the mathlath
[E 1], it is called | khusruwan; if it is tuned it to the [lower octave of the] open
mathna string [F 1], it is called the mutlag (open); if it is tuned to the anterior
to the index finger®3 of the mathna |G flat 2], it is called the mujannab (ante-
rior).

Abu I-Husayn al-Waqqashi [580-651/1184-1253], one of the leading com-
posers and singers in our era, said that poems that cause farab sung in his time
were added to by singing slave girls and elder instrumentalists (ashyakh sina‘at
al-yadd)’* according to the melodies they found to cause tarab to listeners and
which were not mentioned by their predecessors. For instance, the blind Ibn
Jilwa who lived in Seville | used to make additions to every poem such that they
almost caused tarab to inanimate bodies. These additions were not thought out
by Ibn Bajja, or Ibn al-Himara, or Ibn Judj, | or other predecessors or later skillful
men and women instrumentalists in our era in Andalusia.8°

Their nawba is one piece: it could consist of one line of poetry in istihlal
and the other line in ‘amal, or half a line of poetry in istihlal and the other
half in ‘@mal. When the ‘amal is over, it is best to shift to the moving (muhar-
rikat) and dancing types (murgisat) of music where they sing light poems or
muwashshahat; the latter suits their taste better, and after the muwashshahat
they shift to the agjal (pl. of zajal), after which there is only dancing to the
azjal. This is how they organize, arrange, and order their singing and danc-
ing.86

As for the instruments, the greatest and most perfect is the lute, [there are
other instruments such as®7] the nay, the tambourine (duff), the shiz,38 they
may also use the riita which looks like the harp ( jank) in the East but [with] a
different shape.8? They sing (gal)%° a lot with the rabab which is of two types,

82  Thave followed al-Sillami (133 n. 1) editorial brackets to make sense of this tuning.

83  The words “index finger” are missing in al-Tanji, causing the reader to think it is the ante-
rior to the middle finger [A flat].

84  Lit, “the elders specializing in manual arts.”

85  Al-Sillami (134 n. 1) wrote in a footnote that the next paragraph was crossed out. The con-
tents are too important to be relegated to a footnote, so I set it in the body of the text.

86  See pp. 51-52, n. 74; al-Sillami 131 about the suite here being longer than the performance
practice of Ziryab.

87  Lit, “blowing the nay.”

88  Seep.162n.19

89  Unfortunately, the author does not elaborate on the different shape.

go Lit, “to utter,” but it is often used to mean “to sing.”
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Andalusian and eastern.! The most honorable instrument and that which gives
the most perfect pleasure for dancing and singing is the bizg (oboe) which is a
specialty of Andalusian people. It has the shape of a zamr (oboe) but [is as]
large as a trumpet (big).92 | The bottom part of it consists of an animal horn,?3
then a reed is inserted into the horn,®4 then a small tube is inserted into the
reed, and it continues gradually until it ends | with a wheat straw. The latter is
the one that the player blows into% and where the art of the instrument lies.
When played, the sounds coming out of this instrument are amazing and great
and cause maximum tarab (itrab) and delight. It is the most festive instrument
for singing and dancing at drinking parties.%6

91 Al-Tifashi unfortunately does not mention their difference, and the one he describes in
chapter 35 (pp. 11-112; al-Sillami 201-202) and which he copies from Ibn al-Tahhan is the
eastern one.

92  Reynolds adds an important remark here; namely, that the confusion results from al-
TifashT’s use of the term biug with two separate meanings: oboe, and trumpet or horn
(Reynolds, The musical heritage 97 n. 4). For the popularity and use of the biig and copious
illustrations, see Reynolds, The musical heritage 86—92.

93 Lit., “An animal horn is inserted in its head,” but the text does not say what the head is,
and what the insertion is all about.

94  Thisis the reed that has the bored holes that produce the various notes.

95  Lit, “where it is played.” Ibn Khaldan [d. 808/1406] (al-Muqaddima 384) reiterates that
the buq is among the best wind instruments, but he has a slightly different description:
the body is made of copper with bored holes, it measures about an arm in length and
widens conically toward the end to less than a palm; one blows into it by means of a small
reed which transports the air from the mouth to the instrument. The sound is thick and
ringing. This characteristic led Reynolds to correctly state that the sound is somewhat sim-
ilar to that of the English horn or oboe d’amore; that is, it is more muffled than the more
piercing, open bored shawm or oboe (Reynolds, The musical heritage 87,97 n. 6). It is likely
to be a soft oboe that we also encounter in k4 Vv: 241, X: 101; Sawa, Anecdotes 195, 250—251.

96 It accompanied the singing of muwashshahat and zajals (Reynold, The musical heritage
174).
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CHAPTER 12

The Origin of the Old Singing and the Modes Used
in All the Songs of the Arabs and the Persians in the
Eastern and Western Empire

[fols. 34—40; al-Sillami 137-142]

[This is one of many chapters that deal with the topic of the rhythmic modes.
The other chapters are numbers 31, 32, 33, 37, 38, and 40. There are serious flaws
in the exposition of rhythmic theory and the definitions of particular rhyth-
mic modes, as well as contradictions between chapters about the nature of the
particular modes. This chapter also discusses the structure of the eastern and
western nawbas (suites), the old Arabic modes, and the new Persian modal sys-
tem practiced in the eastern lands. ]

Presently, most singers in the Maghrib sing songs based on previously men-
tioned poems,! and on old Arabic poems that resemble them, as well as old
songs previously mentioned, except that they do not know their origin [should]
they need to rely on them, or the regulating rules (ganin dabit) to rely on.
To them, they are memorized poems similar [to the old ones], set to music
according to modal practices and regulating rules [unknown to them]: great
musicians learn from other great musicians, and new ones learn from those of
a bygone era.

The origin of Arabic singing can be found in the writing of [Abu 1-Faraj]
al-Isfahani [284-360/897-971] in his Kitab al-Aghani [-kabir [Grand book of
songs]. We learn that [the caliph] al-Mutawakkil? [206—247/822-861] gathered
the singers in his era and ordered them to choose the best songs ever com-
posed. | They chose the best one hundred songs, and al-Isfahani used this
to build his oeuvre. He mentioned them, their prosodic meters and modes,
their poets, and music composers. Then al-Isfahani mentioned that they unan-
imously agreed about the best three: “The first was ‘The palace, then the palm
trees (al-Qasru fa-l-nakhlu), the second was ‘The reddish-brown horse com-
plained [about running] (Tashakka al-kumaytu [al-jarya]), the third | was ‘Did

1 See chapter 1.
2 Inka (1: 2, 7) it is not al-Mutawakkil but Hartn al-Rashid.
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[the house] stir up your passion (Ahaja hawaka [al-manzilu]).” Then they
chose [the song], “Did the old house stir up your passion (Ahaja hawaka al-
manzilu al-mutaqadimu)” as the best of the three.® This song contains all the
notes in the gamut, as mentioned in the Kitab al-Aghant [-kabir.*

There are thirty-six rhythmic and melodic modes (buhir)® on which the
one hundred songs and other Arabic songs are based. All have the first heavy
as their origin.® Six different branches derive from the first heavy: first heavy

3 KA (I:2,7-8) has more detail. Hartin commissioned Ibrahim al-Mawsili, Ibn Jami‘, and Fulayh
b. Abi l-Awra’ [fl. late second/eighth century] to compile a collection of one hundred songs,
then asked them to choose the ten best ones, and then the three best ones from among
those (though narrators disagree about the three chosen songs). A different account about
the choice of the songs, and those that al-Isfahani prefers to the first one, mentions that Ishaq
related to al-Wathiq the account of his father, Ibrahim al-Mawsili, that Hartin had ordered the
singers to choose for him the three best songs. Upon hearing this account, al-Wathiq asked
Ishaq to revise the collection and make sure that he chose the best songs in the older reper-
toire and removed songs of lesser quality from the older list. Ishaq complied by including
not only songs of composers of previous eras but also contemporary composers who fol-
lowed the tradition of the older composers (k4 I: 2, 7-11; Giinther, Aba I-Faraj al-Isfahani,
E15 for details about al-IsfahanT’s preference for the second account, see Kilpatrick, Making
the great Book of Songs 45—46). Then al-Isfahani added other important ones on his own, such
as those of Ma‘bad, Ibn Surayj, Yanus al-Katib [fl. mid-second/eighth century], as well as, not
uncommonly, the songs of caliphs, viziers, and their descendants (k4 1: 2; Fleischhammer,
Die Quellen n1—12; Sawa, Music performance 22—23). For the composition of x4, its sources,
informants, and chains of transmission, see Fleischhammer, Die Quellen; for al-Isfahant’s life,
times, and works, see Giinther, Abu I-Faraj al-Isfahani, 15, Kilpatrick, Making the great Book
of Songs.

4 For songs that contain all ten notes (F G Ab [or half flat] A Bb C Db [of half flat] D Eb E), see
Sawa, Anecdotes 22—28. The above song is not one of them: in x4 (1: 323) the melodic mode is
the open mathna string as a tonic in the course of the ring finger fret (the first tetrachord is
the major one: F G A B flat); in another account the mode is the index finger of the mathna
string as a tonic in the course of the ring finger fret (the first tetrachord is the minor one: G A
B flat C). kA tells us (1: 323) that the three chosen songs combined use all ten notes; al-Tifash1
understood this incorrectly, unless he was using another source in which another composer
had used all ten notes when he set this poem to music.

5 Buhur (the plural of bahr) is mostly used to denote poetic meters. It is odd that al-Tifashi used
it for musical modes.

6 This is absolutely false. In k4 we learn that 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 eighth rhythmic modes is a genus ( jins) that is subdivided into types according to the
eight melodic modes, which act as differentiae. So the first heavy is subdivided into eight
types according to eight melodic modes: Thus we have:

(1) first heavy with the open mathna strings as a tonic using the middle finger fret;

(2) first heavy with the open mathna string as a tonic using the ring finger fret;

(3) first heavy with the index of the mathna string as a tonic using the middle finger fret;
(4) first heavy with the index finger of the mathna as a tonic using the ring finger fret;
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mutlag;” first heavy mu‘allag;8 first heavy mazmam; first heavy musarraj;® first

heavy mahmul;'© and first heavy mujannab.* Six rhythmic modes derive from
each one of the six first heavies:!? the second heavy, the [first] light heavy, | the
light, the ramal, the hazaj, the hazaj al-hazaj.!® In total we have thirty-six modes
because | six multiplied by six gives thirty-six.1* Out of these modes one finds

10

11
12

13

14

(5) first heavy with the middle finger of the mathna as a tonic using the middle finger
fret;
(6) first heavy with the ring finger of the mathna as a tonic using the ring finger fret;
(7) first heavy with the little finger of the mathna as a tonic using the middle finger fret;
and
(8) first heavy with the little finger of the mathna as a tonic using the ring finger fret.
The same list is true for the second heavy, first and second light heavy, ramal, light ramal,
hazaj and light hazaj (KA, v: 269; Sawa, Rhythmic theories 44—48). In sum, there are eight
melodic modes and eight rhythmic modes, so the final tally is sixty-four, not thirty-six.
This refers to melodic modes that use the open mathna string as a tonic but the course is
not given: F G A B flat or F G A flat (or half-flat) B flat (Ibn al-Tahhan, Hawi fol. g1b; Sawa,
Encompasser 222).
Lit., “hanging.” Al-Katib says it uses the Persian middle finger (Kamal fol. 180 (Kh. 115; La
Perfection 162-163)); Ibn al-Tahhan, Hawr fol. 103b; Sawa, Encompasser 265. This melodic
mode does not appear among the Andalusian modes in chapter 11, al-Sillami 107-135.
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 detail in fols. g1b, 102a; Sawa, Encom-
passer 222, 262). This must be the reason it does not appear as a melodic mode in chap-
ter 11, al-Sillami 107-135.
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 mahmail, literally, carried between two things, because it is
between the mazmum (index finger) and the little finger (Kamal fol. 176 (Kh. 112; La Perfec-
tion 160)); Ibn al-Tahhan, Hawr fol. g1ib; Sawa, Encompasser 222. This melodic mode does
not appear among the Andalusian modes in chapter 11 (al-Sillam1107-135).
For details see p. 50 n. 70; al-Sillami 129.
See p. 57, n. 6 above about the falsehood of this claim.
This is a seriously flawed list. It does not have the second light heavy and the light ramal.
The light is another name for the light hazaj; the expression hazaj al-hazaj is a mystery, I
have not been able to find it in books of music theory.
Ibn al-Tahhan has a different list: he gives the standard eight rhythmic modes as found
in k4 and other theory books, then mentions that each rhythmic mode is divided into
four types according to the melodic modes (mutlaq, mazmam, mahmil, mahsar) and then
divided again into four other types (mujannab, munsarij, wusta, mumakhkhar) resulting
in sixty-four modes. The last four (mujannab, munsarij, wusta, mumakhkhar) are problem-
atic: one would have expected them to be the courses of the melodic modes, but mujannab
is a tonic; munsarij is a style of Ibn Surayj's compositions; wusta can be a course or a tonic;
and mumakhkhar is a rhythmic technique, see below, p. 59, n. 17 (Hawrt fol. 91b; Sawa,
Encompasser 222—223).
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four chosen songs from among the old Arabic songs:15 hijazi,'6 mumakhkhar\”
zatti,'® and murajjal!® All the old Arabic songs are based exclusively on these
modes, but their knowledge and practice are long gone in our era and only rem-
nants survived in the West.20

As for the people in the East, this repertoire is completely gone and [the little
that] has survived in the West is mainly practical, [and singers have] no musi-
cal knowledge. As we mentioned above, they exchange and learn sung poetry
from each other without knowing the modes used in each song. It is also very
likely that they perform these songs with shortcomings and flaws because they
do not know the musical rules. This is so because in every | art one is safe from
mistakes and lapses if one knows the theoretical basics and laws that rule its
sections and [smaller] parts. If knowledgeable people— those living] shortly
after Ishaq b. al-Mawsili and his generation—stated that this art had been lost,
then imagine the state of this art in our era!?!

15  These four chosen songs do not appear in KA.

16 Hijazi means originating from the Hijaz, but unfortunately al-Tifashi does not define it.

17  Mumakhkhar is a thythmic technique called tamkhir that 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 (a quarter note). 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 possible, that is, equivalent to a quar-
ter note (KMK 999, 1052—1055; MA 1I: 31, 48; Sawa, Rhythmic theories 180, 232—235). (2) In
kI and KII it means removing the attacks in the original form of the rhythmic mode, and
in K1 it also involves repeating the parts with the removed attacks (x1165a; N-kI 224—225;
KII 753; N-K1I 158; Sawa, Rhythmic theories 300—301, 383—384). (3) In k1 it also means a
decrease in the plucking of strings (k1 165a; N-KT 225; Sawa, Rhythmic theories 301-302).
See also Sawa, Rhythmic theories 537, 545, 555, 557, 561, 576, 603, 608, 619, 621, 632, 636, 638.
So the song chosen here must have exhibited the tamkhir technique.

18 Zatt refers to a tribe from India, or, tall, black, thin people from Sudan (al-Firazabadj, al-
Qamus 863). Al-Sillami has a black tribe from Sind or India (al-Sillami 139 n. 1). This may
mean a song or mode from Sudan or from India.

19  InLane, murajjal refers to skin stripped off beginning from the foot or hind leg; a skin full
of wine; a garment with figures of men; a garment ornamented at the borders; combed
hair; and jarad murajjal means locusts, the traces of whose wings are seen on the ground
(Lane, An Arabic-English lexicon 111: 1047). Thus, murajjal may mean a song filled with
many actions and ornaments.

20  Itis very interesting that the Baghdad tradition has survived, even in a reduced state, in
the West!

21 Al-Tifashi very likely had in mind al-Isfahani and his famous statement about the process
of change and the survival of the old repertoire. When commenting on the singers who
altered the repertoire and those who were faithful to it, al-Isfahani said: “It is hoped that
there perhaps remained a few of those singers who adhered to this principle [of being
faithful to the repertoire], though by now, in our era, all of the correct [songs] and the
altered [songs] have disappeared” (ka X: 70; Sawa, Anecdotes 260).

37
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In our era, the modal system of the eastern songs is modern. Musicians there
have adopted the system of the Persians and took it from northern Iraq. The sys-
tem has a theory, regulations, and accurate laws and origins to rely on (ganun
madbut yurja“ilayh). The melodic modes are twelve |; they are called bardawat
in Persian.22 We shall write them down here in succession and in order, as we
did with the Arabic modes.22 The first of the twelve bardawat is rast and is the
origin of every bardah. Then come al-‘iraq, asbahan,?* dhayl afkandah, husayni,
rahawt,?5 nawad, ma'ah,?® ma'ah abu sulayq, | ‘ushshaq, dhayl afkandah buzurg,
and husayni buzurg.2” Modes (aswat)?® were extracted from these bardawat
and follow their course but are of lesser stature in practice [and are subsidiary
to the bardawat]; they are called the awazat. There are six: nawriz, hijazi,
kawashtah,?® kardaniya, husari, and kindah bir. These awazat derive from the
bardawat as we have mentioned above, except that they extract one awaz from
every two bardahs, and for this reason there are only six awazat. To go into
detail about these modes, [the reader] can consult other sources; the purpose
here is to point out the complete list. Further details are not included for the
reader | of this book, or for a boon companion of a great king, or [for a boon
companion] of a significant leader; otherwise [if we included them], we would
stray from the purpose of this book.3°

The above are the modes on which Persian and Arabic songs are based in
our era.

As for the vocal suites (nuwab)3! based on these modes and performed in the
majalis of kings and leaders in the East in our era, | they are made of five [parts]:
qawl, ghazal, tarand, zimnah,3? and gaw! dikir33 with a dal that is not Persian-

22 Bardawat is the plural of bardah.

23 The difference here is that the Persian modes are the melodic ones, and the Arabic modes
were both rhythmic and melodic.

24  Incopy Bitis asbahan (al-Sillami 140 n. 1).

25  Incopy B it is rahawr (al-Sillami 140 n. 2).

26  Al-Sillami has sa'ah.

27 Text has buzurk, but the correct Persian is buzurg (big or large).

28 Lit., “sounds,” or “notes.”

29  Incopy Bit is karashtah (al-Sillami 140 n. 3).

30 For details about the bardawat and awazat, consult the index in Wright, The modal system.
Most of the bardawat and awazat are listed there except for dhayl afkandah, ma'ah, maah
abu sulyaq, dhayl afkandah buzurg, husayni buzurg, and kindah bir.

31 Nuwab is the plural of nawba.

32 Unfortunately, al-Tifashi does not define it.

33 Al-Sillami has gal instead of gawl. Later, according to ‘Abd al-Qadir b. Ghaybi 1-Maraghi
[d. 838/1435] the nawba in the eighth/fourteenth century had four parts: gaw/, ghazal,
tarana, and fura dasht. To these, ‘Abd al-Qadir b. Ghaybi introduced a fifth part, which
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ized,34 the letter & is between k and g, and [the Persian word] dikir means
“more” in Arabic.3%

Qawl means Arabic poetry that is very sophisticated (‘amal).36
Ghaza means Persian poetry set to music (min bahr al-gawl).3”
Tarana is an Arabic dubayti set to music.38

Qawl dikir means one line of poetry set to music.

By bahr al-qawl we mean setting [poetry] to music, and the course of its fin-

ger ( fi majra isba‘ihi).3®

For them this is one complete suite (nawba) except that it uses each one of

the b
same

ardawat and awazat mentioned above and uses all of them. This is the
way as the complete suite in the West comprised a nashid, istihlal, ‘amal,

muharrik, muwashshaha, and zajal. All of them use the above-mentioned
modes.*0

34
35
36

37

38

39

40

he named mustazad (Farmer, History 199—200). The names zimnah and gaw! digar in al-
Tifashi may have been earlier names for Ibn Ghaybi’s furi dasht and mustazad.

IL.e., with a d not a dh.

Dikir is the Arabized Persian word digar, which also means “other.”

In Sharh Mawlana Mubarak Shah, a commentary on the Kitab al-Adwar (Book of cycles)
of al-Urmawi [d. 693/1294] the gaw! is a measured song set to Arabic poetry (MA I11: 552).
In al-Shirwani [d. ca. 857/1453] the definition is more detailed: the gawl/ is a measured
vocal composition set to Arabic poetry containing an instrumental prelude (tariga), a
ritornello (tashyia), and a vocal section (MA 1v: 235-236). Both the instrumental prelude
and the ritornello are used in all the other movements (qgaw!, ghazal, tarana, furu dasht,
and mustazad). For a notation of a seventh-/thirteenth-century gaw! by Qutb al-Din al-
Shirazi [634—710/1236—1311], see Wright, The modal 231—244; for notations of various parts
of the suite, see MA I11: 553-565.

In Sharh Mawlana the ghazal is a measured song set to Persian poetry (M4 111: 552). In al-
Shirwani itis also used to prolong an isolated piece of music to add pleasure to the listener;
it uses the same rhythmic mode (M4 1v: 236).

In Sharh Mawlana the tarana is partly vocal and partly instrumental and uses syllabic
and melismatic notes. When using melismatic notes only it is called basit (MA 111I: 552—
553). In al-Shirwani it is measured and can be set to Arabic or Persian poetry, that is,
of the ruba (quadrilateral) type (M4 1v: 236). The dubayti is a Persian poetical form in
which the poem is made up of two verses or four hemistiches, mainly in a mono-rhyme.
It was also known in Arabic as the ruba? in reference to the four hemistiches. It uses
the hazaj prosodic meter and can be in standard Arabic or in a dialect (al-Sillami 143
n. 2).

This may mean that all four movements share the same finger, i.e., they are in the same
melodic mode. But the next sentence negates this hypothesis and claims that all modes
are in one suite! On the other hand, al-Tifashi may have meant that the repertoire of suites
includes all modes, each in one mode only.

He meant the eastern nawba.
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In the East, there are now composers called musannif ¥ who have invented a
vocal compositional style based on one of the twelve bardawat except that they
do not deviate from it; | it is akin to the prosodic meters of Arabic poetry.+2

It is a wondrous thing that the music of old Arabic singing can only be set
to old Arabic poetry; modern Persian music can only be set to modern poetry,
Persian or Arabic. I tried hard to get one of the famous composers in the East to
set music based on one of the twelve bardawat to an old Arabic poem, but he
was not able to do it. Similarly, they were unable to set old sophisticated music
to modern poems, be they Persian, Arabic, or dibayti. Most of the poems set
to music in our era by singers in the East are modern, and the music itself is
modern, with a light nature and lacking motion (kazzat).

41 Lit., “author,” or “composer.”
42 This very likely involves the invention of new modes based on the twelve old ones.



CHAPTER 13

Mention of the Memorized Repertoire among the
Common Singers in Our Era in the Eastern Empire
and Their Poems [fols. 40—42; al-Sillami 143—145]

[The author has a negative view of the standard of singing in the eastern empire
in his era. He attributes this to the fact that singers use defective poems and are
themselves not Arabs but are Armenian or Greek singing slave girls; thus, their
knowledge of the proper pronunciation and desinential inflections is wanting. ]

The common singers have memorized only the most defective poems. They
have almost no [eloquent] words, no meaning, and no prosodic measures.
They have thus fallen short of the qualities that make good poetry.! This is
because they teach children, and the Armenian | and Greek singing slave girls
the dibayti, as well as modern weak (rakik) poems. The teacher and the stu-
dent do not know? how to properly pronounce the Arabic letters and do not
know the grammatical desinential inflections of the Arabic language. This then
spreads so that you do not find anyone who can sing old or new poems com-
posed by an Arab or [someone of | mixed race, [anyone who can] sing the words
as uttered by the poet. If the song is well composed, then it becomes spoiled
because of grammatical mistakes, misspelling (tashif ),® and phonetic corrup-
tions of the words (tahrif)* and their meanings, in addition to the defective
poetry. The listener comes out gaining nothing of value except losing his stand-
ing and wasting his time; this in spite of the fact that we knew that the melody
was fine (mimma yughtafar)® but [the value is lost because] the subsequent
singer’s performance was cold and unbearable. |

1 These were outlined in chapter 5, fols. 1—12; al-Sillami 71-72; p. 12

2 The verb “to know” should be in the dual form but it is in the singular form in the ms.

3 The tashif is defined by al-Jurjani [d. 816/1413] as understanding something that is different
from what the author intended or what the convention requires it to be (al-Jurjani, Kitab al-
Ta‘rifat 61). In Wehr it is the misplacement of the diacritical marks; misspelling, slip of the
pen; grammatical mistakes; misrepresentation, distortion (Wehr, A dictionary 505).

4 The tahrif is defined by al-Jurjani as changing the utterance but not the meaning (al-Jurjani,
Kitab al-Ta‘rifat 55). In Wehr it is the alteration, change; distortion; phonetic corruption of a
word (Wehr, A dictionary 169).

5 Lit., “can be pardoned,” or “accepted.”
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It was related that al-Ma’muin entered a room where al-Rashid [145-193/763—
809] was listening to a singing slave girl singing. She made grammatical mis-
takes, so al-Ma’'mun winked at her [so as to be careful]; as a result, she became
confused in her singing. Al-Rashid noticed that, and it embarrassed al-Ma’man
who then left the room. Al-Rashid asked for an inkpot and a piece of paper and
stamped it. He wrote another one, inserted it into the stamped one and gave it
to one of the ghulams, who went to al-Ma’mun with the two letters and told him
that al-Rashid asked to say to al-Ma’miin, “The Prince of Believers asks you to
obey what is written in the letters.” The content of one of the letters said, “The
Prince of Believers orders you to order | the guards to beat you one hundred
times with a wand (‘as@) to cause you much pain. Then read the other letter!”
Al-Ma’miun said to the ghulams, “He ordered me to do this and that, and there
is no way but to obey his order” They wanted to let go but he said to them, “I
am worried that if you do not obey his order, he may do to you, things you will
not like.” They beat him gently as they felt compassion toward him. He said to
them, “No, by God, I have to [be beaten hard] to feel the pain as ordered.” They
did [this] by beating him one hundred times with a wand, causing [him] pain.
He then opened the second letter which said:

He criticized a singing slave girl for a grammatical mistake
As she was in a state of tarab

He wanted to make her understand

The finest details of the Arabic language

I swear to God and by what

Was recorded in the books, according to Him

A dog is even more polite

Than people with good manners.

When grammatical errors are made by the singer when singing good poetry, the
listener could bring to mind the correct version, and understand its meaning,
even if the singer brought about phonetic corruption. But if the poetry is weak
and out of prosodic balance, it would break the heart and spoil the purity of
the song.

I attended a maylis of one of the kings in the eastern empire surrounded by
leading personalities and boon companions. A young man sang a dubayti® that
the audience liked and [they] reached a state of tarab:

6 Itis odd thatitis called a dizbayti but has only three lines, not four lines.
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What with Mutayyam, his master treated him harshly
He shunned him though he has none but him [as a friend and support]”
There is no power and no strength save in God.

I left saying, “Yes indeed, there is no power and no strength save in God,” and I
do not doubt that if a singer sang this song, al-Rashid would beat him a thou-
sand times with a thick wooden stick (migra‘a) and not one hundred times with
awand.

7 Twish to thank Dr. al-Sillami for clarifying the meaning of this line.
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CHAPTER 14

The Difference in Superiority between the Easy and
Plain Singing with Few Cycles and Notes, and Its
Opposite, the One with Heavier Cycles and Many
Notes [fols. 43—45; al-Sillami 147-148]

[This chapter is based on Ibn al-Tahhan’s chapter 4: The Meaning of Melodies
(fols. ga—gb; Sawa, Encompasser 18-19)]

The truly knowledgeable people in the art of singing despise songs that have
few short notes (shudhiur)! and [a small number of ] notes to display easy com-
positional craft (sahl al-‘amal), and [those that] are composed of short rhyth-
mic cycles (galil al-adwar),? but they admire the opposite, that is, [songs] with
many notes, long rhythmic cycles, and many short notes (shudhiir). 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 that are clear and
apparent, and aspects that are hidden and obscure. The clear and apparent
are, for example, high (shidda) and low (lin) pitches, fast and slow tempos,
[metaphorically] sweet [ripe] and unripe fruit, and heat and cold. As for the
obscure [aspects of melodies], these are in addition to the previous [appar-
ent aspects] and are interspersed among them. The obscure aspects are sound
compositions,3 a proper and pleasant setting [of music to poetry],* and know-
ing the meaning of the melodies, for there are many that have no meaning at
all. [Lyrically,] some have no meaning, such as poems that are well measured,

1 The shadhra (pl. shudhir) is a short note that starts with a smooth voice and is sung to long
low vowels (long 7), and phonetic alterations (a going toward {). They are vocal ornaments
added between two adjacent notes or immediately after a note. According to al-Farabi, they
should be used in moderation in the course of a melody and should not exceed two or three
in one section (KMK 1073, 1173; MA 11: 59, 909; Sawa, Music performance 102—104).

2 Ibn al-Tahhan has the more precise word gasir (short) as opposed to galil (fewer) (Hawt
fol. 9a; Sawa, Encompasser 18).

3 Here al-Katib adds sikhat al-gisma (proper musical divisions), that is, musical divisions prop-
erly set to poetic feet (Kamal fol. 34 (Kh. 25; La Perfection 50)).

4 The explanatory square brackets come from al-Katib, who explains that a proper and pleas-
ant setting for music means that it should suit the theme of the poem (Kamal fol. 34 (Kh. 25;
La Perfection 50)).
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have sound [metric] arrangements | and eloquent words, | yet have no meaning.
Some have a delicate and beautiful meaning, are beneficial, and have a strong
effect on the soul. The singer must show the listener® the meanings inherent in
the melodies, for they [these melodies] must reflect the [mood of] the words,
whether that is contentment, anger, happiness, worry, sadness, and the like.
This is because the essence of the words of the contented person differs from
that of the angry one, and the essence of the words of the happy [person] differs
from the essence of the words of the sad, the preacher’s [words differ] from that
of a hackneyed speaker, the violent [person’s words differ] from [those of] the
gentle one, the coward’s [words differ] from [those] of the heroic and coura-
geous one, the flirtatious [person’s words differ] from [those] of the modest
one, the calm [person’s words differ] from [those] of the overbearing one, the
spoiled [person’s words differ] from [those] of the seeker, and [the words of]
the accuser (muta‘attib)® | [differ] from [those] of the humble one.”

These constitute the refinements inherent in this art and its gracefulness; its
understanding [often] escapes the two types of performers (musammi) and
listeners (mustami‘).8 The one who composes soundly has an immense ability
to suitably set music to poems, because the composer takes good care in doing
so, and the one who ignores it is not a superior musician.

5 InlIbnal-Tahhanitis the listener who must discern the meanings (Hawi fol. gb; Sawa, Encom-

passer 19).

Ibn al-Tahhan has muta‘azziz (proud) instead (Hawt fol. gb; Sawa, Encompasser 19).

The next short paragraph is in addition to Ibn al-Tahhan (Haw fol. gb).

8 Musammi* literally means “the reciter who learned something by heart.” Here the author
means one good type of performer/listener and one bad type of performer/listener.

N o
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CHAPTER 15

Melodies That Resemble the Meanings and Suit the
Poems [fols. 45—47; al-Sillam1 149-150]

[This is a shorter version of Ibn al-Tahhan’s chapter 5, Composing Melodies
That Suit the Poems; for themes that have been skipped, see Hawr fols. gb—11a;
Sawa, Encompasser 20—22.]

The wise 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 is not a consummate composer.

There are many types of poems: those about pride, courage, asceticism,
flirtation, wine, hunting, desire, love, sadness, elegies, revenge, loyalty, sep-
aration, | meetings, consolation, [about] the characteristics of horses, flow-
ers, pleasure trips, distance, nearness, victory, conquest, seriousness, mead-
ows, spring, generosity, supplications, congratulations, the art of writing, pen
cases, pens, the art of letter writing, beautiful poetry, oration, chivalry, author-
ity, youth, 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] and glorifies [the person]; if he mentions battles, he
frightens [his listener], causes [them] to tremble, and magnifies [the fear]; if
he mentions flirtation, he makes it tender and soft; if [it is about] lamenta-
tions, he wails; if he mentions death, he cries; if he mentions youth, he regrets
its passing and becomes sad; and likewise with other meanings.

1 It is likely to be Pindar, ca. 522—443BCE, or ca. 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 (149, 234) has Phidarsu and Phidrasu. Ibn Khurdadhbih [ca. 205-300/820—-911] has
Fidhrus; al-MasGdi [d. 346/957] has Findarts (Ibn Khurdadhbih, Mukhtar 16; al-Mas‘adi,
Murtj 128). Ibn al-Tahhan’s passage is almost verbatim from Bulus al-Bizantl's Unsur al-
miusigi in its Arabic translation (Kazemi, Die Bewegte 311-320), and Fidarus appears as Qi-
daurs or with the first letter undotted (Kazemi, Die Bewegter 310, 314, 316).
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Among melodies, there are some that cause depression (ingibad), | some
that cause joy (inbisat),? some that cause movement (haraka),® and some that
cause calm (sukun).* 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 it depresses the soul.
The calming melody is based on tranquility, peace of mind, and safety. The
melody that causes restlessness (muglig) is built on the agitation (galaq) of the
soul, its wrath and anger. All these melodies have poems that suit them as men-
tioned before; likewise, each poem has a melody that suits it. The right path for
a poet—should he want to compose a poem to 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 to a
melody—is to make the meaning of the melody fit the meaning of the poem |
as mentioned before. Keep this meaning in mind; it is a wondrous meaning,
rarely does it occur except in a chapter like this.

2 For the melodies causing depression or joy, see p. 69, n. 4; for al-KindT’s influence, see chapter
12 of Hawt (Sawa, Encompasser pp. 37—41).

3 A few lines later it is replaced by mugqliq (causing restlessness).

4 This is a quadripartite division that differs from the tripartite in chapter 12 of Ibn al-Tahhan’s
Hawi, fol. 16a. The two divisions have depression and joy in common, whereas movement and
calm in the quadripartite are replaced by moderation in the tripartite (see Sawa, Encompasser

pp- 37-39)-
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CHAPTER 16

The Definition of Singing' [fol. 48; al-Sillami 151]

[Singing is made up of four components: notes, their arrangement, musical
divisions, and rhythmic modes. This is a crucial chapter because it defines the
importance of properly setting poetic feet to musical divisions, as this makes
the song easier to hear, perform, and learn. This chapter is a combination and a
shorter version of two chapters from Ibn al-Tahhan’s chapter 6: The Definition
of Singing and Its Components and chapter 8: Poetic and Musical Divisions
(Hawt fols. na—12a; Sawa, Encompasser 23, 25—27)].

Singing is made up of four indispensable components, none of which can be
left out; with them singing becomes complete and perfect, and on them it is
built. The first component is the notes, then their arrangement and composi-
tion (ta’lif ), then the musical divisions (gisma), then the rhythmic mode. What
contains all of them is singing; if one or more are missing, then it is not singing.

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. If the poetic feet are properly set to their corre-
sponding musical divisions,* then it will be easier for the audience to enjoy it

1 Lit, “The Vast Number of Definitions of Singing.”

2 Al-Tifashi copied Ibn al-Tahhan’s mistake; he mixed up the tajzia and gisma, saying the for-
mer refers to music and the latter to poetry, but Ibn al-Tahhan corrected himself later (Hawr
fol. 21a; Sawa, Encompasser 51). For the benefit of the reader, I use tajzia and gisma to mean
poetic foot and music sub-sections respectively. In essence, each poetic foot is properly set
to a musical sub-section (or division), often referred to as gisma; this refers to the musical
sub-section and its rhythmic pattern. On the first page of k4, al-Isfahani explains the impor-
tance of mentioning the prosodic meter (‘arid) of the poem, because through it one knows
the poetic feet or division (tajzi'a) that should be properly set to the musical sub-section or
division (gisma) (KA 1:1; Sawa, Anecdotes 37-38).

3 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: fa%ulun mafa‘ilun faulun mafaiun // faalun
mafatlun faulun mafaiun, then all the verses have the same meter.

4 Thefollowing example of Ya ghazali (O my gazelle), a classical, nineteenth-century song from
Aleppo, illustrates this point well. The first measure, in 9/4, is set to the firsthemistich Ya ghaz-
altkayfa ‘anni ab‘aditk, and has the prosodical scheme fa‘ilatun fa‘ilatun fa‘ilan. The composer
divided the lyrics as follows: Ya ghazali = fa‘ilatun; kayfa ‘anni- fa‘ilatun; ab‘adik - fa‘ilin. Then
he musically divides the 9/4 into three sets of 3/4: the first set is “married” or “clothed” to Ya
ghazalt - fa‘ilatun; the second set to kayfa ‘anni - fa‘ilatun; and the third to ab‘adik - fa‘ilin.
Note that in the Arab world, the medieval practice of setting poetic divisions to musical ones
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(garuba),’ and it will be correct in the view of the singer who is knowledgeable
in both practice and theory, and easier for the student to learn it.6 The song
should also be free of added ornaments (zawa’id)” and an excess of notes ( fudul
al-nagham). Its correctness will be similar to the old compositional style.

survived up to the beginning of the twentieth century; it was then gradually replaced by a

5
6

freer style of setting lyrics to music.

2

# L 4 ' 4 L 4 L 4 L

Ya gha-za - Ii /! kay - fa ‘an B ni /I ab - @ - dik
Fai-9-la-twn ¢y fa-4i-1 - tn /1 fa - Q- lin
" 9 J J J ¥ — 1
4 I I I r I i

(dumm) (takk)

CHART 2 Ya Ghazali

Lit., “will be within reach to the listener hearing it or comprehending it.”

Al-Tifashi misses Ibn al-Tahhan’s important sentence: “The teacher will be able to understand
it [and teach it]” (Hawr fol. ub; Sawa, Encompasser 25—26).

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 sen-
tence states, this produces an excess of notes.



CHAPTER 17

The Origin of Arabic Singing, Its Source and Birth
Place [fols. 48—49; al-Sillami 153]

[This chapter is reduced from Ibn al-Tahhan’s chapter 9: The Origin of Arabic
Singing (Hawi fols. 12a—b; Sawa, Encompasser 28). Al-Tifashi concentrates on
Mecca and Medina and overlooks the products of the other cities mentioned
by Ibn al-Tahhan.]

48

a-S 15 Arabic singing had its origin, and derived from, the two holy places, Mecca and

Medina, and it was confined to its people (tahayyaza), and brought them liveli-

49 hood and food. As each city specialized in a product and excelled in it, | Mecca
and Medina specialized in old Arabic singing, and from there it spread to other
cities.
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CHAPTER 18

Favoring Older Singing over the Modern
[fols. 49—52; al-Sillami 155-157]

[This is a shorter version of a combination of Ibn al-Tahhan’s chapter 10: Favor-
ing Older Poetry over the Modern, and chapter 11: Favoring Older Singing over
the Modern (Hawr fols. 12b—15b; Sawa, Encompasser 29—36). In essence, the
superiority of older singing involves the superiority of its poetry and its music;
older poetry is superior to modern poetry because it follows the prosodic laws,
and older music is superior to modern music because its musical divisions are
set properly to the poetic divisions.]

Know that the superiority of the old/traditional singing over modern singing is
similar to the superiority of old poetry over modern [poems]. Those with good
taste will attest to this phenomenon. Indeed, one who has a sound tempera-
ment, straightforward understanding, and good taste, who hears two verses,
one old [verse] composed by an Arab and one new composed by a non-Arab
(muwallad),* and if the poem by the Arab mentions the remains of an aban-
doned encampment, or camels, or wild animals, or revenge, or raids, or steppes
and desolate regions, or traces and vestiges, [these will cause the listener to
turn away from them, and the ears and minds find them unappealing].?2 And
if the modern poem uses antithesis or the juxtaposition of contrasting ideas
(tatbig), specific types of rhyming words, sudden transitions in speech (iltifat),
digressions (istitrad), shared meanings (tadmin), riddles, and other excellent
and marvelous poetic qualities, [and mentions gardens, flowers, trees, birds,
good qualities of women and slave boys]— the listener] would, because of his
good taste, find the first more eloquent and its style better and far reaching;
[with regard to] the second, if it is gracious, soft and tender, nice to listen to,
easy to understand, then it must have followed the example of the first, | and
scooped from its remnants. This same applies to singing and is found in it.
There is no disputing that the old/traditional singing is the origin and that
it is superior [to later songs]. Modern-day composers emulated it, scholars and

1 This can also mean mixed race, raised among the Arabs, but not of Arab descent.
2 This sentence and the next one in square brackets are written by a different hand in the mar-

gin.
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practitioners are guided by its bridle, and generation after generation of com-
posers have followed it as an example.

Ibrahim b. al-Mahdi1 [162—224/779-839]2 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, because every time you re-examine the old,
it becomes beautiful to the eye, whereas the ugliness of the modern is seen as
repugnant.*

Al-‘Adawi [d. 287/800] 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.” ‘Amr said,

We only dismiss it because of a defect (%//a), namely, much of modern
singing is set to poetry that has an incorrect concept (hgjis),® incorrect
meters and prosodic measures, whereas the old singing is the opposite; it
abides by prosodic laws, meters, poetic sections, and cadences.®

It was said” that the superiority of older singing | to the modern [songs] is like
the superiority of tasty food to other [unappetizing] food. A hungry man eats
it, but it is the sated one who knows the superiority [of appetizing food]. The
hungry man eats the nauseating (khabith) food yet knows that other food is
better; the sated person rejects it.

Ishaq b. Ibrahim al-Mawsili said, “I heard my father say, ‘I have only com-
pared singing with calligraphy; a person may read a book that has no spelling
mistakes or missing letters, but there is still a huge difference between [read-
ing] that and [reading a book with] beautiful and good calligraphy.” Except
that older singing needs to reach us in its original version, correctly transmit-
ted, without [anything] added or removed; its musical sections, cadences and
notes should be accurately performed. If transmitted that way, then it is abso-

3 Inal-Katib it is Ibrahim b. Maymun al-Mawsili (more known as Ibrahim al-Mawsili) who com-
mented on the superiority of older singing (Kamal fols. 45-46 (Kh. 30; La Perfection 59)).

4 Ibn al-Tahhan has “is exposed” before “repugnant” (Hawi fols. 13a—b; Sawa, Encompasser 31).

This word does not occur in Hawr fol. 13b; Sawa, Encompasser 32.

6 This is more precise in Hawi fol. 13b; Sawa, Encompasser 32: “The poetic divisions are sound
and similar (mutasawi l-ajza’) [among the verses], the poetic sections are harmonious and
symmetrical (mutadil al-fusul), the musical sections and cadences are similar and harmo-
nious (mushtabih al-magati), and the musical sub-sections and divisions (gisma) [fit the
poetic feet] correctly.” For more detail see kA v: 210, and for an excellent analysis of Ishaq’s
composition, see KA V: 375-376; see also Sawa, Anecdotes 99-106, 146.

7 In Hawi fol. 13b; Sawa, Encompasser 32, it is Ibrahim al-Mawsil1. The two passages have a sim-
ilar meaning but are worded differently.

w



FAVORING OLDER SINGING OVER THE MODERN 75

lutely better than the modern, except that this is quite rare, | as it requires that
it is passed from one knowledgeable person to another. But in truth, the reper-
toire reached us by way of ignorant and knowledgeable people, good and bad
transmitters; some follow the rhythm (mugi‘)® and some are off (kharij). [What
reached us also came] from songstresses who did not know anything about the
art, they only related what they heard, and when a passage eluded them | they
ignored it, if they forgot a few notes, they did not bother to find them, and if
they were imperfect in performing a passage [rhythmically], they replaced it
with something other than the original musical division.

If all old singing is better than all modern singing, then all the modern
[singing] would be discarded and despised; we would never know the beauty of
some of the modern ones. In addition, the way to compare [what has reached
us from] 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 [temporal] chain of transmission, the more correct and superior it is.
This is to avoid making mistakes and oversights, and to be safe from alteration
and distortion.

8 Lit, “the one who taps the rhythmic mode,” but often it also means to sing (k4 I: 291; Sawa,
Glossary 537). So in this case it is those who perform correctly and those who do not.
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CHAPTER 19

The Process of Composition

[fols. 52—54; al-Sillami 159—161]

[This chapter is a shorter and incomplete version of Ibn al-Tahhan’s chapter 19:

The Grand, Medium, and Smaller Compositions (Hawi fols. 19b, 21a—21b; Sawa,

Encompasser 50—53). The missing information is detailed in the footnotes.]

It was narrated that the [caliph] al-Wathiq [ca. 198-232/814-847] had asked
Ishaq b. Ibrahim al-Mawsili about how he composes.! He said: “O Prince of
Believers, I picture (maththala)? tarab between my eyes, remove thoughts
[from my mind].2I go through composing the melody (salaka ila [-alhan)* with
the guidance of [my] knowledge (dalil al-ma‘rifa)”5 Al-Wathiq said to him, “you
deserve to be in the forefront in your art”

One of the ‘Alawid kings asked one of the later composers this same ques-

tion;® he said to him,

U A~ W

[e BN

If I wish to compose, I go through known poems with various themes
(afkar);” if my mind is clear | of [negative] thoughts, I choose a poem
from among the most eloquent and [those about] flirtations, and I clothe
it (albasa) with one of the garments (hulla) of melodies® that fit with the

kA has the caliph Hartan al-Rashid and Ibrahim al-Mawsili (x4 v: 230; Sawa, Anecdotes 73—
74). Ibn al-Tahhan has al-Wathiq and Ibrahim al-Mawsili but this is incorrect since al-Wathiq
was born ca. 200/816 and Ibrahim died in 188/804 (Hawr fol. 19b; Sawa, Encompasser 50).
This can also mean to represent pictorially or graphically, to portray. This is a very interesting
sentence, in which he “sees” tarab, and as a result, reaches a state of intense emotion of joy
or grief.

kA has the equivalent, “I remove worries from my mind” (kA v: 230; Sawa, Anecdotes 73—74).
Lit., “traverse the path,” or “travel through the melody.”

kA has “the guidance of the rhythmic mode” (dalil al-iga‘) (kA v: 230; Sawa, Anecdotes 73—74).
In Ibn al-Tahhan the king is the caliph al-Zahir [395-427/1005-1036] and the musician is Ibn
al-Tahhan (Hawi fol. 19b; Sawa, Encompasser 51).

The Ms and al-Sillami have awtar (strings).

Here al-Tifashi skips a very important sentence that informs the reader about the process of
composition, namely, the “trial and error” technique: “one [piece] of clothing after another,
and whichever clothesIfind jubilant and resplendent I scatter (afadda) over the poem.” (Hawi
fol. 21a; Sawa, Encompasser 51). The second sentence, “whichever clothes ...” isreplaced by the
more technical “fit with the meaning of the poem and its prosodic meter.”
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meaning of the poem and its prosodic meter. Then I embellish its beauti-
ful yet idle (‘atil)® 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, and loaded gifts upon me.

There are three types of compositions: grand (akbar), medium (awsat), and
smaller (asghar).

The grand composition is [the result of | the composer inventing (ikhtaraa)
the melody of a song from his own mind and character, [such that] it is unlike
any other melody. If he succeeds in dividing the song!®—if he desires to start
with a vocal prelude (istihlal)!! or embellishes the song by means of a partic-
ular melodic movement (intigal), then this is up to him—/[he can go ahead]
provided he does not move from one rhythmic mode to another.12

The medium composition is a degree lower than the first. The composer
brings up (wallada) the melody of a song that he had heard and which fits
with his character and mind. He then mixes [the notes of | the melody, changes
the melodic and rhythmic modes ( jins) (yujannisaha).’® He adds notes to it,
removes notes from it, and moves | through a variety of modes so that the lis-
tener has no idea where it came from and what it resembles; he also changes
the poetic meter and adds shadharat.1*

The smaller composition involves taking a poem in the same poetic meter
as that of a poem set to music; if it has the same rhyme (gafiya) that would be
better. Then he looks into how the original melody (as/) is divided and sets it to

9 The word idle is an important addition to Ibn al-Tahhan as it clearly implies that music
will embellish the not-so-beautiful part of the poem (Hawi fol. 21a; Sawa, Encompasser
51).

10  Ibnal-Tahhan is more precise: “setting the poetical divisions of the poem properly to the
musical divisions” (Hawr fol. 21a; Sawa, Encompasser 51).

11 Itoccurs in the first poetic foot or part of the first hemistich.

12 There are further details in Ibn al-Tahhan that are missing here: the use of nashid (alonger
istihlal); the strophic form of the song; the addition of a high note (instead of a melodic
movement); and embellishments that do not spoil the musical divisions, the durations, or
the poetical meter (Hawr fol. 21a; Sawa, Encompasser 51-52).

13 Al-Sillami has yuhassinaha, even though the Ms and Ibn al-Tahhan clearly have yujan-
nisaha (Hawi fol. 21b; Sawa, Encompasser 52).

14  For the definition of the shadhra (pl. shadharat), see p. 66 n. 1; al-Sillami 147. Al-Tifashi
skipped the changes to the locations of high and low notes, changes to the melodic move-
ment and musical divisions; and he overlooked the added ornaments and fixing the new
sections and cadences to account for the changes of the melody.
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the poetic divisions of the new poem; the composer should then faithfully add
every note, shadhra, |, melodic movement, fajniba,'> or high note.1 If he suc-
ceeds in doing this, he sings it, and pretends it is his. This is the easiest type of
composition and the composer resorts to it even though he is able to make the
correct [musical] measurements, compose the sections correctly, and follow
the rules.!”

Ishaq would consider setting a poem to the two heavies and their lights, and
the ramal and hazaj and their lights.!8 If he could not decide on a poem, like
it, and excel in setting it to music, he would discard it and say the that poem is
defective (makhram).

15  This is an ornamental technique in which the index finger is replaced by its anterior. It is

often used in the middle or the end of the melody.

16 Al-Tifashimissed the extremely important word “duration” which must be kept intact (Ibn
al-Tahhan, Hawr fol. 21b; Sawa, Encompasser 53).

17  This passage is wanting because al-Tifashi skipped the reason the composer would resort
to such a shortcut. Ibn al-Tahhan explains it well: the composer resorts to this technique
because he wants to play a trick and steal the melody of a rival; [because] he is stuck and
obliged to do so in front of a king; or [because] something unexpectedly happened to him,
giving him no time to compose a new tune (Haw fols. 21b, 20a; Sawa, Encompasser 53).

18  That s, the first heavy and its light, the second heavy and its light, the ramal and its light,
and the hazaj and its light.



CHAPTER 20

The Amount of Tarab That Affects the Person
Knowledgeable in the Art of Singing
[fols. 54—55; al-Sillami 163]

[This chapter is influenced by Ibn al-Tahhan’s chapter 20: Tarab and Its Causes
(Hawi fols. 20a—b, 29a—b; Sawa, Encompasser 54—58) but it is much shorter and
neglects to skillfully define tarab; namely, that tarab is what arouses people and
results in joy or sadness, and most importantly, it is not confined to singing or
instrumental music, but also applies to poetry, speech, good deeds, beautiful
scenery, meeting the beloved, etc. It also neglects a large portion at the end of
the chapter that deals with the influence of music on peoples’ souls, on ani-
mals, and notes that there should be agreement between what the singer sings
and what is inside the listener’s heart. |

Know that the greater a person’s knowledge of singing, the less tarab he will
feel, because there is little to delight him and appeal to him and because |
he is delighted by good composition (ta’lif ); the proper [prosodical] arrange-
ment [of words] (nizam); eloquent words and language (kalam); good control
of the end of sections; good, distinct, and [well-] marked cadences; a multi-
tude of notes;! good diction; a lack of oversight (zalal); no stumbling (‘ithar);
no getting off rhythm; and not having poor intonation or poor division.2 What is
common among ignorant people regarding farab—whenever they listen to the
strings, throats, the sounds of soft or loud oboes (mizmar), drums (tab!l), and all
other instruments—{is that their feeling coincides with the lower level] tarab
that moves the speaking and non-speaking animals. In his Kitab al-Hayawan
(Book of animals) al-Jahiz [163—255/780-869] said that each animal is affected
by tarab except billy goats (tays).3

1 This important remark is in addition to Ibn al-Tahhan (Hawi fol. 20b; Sawa, Encompasser 55).

2 Al-Tifashi skips the removal and replacement of notes present in Ibn al-Tahhan (Hawi
fol. 20b; Sawa, Encompasser 55).

3 Later al-Tifashi adds that quadruped animals are affected by tarab-like or frightening things,
but insects and reptiles are not affected (p. 127; al-Sillami 220).
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CHAPTER 21

What Songs the Singer Should Start with at the
Beginning of His Performance in the Majlis
[fols. 55—56; al-Sillami1 165-166 |

[This chapter is quoted almost verbatim from Ibn al-Tahhan’s chapter 45: How
to Arrange and Order the Songs in the Majalis (Hawt fols. 49b—50a; Sawa,
Encompasser 127-128). The chapter advises the singer to start with slow songs
or unmeasured preludes and leave the faster songs for later in the performance,
when the audience is happily drinking. It also advises about the proper behav-
ior for repetitions, for sitting, and for exiting the majlis. This chapter bears some
similarities to chapter 36 of al-Katib [fifth/eleventh century].!

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 (istinlal). 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 easy (sakla)” songs to show the beauty of what comes

1 Kamal fols. 197—202 (Kh. 126-128; La Perfection 175-179).

2 In kx4 the choice of songs relates more to the occasion and its uses and functions (Neubauer,
Musiker 77-80; Sawa, Music performance 170, 226).

3 Lit, “lengthy craft.”

4 Al-Katib suggested starting with the mazmiim because it is stronger than the mutlaq and thus
brings liveliness and joy to the audience; this is what is needed at the beginning of the per-
formance (Kamal fols. 197-198 (Kh. 126; La Perfection 176)).

5 Al-Sillami 165 edited this as hathth (speed), but this is unlikely because Ibn al-Tahhan, the
original writer of this passage, is dealing with the heavy rhythmic modes at the beginning of
the mayjlis, and because the faster rhythmic modes are played later in the majlis. At the end
of the sentence it becomes clear that the singer should maintain the heavy rhythmic mode
but, in these heavy modes, he should alternate songs that have much craft with songs that are
easier to listen to.

6 The text has busuf (tonalities), but the original text of Ibn al-Tahhan has bi--gist (equitably)
(Hawr fol. 49b; Sawa, Encompasser 127). Ibn al-Tahhan has the correct version; it could not be
tonalities since he warned about mixing tonalities (Hawi fol. 24b; Sawa, Encompasser 60).

7 The text has hasana (beautiful) but the original in Ibn al-Tahhan is sahla (easy) and that fits
the context better (Hawi fol. 49b; Sawa, Encompasser 127).
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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

If drinking occurs in the middle, and arguments break out (hamiya al-
watis),® and if drinking continues and goes to their veins and heads (bakh-
khara),'° then the singer must perform songs in the ramal and the hazaj rhyth-
mic modes, as well as songs that move people and incite them to drink. If
drinking people talk, and talk excessively, then the singer should follow the
mood and lower his musical standing, [play what matches their mood], and
sing easy and happy (masriira) melodies.!!

If people!? leave and the majlis decreases in intensity (khaffa)'® and the
master of the house is alone, then the singer returns to restraint and caution
(tahaffuz), and spends much effort (¢a‘@mmul) in choosing beautiful songs. He
should not repeat a song unless asked.* He should not sit after | people have
left unless he is ordered to do so, should not ask to leave after people have left,
and should sing the song [preferred] by his patron to him only.

8 That is, the singer should try to maintain the level of serious and difficult songs and not
alternate with easier ones.

9 Lit., “there was fierce fighting.”

10 Lit., “evaporates.” Al-Tifashi adds the word veins.

11 Thetexthasmasriida (consecutive) but it is more likely masrira (happy) because the orig-
inal in Ibn al-Tahhan has sarra (to bring happiness) (Hawr fol. 50a; Sawa, Encompasser
128).

12 The text has “most people” but the original in Ibn al-Tahhan has “people,” in the sense of
all people; this is correct as it becomes clear when the sentence mentions that the master
is alone with the singer (Hawr fol. 50a; Sawa, Encompasser, 128).

13 The intensity likely refers to drinking and talking.

14  Thisis corroborated in ka (Sawa, Music performance, 244).
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CHAPTER 22

The Necessary Conditions of the Excellent Singer
and His Good Standing with Listeners
[fols. 56—58; al-Sillam1 167-168]

[This chapter is based almost verbatim on Ibn al-Tahhan’s chapter 46: Good
Qualities [to Have] While Singing (Haw fols. 50b—51b; Sawa, Encompasser 129—
131). It lays out the beneficial and detrimental postures affecting voice produc-
tion, good and bad facial expressions and gestures, the position of the lute,
and then adds that the less bodily movements the better the performance. This
chapter bears some similarities to al-Katib’s chapter 34.1]

For the singer, complete excellence [involves] having good qualities (shama’-
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 (muttak?’), as both [postures] spoil his
voice. Whenever he inclines, his throat and larynx (kanjara) also incline and
thus spoil his singing, because the throat and larynx incline or are straightened
respectively with motion and motionlessness.?

It is 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 jugu-
lar vein, [then] other veins will also swell, and his eyes will become crossed
or squinty, and he should not move his instrument from one side to another,*
and should not move from his [seated] position (zahafa).?

1 Kamal fols. 191-194 (Kh. 122-123; La Perfection 171-173).

2 These 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, Anecdotes 217219, 454.

4 Al-Katib has almost the same text, except that he replaces moving hands and feet with mov-
ing the body (Kamal fol. 191 (Kh. 122; La Perfection 171)).

5 Zahafa literally means “to crawl, creep on the ground.”
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One of the Iraqi singers in Egypt,® during one of its caliphates, used to move
his head in an ugly way to the right and the left, and because of this the Egyp-
tians gave him the title of “a bird feeding its young” (al-zaqq) because of the sim-
ilarity [between his movements and that] of a pigeon moving its head [to feed
its young].” Another singer made ugly faces when he sang, especially [when]
pronouncing the short vowels u, a, and i.8 he should avoid doing this. | The best
gestures (ishara) are those made with the eyes, eyebrows, shoulders, and a few
head movements that are used in rare cases to help the singer keep the correct
rhythm, and being in rhythm is [extremely] praiseworthy.?

Many singers and songstresses are satisfied to use gestures in the comple-
tion of notes (nagham), when finishing sections, and at the end of melodies
or cadences (magqta‘). Some pluck their strings as a substitute for beautiful
singing, but this steals from the singing its due, and substitutes good practice!®
with something else. This is a bad habit.!!

Al-Sillami (167 n. 3) gives his name as al-Mughira al-Baghdadi.

See also Wright, Music at the Fatimid court 540.

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. 191192 (Kh. 122; La Perfection 171-172)); Sawa, Anecdotes
325; Sawa, Music performance 173-174.

9 Ishara also refers to gesturing by means of the edge or side of the face, the sides of the
body, palms, hands, fingers, and facial expressions in general. Gestures were so impor-
tant that musicians hired spies to learn what their colleagues did, so they could copy
them (k4 111: 251-252; Sawa, Glossary 239—240; Sawa, Music performance 174; Sawa, Anec-
dotes 325). Al-Farabi also mentioned gestures such as moving the shoulders, eyebrows,
and head, and similar body parts (members, limbs), not necessarily as aesthetic facets
of performance, but as musical instruments in their own right (visual rhythm). He listed
these in his hierarchical classification of musical instruments, the lowest being instru-
ments used in war, followed by the zaf, that is, a dance producing no sound (kMk
76—80; MA I: 21-22). In this respect, Meiver de la Cruz noted the following about visual
rhythms: “This connects very neatly to theories of kinesthesia, and kinesthetic empa-
thy in dance studies: we can feel/hear/see the rhythm through these silent movements
(which then are not factually ‘silent’)” (Sawa, Anecdotes 313). k4 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 (awmaa)
with all of his body to explain to her the notes [and their movements and values]” (x4
XIX: 258; Sawa, Anecdotes 183). In addition, Ibn Khurdadhbih quoted ‘Abd al-Aziz b. Abi
Salama [fl. mid-second/eighth century] who said: “I saw that Yanus al-Katib, when he
lost his voice, taught his slave girls with hand motions, so that they understood what
he wanted as if he were singing” (Sawa, Anecdotes 183, from Ibn Khurdadhbih, Mukhtar
42).

10  Lit, “proper logic.”

11 Al-Katib has the same remarks (Kamal fols. 192—193 (Kh. 122; La Perfection 171-172)).
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[It is] best for a singer [to assume] an image that suits his attire and its
beauty, and the elegance of his garment and its colors; [this is in addition to] his
erect sitting posture, and absence of bodily movements. He should not lower
the peg holder (banjak) of his lute closer to the ground, and should not hold his
lute to his chest such that it is too close to his face.



CHAPTER 23

Good and Bad, Stated or Implied Song Themes
[fols. 58—60; al-Sillam1 169—170]

[This is taken almost verbatim from Ibn al-Tahhan’s chapter 47: Good and Bad
Song Themes (Hawi fols. 51b—53b; Sawa, Encompasser 132—135), but it does not
include most poems. In addition to good and bad song themes, which respec-
tively delight or anger the patron, it warns about ugly expressions and syllables
that should be avoided.]

It is commendable to sing (tasrik)! themes of praise, congratulations, mention
of pride, nasib (the erotic introduction of ancient Arabic poems),? dwellings,
homelands, green fields, water, crying about the passing of youth, the mention
of loyalty and fulfillment of a promise, tender affection, forgiveness, the men-
tion of success, victory and conquest, the stability of comfort and possessions,
and the like. Occasionally one can mention old age and asceticism.

It is not commendable | to sing about one’s love, the intensity of [one’s] pas-
sion, or to sing poems in which the names of women are mentioned, for one of
these names might be that of someone who has enjoyed the favor of the king
for whom he is singing, or his mother, or his daughter, or his sister, or one of
his slave girls.3 The singer not knowing this, would sing it and repeat it, caus-
ing tarab, 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; alesser punishment would
be to deprive him of a reward and exclude him from his majlis. In addition, a
singer sometimes sings a poem satirizing a tribe in the home of a man who is
from this tribe, and the singer does not know it, and thus [he] harms himself. |

There are [words in] songs that people find ugly and repulsive, such as “from
above” (min fawqi) and “from below” (min asfali); they will be found ugly if the
letter ( is uttered [in an exaggerated manner while singing] and similarly “my

1 Lit., “to allow, state, declare.”
Ibn al-Tahhan has nasab (lineage) instead of nasib (Hawi fol. 51b; Sawa, Encompasser 132).
In kx4 there is an anecdote in which Hartin al-Rashid became angry at Ishaq al-Mawsili for
singing a poem of ‘Umar b. Abi Rabi‘a in which he flirted with Sukayna [ca. 50-117/670-736],
Haran'’s cousin and the daughter of the Prophet [sic.] (kA XV1I: 159-160; Sawa, Music perfor-
mance 226; Sawa, Anecdotes 214—217).
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repose” (istirahati), “strangeness” (istthashi), have pity! (hananayka), spring
(rabi‘), and autumn (kharif). All these words can be dispensed with and sub-
stituted with other words.

It was related that one day a singer | sang for Kafur al-Ikhshidi [292-357/905—
968]:#

You are the productive one (khasib) and this is Egypt.5

But he kept elongating the vowel in his singing to khasi [eunuch] and repeat-
ing: “You are the eunuch.” So Kafir said to him: “I am the eunuch, and so what.”
He then expelled him [and he left] in a most disgraceful state.

4 He was a famous prince and eunuch, originally an Ethiopian slave bought by al-Ikhshidi, the
king of Egypt [d. 312/925], who then freed him and Kafur affixed Ikhshidi to his name. He
was smart, a good politician and administrator; he ruled Egypt officially for two years [r. 355—
357/966-968], though he served the Ikhshidid dynasty longer than this, since 333/945 (Hitti,
History 456—457; al-Zirikli, al-Alam v: 216).

5 The poem is by the poetess Wallada bt. al-Mustakfi [d. 484/1091], see https://diwandb.com/
poem/ rze-648 y-aad:|- il html, or by Abi Nuwas (al-Sillami, 170 n. ).



CHAPTER 24

On the Proper Behavior to Praise Men and Women
Singers [fols. 60—61; al-Sillami 171-172]

[This is an abridged version of Ibn al-Tahhan’s chapter 66: On the Proper
Behavior to Praise Men and Women When They Reach a State of Tarab (Hawt
fols. 60a—61b; Sawa, Encompasser 156—158); reactions and expressions of praise
are missing here. Praise should be done in the proper place and time in a song;
and praise for men differs from praise of 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 listener; it
requires that he behave properly and know the proper times for it.2 It stirs up
the zeal and lively activity (nashat) of the singer and stimulates him to excel.3
It is said that praise sets forth and increases excellence (bisat al-ihsan),* and it
is said that praise is thanking (shukr) the singer for his excellent performance,
because thanking him encourages [him to] greater excellence. The connoisseur
should know the [beautiful] places in the melodies, the ends of their sections
(fasl), 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 praises 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 pre-
vent the singer from achieving his goal of bringing tarab to everyone present,

1 This word is Arabized from the Persian zihazih, which means “well done,” “bravo.” In addi-
tion, the patrons praised a great performance by exclaiming zeh zeh we-zehan zeh (multiple
bravos), and in the ‘Abbasid era it was ahsanta (“you did well”) (k4 v: 281; Neubauer, Musiker
91; al-Raghib al-Isfahani [d. 502/1108], Muhadarat 11: 717; Sawa, Music performance 112).

2 Ibnal-Tahhan adds “places,” that is, proper locations in the song where one could praise (Hawi
fol. 60a; Sawa, Encompasser 156).

3 KA has anecdotes 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 (k4 Xx: 322—323;
Neubauer, Musiker 91; Sawa, Music performance 161). But there were instances when a self-
assured singer became irritated when praised, especially by someone who knew little about
singing (kA v1: 282; Neubauer, Musiker 91; Sawa, Music performance 161). Praise was so impor-
tant for the excellence of performances that its absence was intentionally used to break a
rival (KA 1v: 362—363, VI: 282—283; Sawa, Music performance 161).

4 Bisat literally means “spreading, expanding.”
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for after all, the maylis 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 approval (istisan) 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 [the singer] at all, whether it is a male
singer or a singing slave girl (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 whoever is
behind it,® but not doing so is more laudable and more beneficial.

5 In Ibn al-Tahhan, as the paragraph unfolds it becomes clear that it was not women prais-
ing a performance, but women performing and men praising them (Hawi fols. 61a-b; Sawa,
Encompasser 157-158).

6 This refers to the performer’s side.



CHAPTER 25

The Conditions Required to Be a Skilled Singer, and
the Necessity of Combining Theoretical and
Practical Knowledge [fols. 61-64; al-Sillami 173-175]

[This is a partial version of Ibn al-Tahhan’s chapter 69: The Qualities of a Skilled
Singer (Hawi fols. 64b—66b; Sawa, Encompasser 170-173). The other version
occurs in chapter 8 above.]

The skilled singer is the one [62] who controls his breathing,! who sings in
a variety (nawwa‘a)? of rhythmic and melodic modes (jins), who steals with
grace so as not to be caught,? is fortunate [to be endowed] with a beautiful
voice, has a moving performance with a touching mood and sadness (shaja), is
creative in his performance (tasarruf’), and faithfully fulfills the character and
nature of the song and its theme.

[A good] singer needs to have three skills: faithful transmission (hikaya),
recital (riwaya), and awareness (diraya).

A good singer is one who combines theoretical (‘i/m) and practical (‘amal)
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. If he is a practicing musician but has no theoretical knowledge, then
he is as wanting as the previous one. Correct performance [often] occurs by
luck and not by theoretical knowledge, and one who performs correctly with-
out knowing what correctness is will not know that he has made a mistake
when he makes one. A skilled singer can only be called thus if he combines
both practical and theoretical knowledge, [this will allow him] to know right
from wrong, so if something causes him to stumble, he would know how to get
back on the right track [with the assistance of theory].

1 KA and chapter 8 above (pp. 17-18) have the equivalent “fills the musical notes with proper
and sufficient breath,” (kA 1: 315; Sawa, Music performance 172—173; Sawa, Anecdotes 206—
207).

2 Ibn al-Tahhan has the equivalent tafarra‘a (lit., “branch out”) (Hawr fol. 64b; Sawa, Encom-
passer 170).

3 The passage in k4 is more specific: it is singing the nabarat stealthily (x4 1: 315; Sawa, Music
performance 172-173; Sawa, Anecdotes 206-207).
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Every singer | who does not know the laws of music, the music sub-sections
(gisma) and poetic feet (tajzi'a), and who [does not] go through the prosodic
meters and measure them against the music, | has faulty singing; one should
notlearn from him. He is called al-zawa@’idi* because of his excessive ornaments
(zawa’id) and for being far from the proper durations and measure (giyas).> It
is beneficial to learn from one who is correct in his measure and who upholds
the laws of music, and [from] one who has a perfect, moving, touching, and sad
voice that causes farab, 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 borrow from them. Also note that [good] throats
are not permanent; they will change because of advanced age,” illness, or from
imitating [a teacher] too much.®

Skill means cutting off a thing from its root (as/), for it is said that you
become skilled in an art if you have cut if off from its origin.® 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), cut-
ting them off at the right time (qgat*), who perfects the ornamented repetitions
(raj),'° and who reaches all the beautiful qualities of singing.

4 That is, this type of singer adds notes to the song proper; it is the same in Ibn al-Tahhan
(Hawr fols. 11b, 27a, 65b; Sawa, Encompasser 26, 69, 172). Al-Katib (Kamal, fols. 187,195 (Kh.
119, 124; La Perfection 167)) provides more detail about the added notes that are densely
packed (mutakathifa).

5 Lit., “measurement of notes,” and, as is often the case, too much ornamentation will cause
the singer to lose the 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 dif-
ficult to learn from him (Kamal fol. 187 (Kh. 119; La Perfection 167)). The performances of
Mukhariq [d. ca. 231/845] were a case in point: his creative performance and abundance
of ornaments caused him to make mistakes and also made him an unreliable teacher (k4
XI: 334, XXI11: 179; Sawa, Anecdotes 163, 178-179).

Lit., “throats.”
This is well documented in kA 1: 38, 11: 353, V: 108, VIIL: 277278, XIX: 145, XXIII: 183; see
also Sawa, Anecdotes 200—203.

8 This can mean that the student is imitating his teacher and doing difficult tasks that he is
not yet ready to do. This is followed by an odd sentence, “with more or with less.”

9 This meaning is corroborated in al-Firazabadi, al-Qamis 1127; Lane, An Arabic-English
lexicon 11: 535. The musical meaning is that the student has successfully and completely
learned from his teacher; the metaphorical sense is of the student uprooting and appro-
priating the skills of his teacher.

10 Thisis the term tarji* that is often used.
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Ishaq [al-Mawsili] said,

11
12

Four have achieved a high degree of perfection in four respective gen-
res ( jins)! of songs (ghina’) that others have fallen short of | achieving |:
Ma‘bad in the heavy; Ibn Surayj in the ramal; Hakam al-Wadi [fl. second
half of second/eighth century] in the hazaj; and Ibrahim [al-Mawsili], my
father, in the makhuri.12

Here genres refer to rhythmic modes, as is clear at the end of the sentence.
This paragraph is almost verbatim from k4 (VI: 283; Sawa, Anecdotes 97—-98), but whereas
the passage in x4 is about composition, the one here is about performance.
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CHAPTER 26

How to Choose Would-Be Singers (Girls and Boys)
in order to Teach Them Singing
[fols. 64a, 65; al-Sillami 177]'

[This chapter is taken almost verbatim from Ibn al-Tahhan’s chapter 73 which
has the same title (Hawi fols. 69a—70a; Sawa, Encompasser 179-180). It could
only have been written by a voice teacher such as Ibn al-Tahhan! He delineates
the positive attributes of the would-be singer, such as physical beauty, intelli-
gence, good diction and speech, and a beautiful voice. If a student lacks 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.]

We are fortunate 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 one who has a like-
able face (siéira), good bodily proportions, beautiful parts in the body (mahdasin),
[parts] that are also delicate and refined,? intelligence that is evident in his
eyes and tongue, soft sides of the body (a‘%af),3 elongated extremities of the
body, delicate and accurate language (lisan), sweet and pleasant enunciation
(lafz), good diction (mantiq), a beautiful vocal sound, beautiful and 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] nasal twang (khuniina), [and free of] over-enunciating and affecta-
tion (shadaq).5 One must be wary of a person with a perverted view [of life], a

1 Fols. 64b—c are intercalated between fols. 64a and 65. Fol. 64b, which comprises chapters 27
and 28, occurs before fol. 65; fol. 64¢ occurs after fol. 64a and before fol. 64b.

2 For interesting anecdotes about this topic, see KA I: 249, I1: 360, 387, I11: 251, 345, IV: 222, 270,
VI: 164, VIIL 268, XXIV: 1; Sawa, Music performance 173—174; Sawa, Anecdotes 323—-326. For an
exception to the rule, see K4 XX1V: 131-134; Sawa, Anecdotes 327.

3 Ibn al-Tahhan has a'da’ (limbs and members of the body) (Hawi fol. 69a; Sawa, Encompasser
179).

4 Al-Sillami defines it as pronouncing the letter s as th, and the letter r as gh, or [ or y (al-Sillam1
177 1. 4).

5 Ibn al-Tahhan (Hawr fol. 6gb; Sawa, Encompasser 179) has tashadduq instead of shadagq. The
meaning is the same as the verb tashaddaga: to twist the two sides of the mouth or the quiv-
ering flesh of the mouth inside the cheeks to affect clearness (Lane, An Arabic-English lexicon
1v: 1520). The following expression, present in Ibn al-Tahhan, is missing here: “and [free of]
lies and slander (namima).”
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stupid mind, an idle imagination, a bad character,® [one who] does little activ-
ity, [one who is] slow to answer, and [who has] an idiotic brain. So if one comes
across | such a person, then take him and others like him [who show potential]
(tayassara) to the bathhouse, dress them properly, feed them good food, do
something good and positive to make them active, and give them a bit of wine
to the extent they can handle. Then bring them teachers of instruments, and
order them to practice assiduously to learn [one of] them. If you see one of
them liking a particular instrument, be it a lute, a wind instrument (zamr), a
tunbur,” [liking] dance (rags), a double-headed drum (tab!), the lyre (mi%zafa),
or rebec (rabab), then let 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 all this helpful
process, then persuade him to abandon music and pursue other arts.

6 For anecdotes about this topic, see kKA 11: 204—205, XI: 360, X1V: 187; Sawa, Music performance
174, 177; Sawa, Anecdotes 330—332.
7 This word is missing in Ibn al-Tahhan (Hawr fol. 6gb).
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CHAPTER 27

Which Singer Is Pleasant to Listen to
[fol. 64b; al-Sillami 179 ]

[Interestingly, this short chapter does not occur in Ibn al-Tahhan’s Hawr. It
details the attractive characteristics of the singer, and is based on gender, phys-
ical beauty, and flirtatiousness. Since the writer of this treatise, as well as other
writers, are men, it is not surprising that they prefer to listen to women singers
over men. |

A wise man was asked about the difference between the singing of men and
women. He said: “Songs have been created only [to be sung] by beautiful
women (ghawant).”!

It was also said: “The joy of life is to listen to singing from a mouth you desire
to kiss.”

Al-Jahiz said: “How different it is to listen to singing emerging from a mouth
you desire to kiss than it is to listen to it from a mouth you desire to look away
from.”

They said: “The most pleasant thing is drinking water from under the ice,
and listening to singing associated (taht)3 with coquetry.”

1 This is the plural of ghaniya.

2 IbnKhurdadhbih said: “Persians used to say ...: ‘If good singing coincides with a beautiful face,
then, that would increase your feeling of tarab. Do you not see that the singing that emerges
from the mouth of a beautiful singing slave girl, [who looks] as if she were molded out of a
white pearl or a ruby, and sings for you from a mouth you would love to kiss ... [is] more likable
to you than the mouth of an old man ... with a beard of twisted-hair, thick cheeks, cracked
teeth, a yellow, pale face!” (Ibn Khurdadhbih, Mukhtar 53-54; Sawa, Anecdotes 323). In the
previous chapter, Ibn al-Tahhan emphasized a uniform and small mouth. For more passages
about these meanings see al-Raghib al-Isfahani and al-Jahiz online: https://al-maktaba.org/
book/9078/817.

3 Taht literally means “under.”

© GEORGE DIMITRI SAWA, 2024 DOI:10.1163/9789004542785_029


https://al-maktaba.org/book/9078/817
https://al-maktaba.org/book/9078/817

CHAPTER 28

Singing and the Requirements of Dignified Hearing
and Respectful Listening
[fols. 64b—c; al-Sillami 181]

[This short chapter is also not in Ibn al-Tahhan’s Hawi. Al-Tifashi addresses the
important subject of the misbehavior of listeners who talk while the singer
sings. It not only shows a lack of respect for the singer, but it also diminishes the
tarab. It is unfortunate that this kind of behavior persists to the present day.]

[When the audience] talks while a singer sings, it [reveals their| feeble mind-
edness, as it causes annoyance and irritation to the other listeners, anger to the
singer, and disrespect to the host. It is a more despicable behavior if it comes
from the host, it breaks the tarab, rebukes (tawbikh)! the singer, and ruins the
seriousness [of the majlis]. The poet said |:

If singing starts, then there is only
Silence and listening to the singer.

[The poet] Ahmad b. ‘Allaya [fl. ca. 310/922] said:

The rule of singing is listening and remembering (tadhakkur)? [the good
performance]

There is no arrangement [suitable for] talking [while] singing [goes on]

If I have a ruling to make

I would say talking while the singer sings is a sin.3

1 Al-Sillami (181 n. 1) mentions that the other copy has tawsikh (to soil).
2 A variant has mudam (wine drinking) (al-Sillam1181 n. 4).
3 For minor variations, see al-Sillami (181).
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CHAPTER 29

The Relation between the Prosodic Meters and the
Rhythmic Modes [fols. 65-66; al-Sillam1 183 ]

[This short chapter is also not in Ibn al-Tahhan’s Hawi. Al-Tifashi suggests that
long poetic meters should be set to heavy rhythmic modes, and shorter meters
to lighter rhythmic modes.]

The prosodic meters are made up of sixteen genera out of which seventy-two
types are derived. The sixteen meters are al-fawil; al-madid; | al-basit; al-wafir;
al-kamil; al-hazaj; al-rajaz; al-ramal; al-sart; al-munsarih; al-khafif; al-mudaris
al-muqtadab; al-mujtathth; al-mutaqarib; and al-muhdath.

Poems and melodies must be built on these meters [or their derivatives].
Long meters must be set to heavy rhythmic modes because the latter are better
and more feasible and because the musical divisions (gisma) fit more suitably
with the poetic divisions (fajzi'a). This is because, if a melody in a light rhythmic
mode is set to a long poetic meter, then there will be remnants of syllables not
set to music; if a melody in a heavy rhythmic mode is clothed in a short poetic
meter it would not fit properly. This applies to all poetic meters and rhythmic
modes.!

1 It would be interesting, though beyond the scope of this book, to comb through Kitab al-
Aghani to see if this rule was followed. A cursory look at one of the one hundred songs
disproves this theory: the song Ahaja hawaka al-manzilu al-mutagadimu, in the tawil prosodic
meter, is set to music in both a heavy meter (second heavy) and a light meter (hazaj) (kA 1: 8,
323); according to the author, it should only be set to the heavy meter.
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CHAPTER 30

Behavior in front of Kings and Their Subjects
[fols. 66—68; al-Sillami 185-186]

[The title of this chapter starts with the word tartib (behavior) but in the table
of contents (fol. 4; al-Sillam1 57) it has the similar word hay’a (appearance, atti-
tude). 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 zarif. This chapter is taken almost verbatim from Ibn
al-Tahhan’s chapter 74 with the same title (Hawi fols. 70a—71a; Sawa, Encom-
passer 181-182).]

The singer must wear clean clothes, smell nice, combine good manners with
good musical practice (dars)! and a pleasant nature, avoid gluttony and greed
(sharah),? avoid drinking in excess, | and be modest in his glances and exuber-
ance, talk little, avoid jest, and be 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 insult 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 difficult to get, because if the patron refuses, then he 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 gain more knowledge and
create enmity and rivalry. It is also likely that the rebuked singer would refuse
to acknowledge the mistake and contest it; and each will stick to his side and
then [the matter] cannot be redressed.>

1 Dars can also mean effacement, that is, proper behavior and obedience toward the ruler.
Ibn al-Tahhan has intemperance (saraf’) (Hawr fol. 70a; Sawa, Encompasser 181).
For anecdotes on these topics see k4 I1: 360, 387, I11: 251—252, 278, 345, IV: 115, 270, 285, V: 228,
300, VI: 164, VIIL: 91, VIIL: 268, 278, XI: 337, XI11: 282, XV: 269, XVII: 162-163, XX: 245—246, XX1: 54;
Sawa, Music performance 119-120, 173174, 177; Sawa, Anecdotes 323-325, 328—330.

4 For types of rewards, see Sawa, Music performance 245.

5 For competitions, corrections, and fights, see Sawa, Music performance 178-184. In one case,
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98 CHAPTER 30

He must also have sound knowledge of the art of singing [its theory and his-
tory], clothing, jewelry, swords, horses, slaves, falconry, predatory animals or
birds ( jawarih),6 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 (istakhaffa),® 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.

two lutenists who argued 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 (x4 X: 194; Sawa, Music per-
formance 153; Sawa, Anecdotes 238).

6 Ibn al-Tahhan has furniture ( furash) (Hawi fol. 70a; Sawa, Encompasser 182), but accord-
ing to the context al-Tifashi’s predatory animals or birds is correct.

7 This must be a general term for an array of fields in the arts and humanities.

8 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 fin-
gers, and avoided eating food that gave his breath a bad odor (Sawa, Music performance
119-120; Sawa, Anecdotes 328).

9 This also means “to value lightly, disdain, look down on, not take seriously.”

10  This most likely refers to going to the washroom.

11 Itisnot clear why this is the case.



CHAPTER 31

The First to Invent and Devise Rhythm
[fols. 68—69; al-Sillam1 187]

[This is a shorter version of the end of Ibn al-Tahhan’s chapter 2, part 2: The
Inventor of the Lute and Differing Views about It. The end of that chapter
deals with the legend of Pythagorus, who determined the ratios of notes from
the sounds of coppersmiths pounding metal. Al-Tifashi confused the ratios of
the notes with the ratios of durations, i.e., rhythm (Hawr fols. 83b—85b; Sawa,
Encompasser 203—206).]

It was mentioned that it was Pythagoras (Fathagharus) [who invented and
devised rhythm]. His invention [took place] because he was passing by the mar-
ket of the coppersmiths or ironsmiths; he heard the sounds of hammers and felt
that they were proportionate (mutanasib); he contemplated them, and found
them harmonious (mu’talif ). When he went home, he compared the propor-
tions (ndsaba) between many bodies, and with his sense of hearing, | figured
out the proportions between harmonious sounds. He thus figured out the pro-
portions by means of evidence and sense. He reached this conclusion by using
various weights in various harmonious proportions, suspended them by means
of pegs and strings, and sounded them out (haka biha)! with hammers, and
came up with the required harmonious proportions. He used arithmetic, math-
ematics, and physics to figure out the arithmetic and physical proportions. In
this way he discovered the science of music.?

1 Lit., “made them utter.”
2 For more detail about Pythagoras and his theory of the hammers as being fictitious, see
Barker, Greek musical writings: II: 256—258.
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CHAPTER 32

The Rhythmic Modes (Tariga), Their Numbers,
Their Basic (Asl) and Ornamented Forms (Far)
[fols. 69—72; al-Sillami 189—192]

[This chapter is a combined and shorter version of Ibn al-Tahhan’s chapter 6,
part 2: The Names of the Rhythmic Modes, Their Types, Their Cycles, and
Number of Attacks (Hawi fols. gib—g2a; Sawa, Encompasser 221—225); chap-
ter 17, part 2: [On the] Disagreement between [Ishaq b.] Ibrahim al-Mawsili
and Ibrahim b. al-Mahdi about the Rhythmic Modes (Hawi fols. 101a-102a;
Sawa, Encompasser 259—261); chapter 18, part 2: The Definitions of al-Surayjt,
al-Makhurt, al-Mujannab, and al-Mukhalif (Hawt fols.102a—-103b; Sawa, Encom-
passer 262—264); and chapter 19, part 2: The Definitions of al-Khusruwani, al-
Tarkhani, Humayri, and Khafif al-hazaj (Hawi fols. 103b—105a; Sawa, Encom-
passer 265—267). Al-Tifashi wrongly attributes the classification of the rhythmic
modes to Ibrahim al-Mawsil instead of his son Ishaq. See details in chapter 32
(of this book), about the falsehood of the author, p. 100. He mentions the eight
standard rhythmic modes but the subdivisions bear no resemblance to previ-
ous sources; then the melodic modes are affixed to them; however, some are
not melodic modes at all.]

[In the distant past] the rhythmic modes were not divided into genera (mujan-
nasa). It was Ibrahim al-Mawsilt who divided them into genera and named
them. His son Ishaq helped him in this respect, and wrote a treatise (risala)
ascertaining the work his father.! Before them, the rhythmic modes had dif-
ferent names | and different classifications (arrangements).? There is no point
mentioning what has been effaced and disappeared, and none of our contem-
poraries use them.
Let us now mention the Arabic rhythmic modes.

1 InIbn al-Nadim [247-296/861—908)] (Kitab al-Fihrist 271) the title of Ishaq’s treatise is: Book
on the notes and melodic and rhythmic modes (Kitab al-Nagham wa-l-iga“); but according to al-
Farabi (k11 fol. 7gb) it is The Book on the composition of notes and melodic modes (Kitab fi ta’lif
al-nagham). We may be dealing with two different works, or the same work with differing
titles. See also Sawa, Rhythmic theories 30—31, 409.

2 See KAI: 4,V: 269, X: 96; Sawa, Rhythmic theories 43—48.
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The first heavy includes four heavy types and four light types; the latter have
the same number of attacks and the same cyclical [arrangement].2 They dif-
fer in heaviness and lightness [and four melodic modes are affixed to them]:
mutlaqg, mazmum, mahmul, and mahsur.*

The second heavy includes four heavy types and four light types; the latter
have the same [number of attacks and same cyclical arrangements], and are
called the makhuriyyat.6 Musicians no longer use the makhuriyyat, except for
one type that is faulty.

The ramal includes four heavy types and four light types;” the latter have the
same [number of attacks and same cyclical arrangements].

The hazaj includes four slow types and four fast ones,? the latter are the light
hazaj. It is a large legendary bird; its name is known but it has never been seen
(‘anq@ mughrib);? or it is one who seeks refuge. Neither one has been seen, but
people have heard about them. No one at this time, or close to this time can tap
it.10

All the rhythmic modes, | heavy and light, are thirty-two. If we add the com-
pounded ones, which are four, then the total is sixty-four.!! The basic forms are
akin to bodies altered by accidents (a‘rad);!? some pertain to the fingers and
some pertain to the rhythmic modes; some are new, some are invented, and
some are old. The latter include the wusta, the mujannab, the mumakhkhar,
and the musarrah,'® but only the mukhalif has survived; it is [a melodic mode]

3 This means they have the same rhythmic pattern. There were only three types: the first
heavy, the first light heavy, and the medium-size first heavy (al-gadr al-awsat min al-thagqil
al-awwal) (kA X: 96; Sawa, Rhythmic theories 46).

For the definition of these modes, see p. 58.

There were only two types, the second heavy and the second light heavy.

This is the plural of makhirt; the latter is another name for the second light heavy.

There were only two types: the ramal and the light ramal.

There were only two types: the hazaj and the light azaj, known also as the light.

This also refers to a griffon, a phoenix, or a bird seen only at sunset (Ibn Manzar, Lisan
3136).

10  Thisisa correct statement: two centuries earlier, Ibn al-Tahhan could not find anyone who
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knew how to tap it. However, he acquired information about it from the treatise of Ibn al-
Za‘farani and learned to tap it and compose a song in it (Hawt fol. 104b; Sawa Encompasser
266-267).

11 The author explains the four compound types two sentences later as the wusta, the
mujannab, the mumakhkhar, and the musarrah.

12 Itisnot clear what the author means here, maybe that the basic forms were invented by
accident.

13 Itismore likely musarraj, as it appears later (fol. 72; al-Sillami194; p. 105). In Ibn al-Tahhan
it is munsarij, but the more common names for this type are musarraj, tasrji, and surayjt.
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used mainly in the pandores (tunbiir) more than the lutes.!* Then there is the
mode [rhythmic and melodics] attributed to Ibn Tarkhan, which is similar to
Ibn Surayj’s case.!> But Ibn Tarkhan achieved nothing, essentially [the farkhant
is] the light ramal mahmaul using a bit of imala'® |; he changed its composition,
added to its attacks, and called it by this name.'” If a person wishes to invent a
few modes along the same lines, and give them names, he could, but they will
differ from those of the previous generation.

Then there is the himayri;'8 it is the light ramal mahsur | that underwent
some changes.!?

There is a rhythmic mode called the khusruwani; it is a Persian mode. In his
book about this art, which he composed over some months in the year 440
[/1048],2° Muhammad b. al-Hasan b. al-Tahhan al-Misr1, who was a singer in
‘Alawid Egypt, said the following about the kAusruwani: “I have not heard any-
one who could tap it in our era, except a man known as al-Buz; he was the only

Ibn al-Tahhan defines the surayji, not as a particular rhythmic or melodic mode, but rather
as a style peculiar to Ibn Surayj’s melodies (Hawi fols. g91b, 102a; Sawa Encompasser 222,
262).

14  Ibnal-Tahhan has the same information but adds an odd sentence: “Its origin is the ramal
mahmal, but its rhythmic [?] mode was altered to raise the index finger fret to its anterior
and therefore it was called by this name” (Hawi fol. 104b; Sawa Encompasser 266-267).
Here Ibn al-Tahhan confused the rhythmic mode with the melodic mode and further con-
fused two melodic modes, mujannab and the mahmil (for more detail, see Sawa, Encom-
passer 264 n. 13). In al-Katib, the mukhalif is a rhythmic variation technique in which
successive cycles have different rhythmic patterns; it affects all the rhythms but occurs
more often in the ramal and the hazaj (Kamal fol. 181 (Kh. 15; La Perfection 163)).

15  This may mean something akin to a style of composition, as was the case with Ibn Surayj
(see pp. 34, 58, 101).

16  The imala is a phonetic phenomenon in which the long a tends toward long i and the
short a tends toward the short i, such that it sounds like an é.

17  Ibn al-Tahhan mentions the imala being used in the tarkhant mode but associates it with
the ramal musarraj and not the light ramal mahmal. Furthermore, Ibn al-Tahhan over-
looks the important additions of al-Tifashi, that is, the altered composition of the mode
and the added attacks (Hawi fol. 104a; Sawa, Encompasser 266).

18  Ibn al-Tahhan calls it Aumayri (Hawr fol. 104b; Sawa Encompasser 266).

19  Ibn al-Tahhan clarifies the changes slightly, as a reduction in the number of attacks and
the distortion of the cycles (Hawi fol. 104b; Sawa, Encompasser 266).

20  The fact that the copy al-Tifashi used is dated means that it is a different copy than the Dar
al-Kutub, Funtin Jamila 539 Ms. In addition, the following topics corroborate this fact: the
last sentence in this chapter, quoting Ibn al-Tahhan, does not appear in the Funan Jamila
539 Ms; the contents of chapter 16 on dance are missing in Funain Jamila 539 Ms but are
present in the Ms al-Tifashi used; these are in the chapters on the urghanin and the rabab.
It is also noteworthy to mention that he does not state the name of the ms, so maybe he
is using another work of Ibn al-Tahhan or a better copy of his Haw.
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one and I have not seen anyone before or after him who could do it I have
copied this chapter on the number of modes from Ibn al-Tahhan’s book. He
said in his chapter:

These are the basic modes, their branches, their components, their vari-
ations, and the strange things about them. I have mentioned them, but
if another person can make additions to my chapter with the necessary
proofs, then it is fine because after all, above any knowledgeable person
there is another knowledgeable person (‘alim).
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CHAPTER 33

Which Particular Genuses of Modes Should Be
Used in Which Types of Melodies
[fols. 72—75; al-Sillam1 193-195]

[This chapter is partially based on Ibn al-Tahhan’s chapter 22, part 2: “On Which
Particular Genuses of Modes Should be Used in Which Types of Melodies;
Modes Used Plainly Without Mixing and Without Moving [from One to Anoth-
er] Are Unpleasant and Do Not Cause Tarab” (Hawi fols. 108a—109a; Sawa,
Encompasser 279—281). It does not deal with the modulations, but deals with
the faulty theory of the character of the melodic modes, showing a debt to
al-Kindi. Some themes inherent in the melodies are common with Ibn al-
Tahhan’s, some are different, and some are additions to Ibn al-Tahhan’s, includ-
ing the opening and closing paragraphs. On the subject of rhythmic modes, he
only mentions the first heavy, the ramal and the hazaj, and rhythms that have
undergone the tamkhir (mumakhkkhar); no mention is made of the first light
heavy, the second heavy and its light, the light ramal and the light hazaj. There
are contradictions between the author and al-Kind1 with regard to the action of
some rhythmic modes; these contradictions show that this chapter is not trust-
worthy; the same is true with contradictions to Ibn al-Tahhan. Furthermore,
the contradictions in the author’s text lend more credence to the view that this
chapter is unreliable; for instance, the mahsur, mujannab, and mukhalif are all
associated with sadness, thus they do not have their sui generis character; the
same is true of the mahmail, musarraj, and wusta that all cause joyful tarab.]

The rhythmic and melodic modes are of many types. They affect people in
ways that are unknown in our time, but were known to previous generations,
and they had many effects on their souls. But when the rhythmic modes were
severely altered, their effects disappeared the same way cryptic characters
(tilasmat) disappeared because they became impossible to comprehend, [and
because] their definitions (hadd) and (rasm) were lost.!

1 This paragraph does not occur in Ibn al-Tahhan (Hawr fols. 108a—109a; Sawa, Encompasser
279—280). It is more likely that the author’s statement that the modes had effects in the past
was incorrect and the alterations of the rhythmic modes were unrelated to the disappearance
of their effects. They never existed and so were not found in Ibn al-Tahhan's time.
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The singer should sing in the first heavy, which is a strong type,? melodies3
with the character of pride ( fakhrt), bravery (najdr), what moves the soul
toward courage (shaja‘a), and increases pride (anafa), and what moves it to
be concerned with defense (hamiyya), power (qudra), and anger (ghadab).

For the mazmiim one uses melodies with the character of generosity (kara-
mi),* power, domination (su'dud), and honor (sharaf al-himma).

For the mahsur one uses melodies with the character of sadness (shaji),
that stir a person to remembrance (tadhakkur) and cause an increase in affec-
tion.5

For the mahmiul one uses melodies that move people toward tarab, activity
(nashat), joy (surar), and gaiety (inbisat).

For the mujannab one uses melodies with the character of sadness (hazin),
lamentation (nawh), worries (hamm), anguish ( jaza“), regrets (asaf’), and still-
ness of the soul.”

For the musarraj one uses melodies | that cause people to dance; that incite
people to tarab; make them desire to listen to musical instruments [in general],
such as oboes and drums; bring forth the desire [for love]; and cause them to
be active.®

For the mumakhkhar one uses melodies that sharpen the mind, that clear
the brain, that sharpen the moods, that stir one to focus on minute details, and
cause a person to speak words of wisdom.?

2 This is corroborated by but also contradicted in al-Kindi; he associated the first and second
heavy with glorious, generous, good, and magnanimous actions but also with sadness! (Sawa,
Rhythmic theories 496—499).

3 Inthis and the other entries al-Tifashi has melodies, whereas Ibn al-Tahhan has poems (Hawi
fol. 108b; Sawa, Encompasser 279—280).

4 In al-Kindi, generosity is the character of the first and second heavy; this character makes
them proper for use at the beginning of the day. But then al-Kind1 contradicts himself by say-
ing that both the first and second heavy should be associated with sadness! (Sawa, Rhythmic
theories 496—499).

5 Instead of “gain affection” Ibn al-Tahhan has “longing” (Hawr fol. 108b; Sawa, Encompasser
280).

6 In addition to these, Ibn al-Tahhan has “morning drinks” (Hawi fol. 108b; Sawa, Encompasser
280).

7 “Regrets and stillness of the soul” are not in Ibn al-Tahhan (Hawi fol. 108b; Sawa, Encompasser
280); at the same time, al-Tifashi does not have “elegies, agony and mental distress, expecta-
tions, and separation.”

8 This paragraph is not in Ibn al-Tahhan (Hawi fols. 108a—109a; Sawa, Encompasser 279—280).
Ibn al-Tahhan’s version is quite different: he mentions poems about intimidating [the lover
about a broken] promise, blood revenge, battles, hatred, and the like (Hawi fol. 109a; Sawa,
Encompasser 280).
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As for the melodic modes with the wusta, one uses melodies that distract
a person from every other art, that preoccupy one’s nature with tarab and do
away with worries, and that incite one to the morning and night drinks (sabuh
and ghabugq).1°

For the mukhalif one uses melodies that make one active [and desire] to
drink at daybreak ( jashiriyya), and incite one to have a morning drink (sabiif),
that remind one of old sorrows, and incite one to fervent longing of the home-
land.!

For the hazaj one uses melodies that cause one to dance, that stir and move
the emotions, that remove the veils of modesty (fishma), and that facilitate
self-indulgence (khala‘a).1?

For the ramal one uses melodies that incite faithfulness (wafa’), that remind
people of promises past, complaints of lovers, calls for help because of their
estrangement, and protection of those who were abandoned.!

For modes used in the tunbiir compositions, | such as the ruzayqt, the hafifi,
the nawwasi, and the tarkhani,'* one uses melodies that remind him of the
taverns, that make him desire meadows and gardens, [listen to] poems, wine
poems, and hunting.

These songs, if used in the proper context [suitable for melodic modes,
rhythmic modes, and themes] will make the listener active, move him, increase
his generosity, relaxation, and happiness because of the farab inherent in
the song (aryahiyya). They will help the singer earn reward from their hiding
place,’® intercede on his behalf, prevent him from hinting at [his desire for] a
reward, spare him the burden of hinting, let alone making it manifest.16

10  Ibn al-Tahhan’s version is quite different: he mentions poems commanding good charac-
ter, clemency, patient endurance, [those] thanking God for one’s wealth, keeping a secret,
and the like.

11 This paragraph is not in Ibn al-Tahhan’s version (Hawi fols. 108a—109a; Sawa, Encompasser
279—280).

12 Thisisdifferent in Ibn al-Tahhan, who has “For the hazaj one uses what makes souls dance
and makes one desire beautiful women (ghaniya), and that prompts one to continuous
amorous relations (muwasala), harmonious union (/tilaf’), and faithfulness (wafa’)” (Hawt
fols. 108b—109a; Sawa, Encompasser 280).

13 This contradicts al-Kindi who claimed that the hazaj and the ramal cause happiness and
tarab (Sawa, Rhythmic theories 496—499).

14  Except for the tarkhani, the author did not define these modes.

15  If the reward is monetary, then the hiding place is the pocket of the patron.

16 The last three paragraphs are not in Ibn al-Tahhan (Hawr fols. 108a—109a; Sawa, Encom-
passer 279—280).



CHAPTER 34

The Characteristics of the Urghanin Copied from
Ibn al-Tahhan’s Treatise
[fols. 75—80; Sillami1 197—200]

[Al-Tifash1 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 Muristus 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 (ziqq)* 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 is one size, the second is double the size of
the first, the third | is triple its size, and the fourth is quadruple its size.® They
[the hides] are then connected and tied together by means of brass pipes set

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 [344-386/955-996 ] with whom
Ibn al-Tahhan had a strong connection.

2 For a translation of the Muristus’ passage in the British Museum Ms, see Farmer, The organ of
the ancients 63—71; repr. 403—411.

3 Farmer thinks it is more likely to be Maristus (Two eastern organs, 30; repr. 38).

4 Thisis a hide taken from the part next to the animal’s neck; the animal hair is clipped and not
plucked. It was 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; repr. 404; for
an illustration, see 71; repr. 411.

6 The dimensions of the holes follow the symbolic sequence of the Pythagorean tetractys
(Barker, Greek musical writings: I1: 28) (1+2+3 + 4 = 10) which is also found in al-Kind’s strings
and frets thicknesses (Risalat al-Kindi fi [-luhiin 12—13, 15. This information was kindly given
to me by Eckhard Neubauer in a private correspondence). In Muristus there is also the pos-
sibility that the left hide had holes that were smaller or larger than those of the right hide
(Farmer, Two eastern organs 65; repr. 405).
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tightly into the holes so that no air will escape from them. The openings ( fam)?
of the two outer hides are closed,® and a brass pipe is set tightly into the opening
of the middle hide.? Then one examines the hides and makes four equally sep-
arated holes in the face of each [hide] and sets 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 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 [whatever] terrible situations he faces, his character will change, his defense
and pride will become powerful, and he will feel a powerful force within him-
self.

If you want to hear something pleasant that causes tarab then open the holes
of the third hide,'6 which has the highest pitch. Let him evaluate the sound and

7 Lit., “mouth.”
In Muristus it is sewn (Farmer, Two eastern organs 64; repr. 404).
This is where the player blows. In Muristus, 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,
Two eastern organs 67; repr. 407). In al-Sillami (199) it is clear that the players blow into
more than one pipe (see below). And in al-Khuwarizmi [d. 387/997], there is also mention
of this fourth hide (Kitab Mafatih 236).

10  InMuristus these brass pipes are of the same width as the lateral pipes that join the three
hides; they stand vertically, projecting from the face of the hides (Farmer, Two eastern
organs 66; repr. 406).

11 This does not occur in Maristus (Farmer, Two eastern organs 66; repr. 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
in the middle of the vertical pipes; these stoppers should be firm and dry, and are opened
or shut to change the sound (Farmer, Two eastern organs 67; repr. 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, Two eastern organs 66—67; repr.
406—407).

14  This mode and the other below do not appear in Muristus.

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, Two eastern organs 68; repr. 408).

16 In Maristus this reference is to the second and third pipes of all the hides (Farmer, Two
eastern organs 68; repr. 408).



THE CHARACTERISTICS OF THE URGHANIN 109

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.

If you want to weaken the souls of the listeners and cause them to fall 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 (tanin)'® 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 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 sanc-
tify his soul and bless him, a Byzantine man arrived and constructed 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 has now been left unused in the
treasury. When it [had deteriorated such that it] was almost unusable,
they sought someone to play it, but they only found the singer Aba ‘Ali

17 This means the three bottom ones; it agrees with Maristus (Farmer, Two eastern organs
68-69; repr. 408—409).

18  Muristus states that four or even twelve people can blow into the instrument (Farmer, Two
eastern organs 67, 69; repr. 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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l-Husayn b. al-Jazzar ||. He was old by then and they rewarded him with
money and clothing, and when the instrument stopped functioning, he
kept his reward [anyway].

Al-Tifashi, the writer of this book, said that the urghun is now played in Byzan-
tium, but only in their festivities and during prayers, and they do not allow it to
be performed for entertainment.



CHAPTER 35

The Characteristics of the Rabab from the Book of
Ibn al-Tahhan' [fols. 80—8z2; al-Sillam1 201—202]

[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 fizra is from
Sind; he has a long paragraph quoted from Ibn al-Tahhan about the rabab. The
paragraph does not appear in the now extant manuscript. Al-Tifashi likely had
a more complete copy at his disposal, or a different work. The following is his
text. ]

The rabab belongs to the Greek instruments, and they call it the fura. It was
said that its origins go back to Sila, the daughter of Lamak.3 It has many types:
some have one string; some have two equal strings;* some have three strings:
the mathna, zir, and mathlath and this is the best one. Some people use dou-
ble strings, so we get six strings, but this rarely works out well. But it would
work if we use five strings: two zirs, two mathnds, and one white, which is
the mathlath;5 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 teak, or Indian oak (saj), or ebony
(abinas), or old red mulberry (tit). One needs to carve out its neck without

1 Ibn al-Tahhan has two sentences only: (1) “It is also among the Greek instruments, and also
called lara. It has three, four, five, or six strings.” (This is almost verbatim from Ibn Khurdad-
hbih, Mukhtar 19, and al-Mas‘adi, Murij v: 128. They mention only five strings and say that
it is made of wood). (2) “It was also mentioned that it is from Sind.” (Al-Khuwarizmi, Kitab
Mafatih 237 mentions that it is used in Persia and Khurasan).

2 Inal-Khuwarizmi, Kitab Mafatih 236, it is written as lur (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 a plucked one. The original confusion must have come from Ibn al-Tahhan, who said
that it was a lyre.

3 The text has Lanka.

4 This likely means that they have the same thickness and density, but are tuned to different
pitches.

5 White refers to a silk string (Kashani, Kanz al-tuhaf fol. 181), but this is at odds with al-Kindi,
who says that the mathlath should use gut. Al-Kind1 is correct since gut is used for lower
frequencies (bamm and mathlath) and silk for higher frequencies (zir and hadd) (Risalat al-
Kindi fi [-luhin 15-16).
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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].®

Rarely does one find a person who plays (awga‘a)” it properly and beautifully,
though it is an instrument that causes much tarab at the hands of a skilled and
knowledgeable performer who can play (jarra)® the heavy rhythmic modes
(thagil) and their cycles (dawr) according to musical laws, and sing songs of
well-proportioned divisions.®

As for what people listen to [today], it is different from the above qualities,
and most people say:

Lute [associated with] a king
Tunbur and young boy
Mi%zafa 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.10

6 In Kashant's eighth-/fourteenth-century Persian Kanz al-tuhaf (Treasure of rarities) the

rabab is called ghichek, and 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 parch-

ment over it (fols. 174a-b). In the anonymous eighth-/fourteenth-century Egyptian Kashf

al-humum, fol. 293, it is definitely a bowed instrument.

Lit,, “tap.

Lit., “to pull,” or “to bow,” so it is very likely that the rabab here is a bowed instrument.

This means that each poetic foot is set to a rhythmic sub-section or division. See p. 70

10  Itisnot clear what this instrument really was. It may have been a bowed instrument with
a body made from a bamboo stick.

©



CHAPTER 36

The Characteristics of the Lute from the Rasa’il
(Epistles) of the Ikhwan al-Safa’
[fols. 82—88; al-Sillami 203—208]

[This chapter is a shorter version of the Ikhwan al-Safa”s chapter (Rasa’il 148—
152): How to Make Instruments and Tune Them. It is far inferior to the masterly
chapters in Ibn al-Tahhan (chapter 3, part 2: The Dimensions of the Lute, Its
Material, Construction, and the Names of Its Various Parts; chapter 4, part 2:
The Frets, Their Names, Placements, Tying Them on the Finger Board, and Their
Functions; chapter 5, part 2: The Strings, Their Characters, Names, Choosing
Them, and Stringing Them on the Lute: Hawr fols. 85b—9g1b; Sawa, Encompasser
207-220). The Ikhwan al-Safa’ add the measurements of the fret placements
that are missing in Ibn al-Tahhan; the latter advises students to copy, with the
help of a divider, the fret placements from a ready-made lute.]

Know that wise men have made instruments and many implements (adawat)!
to produce notes and melodies of various artistic shapes and types, but the
most perfect and best instrument is the one known as the lute. We shall men-
tion how to build it, tune it, use it, and the proportions of its notes and string
lengths, thicknesses, sharpness, and its attacks in general.?

They said that one should use old dry wood such as the Indian oak (say)
and the like. The length of its body, width, and depth should be according to
the noble proportions, that is, the length should be one and one-half times
its width, the depth should be half the width, and the neck should be one-
quarter of the length.3 The ribs should be thin and made from light wood, [the
face should also be thin and made from solid and light wood]#* so that it rings
[with a full resounding sound] when its strings are plucked. Then | take four
strings, some thicker than others | according to the best proportions: the thick-
ness of the bamm [G] should be one and one-third that of the mathlath [C]; the
thickness of the mathlath should be one and one-third that of the mathna [F];
and the thickness of the nathna should be one and one-third that of the zir [B

This can also mean “tools,” or “devices.”
He does this in the next chapter.
For various dimensions in the medieval sources, see Sawa, Encompasser 210, 212 n. 32.

AW N =

This sentence is missing in al-Tifashi and supplied from the original text.
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flat]. The bamm should be sixty-four folds of silk, the mathlath forty-eight, the
mathna thirty-six, and the zir twenty-seven.? Then the four strings are stretched
over the face of the lute, and their ends are tied to the bridge at the bottom and
the pegs on top. In this manner their lengths will be equal but their width will
be in the following ratios: 64/48/36/27.

Then [each] string is divided into four equal parts and the little finger fret is
tied at a distance of three-quarters from the lower bridge [or one-quarter from
the neck].6

Then [each] string is divided into nine equal parts, and the index finger fret
is tied one-ninth from the neck.” Then [each] string is divided from the index
finger fret to the bridge into nine parts and the ring finger fret is tied at the ninth
[from the index finger].8 It is placed above the little finger and below the index
finger fret. Then [each] string from the little finger fret to the bridge is divided
into eight equal parts, one equal part is further added |, and the middle finger
fretistied at this point.® It is located between the index and the ring finger frets.

This is the way the lute is set, and the proportions of the string [lengths] and
the location of the frets [are set accordingly]. As for tuning the strings and the
proportions between them, one has to stretch the zir string and pull it to the
maximum but not to the point that it breaks.!? Then one stretches the mathna

5 That is, 64/48/36/27. These are the same ratios given by Ibn Khurdadhbih in al-Mas‘adr’s
Murijv:132. In Kanz al-tuhaf (fol.181), in Tbn Khurdadhbih’s Mukhtar 16, and in al-Kind1’s
Risalat al-Kindi fi [-luhiin 15, the ratios are 4/3/2/1, but the bamm and the mathlath are
made of gut. In al-Maqqari [d. 1041/1631], Nafh al-tib, the ratios are 8/4/2/1.

6 If the string is the bamm [G], then the little finger will be [C]. The original text of Ikhwan
al-Safa’ as well as al-Tifashi both claim, wrongly, that the distance of three-quarters is from
the neck. The resulting note, instead of being one-fourth higher than the open string (3/4
or 498 cents), would then be a double octave higher!

7 If the string is the bamm [G], then the index finger will be [A]. The resulting note will be a
major second from the open string (8/9 or 204 cents). Al-Tifashi overlooks the anterior to
the index finger fret found in Ibn al-Tahhan (Hawr fol. 89a; Sawa, Encompasser 214—214)
and al-Farabi (see lute chart, p. 202).

8 If the string is the bamm [G], then the ring finger will be [B]. The resulting note will be a
major second above the index finger, or a major third above the open string (64/81 or 408
cents).

9 The resulting note will be a minor third from the open string. If the total length of the
string is X, then the distance from the little finger fret to the bridge will be 3/4 X, and
dividing it into 8 will produce 3/32 of the string; adding another 3/32 will produce 3/32
multiplied by 9 = 27/32 which is the minor Pythagorean third (equivalent to 294 cents).
Al-Tifashi overlooks the Persian and the zalzal frets found in Ibn al-Tahhan (Hawr fol. 89a;
Sawa, Encompasser 214—214) and al-Farabi (see lute chart, p. 202).

10  Al-Kindi starts not with the zir, the highest string pulled to the maximum, but with the
bamm, the lowest string, and tunes it to the lowest note a singer can sing. The process of
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[which is located] above the zir |, pulls it, and stops it at the little finger fret;
one plucks it [from this position] together with the open zir, if they are in uni-
son then the mathna is in tune, or one tunes it up or down until it is in unison.
Then one stretches the mathlath, pulls it, and stops it at the little finger fret;
one plucks it with the open mathna and tunes the mathlath up or down until it
is in unison with the open mathna. Then one stretches the bamm, pulls it and
stops it at the little finger fret and plucks it together with the open mathlath; if
they are in unison, then the bamm is in tune.

If the strings have been thus tuned, | you will find that each open string is
one and one-third that of the [length of the string from the] little finger fret
[to the lower bridge].!! You will also find that each string that stops at the little
finger fret is the same as the note of the open string below it. You will also find
that each open string is one and one-eighth of the [length of the string from
the] index finger fret [to the lower bridge].1? | The note of each open string is
a replica at the octave of one-third higher string stopped at the index finger.!3
You will also find that the [length of each] index finger fret [to the lower bridge]
is one and one-eighth of the [length of the string from the] ring finger fret [to
the lower bridge]. You will also find that the [length of each] middle finger fret
[to the lower bridge] is one and one-eighth of the length of the string from the
little finger fret [to the lower bridge].1#

In general, all strings and all frets are in proportion to one another. Some
proportions are superior and noble, and some less so. Among the superior pro-
portions is the unison [ratio of 1/1]; or the low note [string] is like the high note
[string] plus its third [4/3 proportion, i.e., G and C]; or the low note [string] is
like the high note [string] plusits half [3/2,i.e., Gand D]; or the low note [string]
is like the high note [string] plus its quarter [5/4];' or the low note [string] is
like the high note [string] | plus its eighth [9/8, i.e., G to A].16

tuning an open string with the previous string stopped at the little finger is the same, but
reversed, not from the zir down but from the bamm up (al-Kindji, Risalat al-Kindifi [-luhin
15-18).

11 If the open string is X in length, then the little finger to the lower bridge is 3/4 X; 1/3 of 3/4
X =1/4Xand (1/4 X + 3/4 X) = X, which is the full length of the open string X.

12 If the open string is X in length, then the index finger to the lower bridge is 8/9 X; 1/8 of
8/9 X =1/9 X and (1/9 X + 8/9 X) = X, which is the full length of the open string X.

13 For instance, if the open string bamm string is Gi, then the mathna (the third from the
bamm) is F, and its index finger is G2.

14  For the last two sentences, see n. 12 (8/9 X).

15  This will be equivalent to 386 cents, i.e., 22 cents or very close to a comma below the ring
finger fret.

16 The paragraphs that follow are purely philosophical and have nothing to do with prac-
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If the strings are thus set to the superior proportions, plucked in succession,
high notes and low notes, following particular rhythms as we shall explain in
the next chapter, then the heavy low notes compared to the light high notes
will be like the body to the soul |. They will have united and mixed and have
become melodies and songs. The plucking of strings is like letters [in lan-
guage], the melodies are like words, the songs are like sentences, and the air
carrying the melodies is like saddles, and are like helpful meanings inherent in
such musical sounds. The melodies are like souls stored in bodies, so when the
melodies reach the ears of listeners and their souls, their nature will find them
pleasant, and their souls and minds will be happy with them. This is because
the motions and the pauses between them become a measure of time. If the
motions and pauses are measured in an equal, | proportional, and moderate
way, these notes will resemble and will be proportional to the motions of the
celestial spheres and stars. At this point, the partial ( juz’yya)!” souls, which
exist in the world of the universe and the world of decay, will remember the
joy of the world of the celestial spheres and the pleasure of the souls there,
so it will desire them and long for them in the same way an estranged person
longs for his homeland, or a person in a faraway land longs for his companion
and home.

Know that the philosophers have agreed that the bodies of the celestial
spheres, even though they are a fifth nature, not among the four natures—
hot, cold, moist, dry—are solid, more solid than sapphire, clearer than air,
more transparent than glass, and more smooth and more shiny than a woman’s
face. There are no spaces between the spheres; they touch one another, knock-
ing and rubbing against one another,'® they ring like iron and copper, their
sounds are proportional and harmonious, their melodies are measured in the
same way as we explained with regard to the strings of the lute and their
proportions, except that they are | superior to anything we compared them
with; the latter fail to come close to the spheres or their proportions or their
sound. If a person is lucky enough to be close to them and hear them, he
will feel pleasure, tarab, and a desire for the partial soul to reach their world

tice. They also include the music and harmony of the spheres influenced by Pythagoras’
writings, namely, the notion that the proportion of the notes, strings, and frets resemble
and are proportional to the motions of the celestial spheres and stars. For more detail, see
Klein, Musical instruments 128-130.

17 Al-Sillami has jaria (courageous), and a few lines later he correctly has it as “partial,” and
that makes sense since later in the chapter there is mention of a complete soul (as opposed
to a partial soul).

18  If the spheres really hit one another, the impact would be catastrophic because of their
immense weight!
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[i.e., the world of the spheres] and their material; it is from here that the com-
plete soul emanated and to which it will return. This soul is the one that cre-
ates the melodies and the bodies on high that act as an instrument. So know
that!
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CHAPTER 37

The Resemblance of the Laws of Music to the Laws
of Prosody [fols. 88—91; al-Sillami 209—212]

[This chapter is also taken from the flawed writings of the Ikhwan al-Safa’ on
rhythms (Rasa’il 143-146). It is influenced by al-Kindi with regard to the sabab,
watad, and fasila; it copies the incompatibility linking the prosodic rhythms
with musical ones, and the concept of a duration of an attack. The chapter
is also influenced by al-Farabi with regard to the notational syllables (ta, tan,
etc.).]

Know that the laws of music are similar to those of prosody.

Prosody is the measure (mizan) of poetry; with it one knows the correct
from the faulty, the measured from the broken. Its poetic feet ( juz’)! are eight:
fa@lun, mafa‘tlun, mutafailun, mustaf'ilun, failatun, fa‘ilun, maf alatun, mufa-
‘latun. These eight are made up of three roots: sabab, watad, and fasila.

The sabab is made up of two consonants: one voweled (mutaharrik) and one
unvoweled (sakin), as in hal, bal, man, and the like.

The watad is made up of three | consonants: two voweled and one unvow-
eled, as in na‘am, bala, and the like.

The fasila is made up of three voweled consonants and the fourth is unvow-
eled, as in fa‘alat and the like.

The root of all three revolves on voweled and unvoweled consonants.

The laws of singing and melodies are also based on three roots: sabab, watad,
and fasila.

The sabab is a moving attack (mutaharrik) followed by a silence, as in tan,
tan, tan ... 2

The watad is two attacks and then a silence, as in tanan, tanan, tanan, ...
always in succession.3

The fasila is three attacks followed by a silence, as in tananan, tananan,
tananan, ... in succession.4

1 Lit, “part”

2 For the use and origin of the syllables ta, tan, etc. which al-Farabi used in his rhythmic nota-
tion, see N-K1I 111; Sawa, Rhythmic theories 158-159.

3 Thisis also called the undivided watad. The Ikhwan al-Safa’ overlook the other type of watad,
the divided one that consists of an attack, then a silence, then an attack (al-Kindi, Kitab al-
Musawwitat 81; Sawa, Rhythmic theories 491).

4 The Ikhwan al-Safa’ overlook the fourth type, the ghaya which consists of four attacks then a
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These three are all the roots and the laws on which notes of melodies are
built and sung in all languages. If these three roots are combined, it forms nine
pairs of notes [grouped in the following manner]:

One attack and two attacks, as in tan tanan in succession;

One attack and three attacks, as in tan tananan in succession;

Two attacks and two attacks, as in tanan tanan in succession;

Three attacks and three attacks, as in tananan tananan in succession;

Two attacks and three attacks, as in tanan tananan in succession;

Three attacks and two attacks, as in tananan tanan in succession;

Three attacks and one attack, as in tananan tan in succession;

Two attacks and one attack, as in tanan tan in succession;

One attack followed by a silence equal to the time of an attack,? they are the
origin and the pillar, as in tan tan tan tan in succession;

These are all the pairs that exist. As for the trilateral groups, there are ten
combinations:

One attack, two attacks, and three attacks, as in tan tanan tananan [in suc-
cession];

One attack, one attack, and three attacks, as in tan tan tananan [in succes-
sion];

One attack, three attacks, and two attacks, as in tan tananan tanan [in suc-
cession];

Three attacks, one attack, and two attacks, as in tananan tan tanan [in suc-
cession];

Two attacks, three attacks, and one attack, as in tanan tananan tan [in suc-
cession];

Three attacks, two attacks, and one attack, as in tananan tanan tan [in suc-
cession];

One attack, three attacks, and one attack, as in tan tananan tan [in succes-
sion];

silence (al-Kindi, Kitab al-Musawwitat 81; Sawa, Rhythmic theories 491), but they transcribed
it a few lines later as tanananan. In general, this classification misses the tann, which is the
unit for the heavy rhythmic mode. Al-Farabi has ta, tan, and tann which can be transcribed as
a one-eighth note, a one-quarter note, and a one-half note. The eighth note is the unit in the
light meters; the quarter note is the unit in the light heavy meters; the half note is the unit in
the heavy meters (Sawa, Rhythmic theories 340, 386, 635—-636). Here the Ikhwan al-Safa’ use
a forced classification to make music conform with prosody; see p. 120 n. 7 below for more
detail.

5 Giving the attack a duration follows al-Kindt's theory (Risala fi ajza’ 97; Sawa, Rhythmic the-
ories 87) as well as that of Aristoxenus [b. before middle of fourth century BCE] and Quin-
tilianus [fl. first century cE] (Barker, Greek musical writings: 11:187, 436), but it is contrary to
al-FarabT’s theory, in which the attack is timeless (Sawa, Rhythmic theories 124, 132).
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Two attacks, three attacks, and two attacks, as in tanan tananan tanan [in
succession|;

Three attacks, one attack, and three attacks, as in tananan tan tananan [in
succession]; and

Three attacks, as in tan tan tan [in succession].

These are all rhythmic types | made up of attacks: three of them single;® nine
of them grouped in pairs; and ten of them grouped in threes. In sum, we have
thirty-two combinations.

There are eight types of rhythmic modes that are composed out of these
combinations.” They are the first heavy and its light, the second heavy and its
light, the ramal and its light, the hazaj and its light.® These eight genuses are
the roots (as!), out of them branch all types of melodies that are attributed to
them.” This is the same way the prosodic circles branch out of the eight rhyth-
mic feet in Arabic poetry.1°

That is sabab, watad, and fasila.
Regrettably, the Ikhwan al-Safa’ do not explain the connection between these combina-
tions and the eight rhythmic modes that follow, or the connection between the sabab,
watad, and fasila and the rhythmic modes. In this respect, they followed in the footsteps
of al-Kind1. He used the ‘arid / iga“ theory attributed to al-Khalil b. Ahmad to express
poetic feet by means of both prosodic terms (voweled and unvoweled consonants) and
in musical terms (attack and silence); he mistakenly thought that prosodic patterns and
symbols can be used in measuring music. As a result, after using the ‘arid / iga“ theory
to explain the measurements of words, he shifted suddenly to define the rhythmic modes
using a discourse devoid of prosodic terminology and heavily influenced by the writings of
Ishaq al-Mawsili, without explaining how they relate (al-Kindi, Kitab al-Musawwitat 8o—
82; Sawa, Rhythmic theories 85-90, 76, 490—493). Neubauer correctly argues that the ‘arad
/tqa“ theory was seriously flawed: “Prosody cannot be transferable to musical rhythms for
three reasons: 1) in prosody, long and short syllables do not have a clear-cut proportion
whereas in music they must; 2) in prosody, one can be content with long and short but in
music there is short, medium and long; 3) finally, rests do not have a function in prosody
whereas in music they do” (Neubauer, al-Khalil. 63—91; Sawa, Theories of rhythms 490). The
other attempt of the Ikhwan al-Safa’, in chapter 40, to combine the verbal definitions, the
syllabic notations and the prosodic ones is also seriously flawed and incomprehensible.

8 This classification is attributed to Ishaq al-Mawsili (Ibn Khurdadhbih, Mukhtar 54; Sawa,
Rhythmic theories 55-56).

9 For instance, a particular melody is composed according to a particular rhythmic mode.

10  Inprosody they are called ajza’ (pl. of juz’) but somehow the Ikhwan al-Safa’ called them
magati* (pl. of magta‘), which mean syllables. The circles are graphic representations of
the various poetic meters. However, the comparison of music to prosody and poems here
is faulty: to be correct the Ikhwan al-Safa’ should have compared the rhythmic poetic feet
that make up the poetic meters to the various types of durations that make up the rhyth-
mic musical modes.



CHAPTER 38

The Durations of the Attacks, the Durations of the
Rhythmic Modes, Their Harmony and Disharmony
That Are Called Being in Rhythm and off Rhythm
[fols. 91—94; al-Sillami 213—215]

[This chapter is based mainly on the Ikhwan al-Safa’ (Rasa’il 146-147), which is
partially based on al-Farabf’s first chapter on rhythms about the shortest time
and its multiple and about longer durations that the ear cannot perceive. ]

There must always be a long or short pause between every two attacks ema-
nating from string plucking or wand tapping. If the attacks from plucking and
tapping succeed one another, and likewise the pauses between them follow
one another, then the durations of the pauses will be equal to the durations
of the motions [producing the attacks], or the pauses would be longer, but not
shorter.! This is so because it has been agreed by those | in the music profes-
sion that the duration of the motion cannot be longer than the duration of the
pause.?

If the durations of the silences equal the durations of the motions, so that
another motion cannot occur [in the silences], then such notes are called the
first pillar (al-‘amud al-awwal).3 This is the light (khafif) and nothing can be
lighter than it, because, if another motion occurs, it would be tied to the note
of the attack that is before and after it, and they will both be connected [one
and the same].

If the durations of the pauses are such that their length allows another
motion to occur, then it will be called the second pillar and the second light.#

1 This is an awkward sentence, and the following one fails to elucidate it. The Ikhwan al-Safa’
probably meant that there are limits to how short a pause of a motion can be. This is similar to

«

Aristoxenus’ chronos protos (Barker, Greek musical writings: 11:186); to al-Kind1's “no duration
of an attack occurs between two attacks” (al-Kindi, Risala fi ajza’ 97; Sawa, Rhythmic theories
77, 87); to al-FarabT’s “first duration, primary duration, or the shortest perceivable time” (kMx
438-440; MA 1: 151; Sawa, Rhythmic theories 15, 131-132).

2 The Ikhwan al-Safa’ do not explain why.
It can also be translated as buttress, column. In al-Farabi it is a conjunctive rhythm called fast
hazaj (sari“al-hazaj b > > > ) ) etc.) (KMK 450; MA 1:153; Sawa, Rhythmic theories 138).

4 This is similar to Aristoxenus’ disémos (Barker, Greek musical writings: I1: 186); to al-KindT’s
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If the durations of the pauses are such that it is possible for two motions to
occur, then it is called the first heavy.®

If the durations of the pauses are such that it is possible for three motions
to occur, then it is called the second heavy.

Know that if the durations of the pauses between | the attacks go beyond
[the durations of the three motions], the rhythms would not follow the princi-
ple, law, and measurement.” I mean that the sense of hearing will be unable to
distinguish and perceive them, because the sounds do not remain (makatha)®
in the air long enough for the ears to have a chance to hear them. Then the
sounds die away from the air that carries them all the way to the ears. Similarly,
the sounds do not remain in the ears for a long time, except, that is, until the
imaginative faculty takes its share and impression [of these sounds]; then the
sounds disappear. If the durations of the pauses between the attacks—played
on stringed or percussion instruments—go beyond the above limit, then the
sound of the first note will disappear from the ears before | the next note comes
in. The rational faculty will not be able to figure out the amount of the dura-
tion between them so as to distinguish them, and to perceive the proportion
between them. This is so because a good taste [in listening to music] is [based
on] knowledge of the duration between the notes, and | the durations and pro-
portions between the pauses and the motions.

This is true in all the other senses and the bodily faculties that grasp them.
The visual faculty cannot know the distance between objects except when they

duration of an attack between two attacks (al-Kindi, Risala fi ajza’ 97; Sawa, Rhythmic the-
ories 77, 87); to al-Farabr’s double the primary duration or second shortest duration (kMK
439—440; MA 1:151; Sawa, Rhythmic theories 15,131-132). In al-Farabi it is a conjunctive rhythm
called light hazaj (khafif al-hazaj); it can be notated as J J J etc. (KMK 451; MA I: 153; Sawa,
Rhythmic theories 139). The second light in al-Farabi is not a duration but a light disjunctive
meter in 4/8 > b J (k11 75b; N-k11 160; Sawa, Rhythmic theories 386).

5 Inal-Farabiitis nota duration but a conjunctive rhythm called light heavy hazaj (khafif thaqil
al-hazaj); it can be notated as J. J. .. etc. (KMK 451-452; MA 1:153; Sawa, Rhythmic theories 139).
The first heavy in al-Farabi is not a duration but a rhythmic mode of 4/2 JJ . (Sawa, Rhythmic
theories 352).

6 In al-Farabi it is not a duration but a conjunctive rhythm called heavy hazaj (thaqil al-hazaj),
it can be notated as J J J etc. (KMK 452; MA I: 153; Sawa, Rhythmic theories 139). The second
heavy in al-Farabi is not a duration but a rhythmic mode of 5/2 J . . (Sawa, Rhythmic theories
367-368).

7 This is probably influenced by al-Farabi’s notion of harmonious rhythm: “Consecutive notes
—through which motion occurs—cannot be [rhythmically] harmonious to the ear unless
the durations of the motions are of delimited amounts. For if they are too short or too long,
the notes would not be heard as being [rhythmically] harmonious” (kMK 435; MA I:150; Sawa,
Rhythmic theories 128-129).

8 Al-Sillami read it as sakata (to be silent).
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are close enough to one another; if they are far apart, then it cannot grasp them.
This is the issue with regard to the durations of the pauses between the attacks;
if they exceed the above-mentioned limit, then they will not follow the princi-
ple and the law. The other issue is that one note alone that reaches the ear will
remain for a duration equal to three other attacks plus the value of the one note
in question; between each attack there is a pause, so in all there will be eight
durations, as Ah Ah Ah Ah; A indicates the moving attack and the 4 the pause.?

9 The text of the Ikhwan al-Safa’ has the opposite; al-Sillami corrected it. Regardless, this sen-
tence makes no sense.
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CHAPTER 39

[The Reason for Calling the ‘Ud the Barbat; the
First to Create It and Play It; the Reason for
Bringing It into Existence;] ‘Ud Strings and Their
Relations with the Four Basic Elements and the
Four Humors of the Human Being

[fols. 141144, 95-100; al-Sillami 217—225]'

[This chapter is based on the writings of the Ikhwan al-Safa’ (Rasa’il 157-159)
on their philosophy of music, which regrettably has little to do with practice. It
is also based on the definition of thythmic modes of Abu Bakr al-Za‘farani and
al-Kindi, and the relation of strings to humors and elements. ]

Abu Bakr al-Za‘farani said in his book on the art of music, the @d (lute) is called
barbat from bamrata and marbat from barbakht, which in Persian means the
door of paradise.? Persian kings (akasira) used to say it was like the chest of the
door of paradise.®

1 A binding mistake put the two folios of the beginning of this chapter after fol. 140.

2 Bar means door, but Persian dictionaries define bakht as good fortune, not paradise.

3 This is different in Ibn al-Tahhan. Barbat is the barbath and the original name of barbath is
barbaj, which means the door of paradise. The barbath is derived from the Persian barbarah
(Hawr fol. 86a; Sawa, Encompasser 207—208). Ibn Salama defines barbarah as a rough and fast
sound (Kitab al-Malahi 20—22). Ibn Manzir says it is Arabized from the Persian: bar (Persian
for chest) and bat (duck); this explanation is likely correct, as the lute looks like the chest of
a duck (Lisan 241-242; see also kA VI: 299, XXIL: 25). Al-Khuwarizmi is even more detailed;
he says that it looks like the chest and neck of a duck (Kitab Mafatih 238). Most likely, as
Neubauer says, these are folk etymologies, and barbat derives from the Greek barbiton, a type
of lyre (Der Bau 355 n. 173; Sawa, Anecdotes 54). Al-Firuzabadi says that the shabbiit fish looks
like the barbat (al-Qamiis 868); the shabbiit is a fish with a long thin tail, a small head, and
a wider middle. Thus, the barbat is a different type of lute. It had a long neck and smaller
belly and was also called ad al-shabbit because it looked like the shabbut fish, if the lute is
long and not wide. Furthermore, Ibn ‘Abd Rabbihi defines the barbat as a type of lute with
a convex back and thin belly (al-Tqd vir: 78—79), and al-Mufaddal b. Salama [d. ca. 290/903]
said that it looks like the Greek balance for weighing (garastan), which has a long arm with
a weight at its end (Ibn Salama, Kitab al-Malaht 11, 16). Also, Ishaq al-Mawsill attributed the
invention of shabbit lutes to the lutenist Zalzal and said that before him lutes were made
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There are various narrations about the first person to have created the lute,
and the reason for it. [The historian] Hisham b. al-Kalbi [d. 204/819] said that
the first person to invent the lute was Lamak b. Mitashil b. Mahwil b. Ghayrad
b. Akhniikh b. Qabil b. Adam.# He said that he was old and had no children. He
got married and two girls (jariya)® were born, one was Sala® and the other ...
Then a boy was born to him ten years before he died. He was overjoyed and had
many banquets to celebrate him. But the boy died | of fever; Lamak mourned
him in a way no other human being had mourned, except Adam, when he was
thrown out of paradise. He said: “No other image [other than him] was sub-
stituted before my eyes.” He then hung him from a tree; his skin continued to
break apart, and members of his body kept falling off until there remained only
his thighs hanging on to the calves, feet, and toes. He took a piece of wood, slit it
open, smoothed it, and put the pieces together. He made the chest [of the lute]
look like the thigh, the neck like the calf, the peg box (ibrig) like the feet, the
pegs like the toes, and the strings like the arteries. He played it, kept lamenting
him and crying, and he was the first to lament [a dead person] and cry till he
became blind.”

It was mentioned that there was no | truth to this story, rather Ptolemy
made it, he was the composer (sakib al-luhiin) who was called the misigar.
He made four strings to resemble the four humors: the zir for its intensity and
high pitch resembles the yellow bile; the mathna for its moderation [resem-
bles] the blood; the mathlath for its earthiness [is like] the black bile; the bamm
for its earthiness and thickness and low pitch [resembles] the phlegm;® this
is near the rational measure (al-giyas al-‘aqli) as is detailed in the mention of
the humors. Setting this instrument with its strings in a certain manner is a
necessary condition to produce melodies of the different pitches that are com-
mon today. Defining the rhythms by means of attacks is beyond the field of
precise scientific study, especially in the types [of rhythmic modes] related to
the durations of long or short attacks. It is not possible to evaluate it precisely
because two fast attacks are likely equal to one heavy attack. The player may
double and lighten the attacks so that they are not divided into clear numbers;

by Persian craftsmen, and that shabbit lutes were “wonders of wonders” (Sawa, Encompasser
207 1. 2; see also KA V: 201—-202; Sawa, Glossary 22—23, 225).

4 For various genealogies, see Sawa, Encompasser 203 n. 3.

5 Lit, “slave girls,” but this is not the meaning here.

6 InIbn al-Tahhan it is Sila (Hawi fol. 106b; Sawa, Encompasser 271). However, Pellat said that
she was not the daughter of Lamak, but his wife (al-Mas‘adi, Murwj v: 127).

7 For slightly different stories, see Sawa, Encompasser 203—204.

8 In chapter 41 (al-Sillami 234) the mathlath is associated with the phlegm and the bamm is
associated with the black bile.
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thus, the attacks are not separated clearly to allow the player and the listener
to count them.® We cannot explain more about this subject, or understand it
more closely. Truths are sometime hard to explain with language, the brain of
the listener will understand by nature the measurement of these rhythms. The
little deviation of a thing from its place, and its distance from its location is
similar to hearing discord. This is like | the poet, or a non-poet with a moderate
nature, who knows the place where the verse of a poem is [prosodically] bro-
ken; then he hears it. This | exists in the mind by means of nature, by means of
the assembly of [disparate parts], and trickery, more than [it can be] reached
by means of description and characteristics.

Let us mention now that, when wise men searched into the matters of the
universe, and talked about its minute and significant details, they made every-
thing in it [the universe] a proof from it, made examples about how to research
it, and made laws that bring it into existence and prove it. When they decided
to use their senses to know the sizes of the notes and the possibility of compo-
sition according to the harmony and discord of high, low, and medium-pitched
notes, and to know the durations of the attacks, they only arrived at all of these
by means of the sound of the strings and their reverberations. This only hap-
pened with the help of an instrument, that is, the lute. They stretched its strings,
which were tuned according to a particular rationale and to numbers propor-
tional according to the superior and noble ratios. They relied on them and
made them resemble the humors to activate the minds the same way the bod-
ies [need physical activity] to function properly, as the minds need the humors.
For this reason, every virtue ( fadila) is surrounded by two opposites, and the
virtue itself is the moderation between the two: for instance, if courage is in
excess, it becomes rashness; if it decreases, it becomes cowardliness. Sticking
to moderation brings good health [unless] one adds one or the other extreme to
it. | In the same way, moderation is maintained by means of medicines for the
physical body; the mind is maintained in moderation by means of singing. The
negative outcomes from singing are rashness, frivolity, sadness, worries, bad
thoughts; the positive are what moves, splits [one] into tenderness, and enter-
tains, and the soul will be at peace with it,'? and the likes of other things that
are too long to enumerate. The souls are inclined to whichever types [they seek]
depending on how the types affect them, and how they are affected depends on
their characters and their proximity to moderation. The souls are distant from
the inclinations according to their distance from moderation and their avoid-

9 This must be akin to unmeasured music.
10 Thad to rephrase this sentence as the original has many contradictions.
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ance of whatever tempers their nature. You see this in a person who desires
what most people do not, and loves what most people hate, and vice versa. The
proof of this can be seen in quadruped animals that are somehow affected by
tarab-like or frightening things that do not affect | insects and reptiles.

Songs do not occur in prose but in measured poetry. It was mentioned that
Ishaq [al-Mawsili] said:

Had songs not been based on poems, I would have said that songs are
superior (akbar)!! poems. Had poems not been based on words, I would
have said that poems are superior to words. And as songs can only be
constructed out of poems, songs cannot exist without rhythm, because
rhythm in songs is like poetic measure (wazn) in poetry.1?

The iga“ is the division of time into equal cycles (‘awdat) with similar rhythmic
parts (mutashabihat al-ajza’).!3 The melody is the [process of] going from low
notes to high notes or vice versa in musical sections that are clear to the ear.
Sounds emanating from strings are the transition from a noble ratio to another
one. A noble ratio is like eight to four, which is double [or, an octave]; eight to
two, which is the double of the double [or, a double octave]; six to four, which is
one and one-half [or, one-fifth]; eight to six, which is one and one-third [or, one-
fourth]. These are the chosen ones that are nice to listen to. Also, after them,
there is the ratio of nine to eight, which is one and one-eighth [or, one-second].
Then there are other ratios that are discarded and disapproved, such as the five
to seven and the seven to eleven and their like.1#

As for the number of strings in the lute, wise men have called for four divi-
sions [for each string], no more and no less, so that their [musical] composi-
tions are similar to the natural matters that are below the moon, following the
wisdom of God, may His praise be exalted, as the best of what is composed
is what resembles natural creations. | The universe below the moon is divided
into four elements: fire, air, water, and earth. The zir string resembles fire; its
sound corresponds to the heat and intensity of the fire, and for this reason it

11 Lit., “greater.”

12 Here the author means that since music is set to measured poems, it must necessarily be
measured too. This statement negates another type of music, that is, unmeasured music
set to measured poetry, as in the cases of unmeasured preludes, such as nashid and istihlal.

13 This echoes al-Kindi’s definition: durations of equal cyclical amounts and similar inner
proportions (mutashabihat al-nisab) (Risala fi khubr 64; Sawa, Rhythmic theories 79).

14  According to al-Sillami (220 n. 3), here ends the contents of the two added pages, and the
start of the passage of the Ikhwan al-Safa’.
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has the highest pitch. The mathna string corresponds to the air; its sound corre-
sponds to the humidity and softness of the air. The mathlath string corresponds
to the water; its sound corresponds to the humidity and coldness of the water.
The bamm: string corresponds to the earth; its sound corresponds to the weight
and thickness of the earth. They have been arranged in this way according to
their natures. These qualities correspond to one another or to the influence of
their sounds on the humors of the listeners. This is because the sound of the zir
strengthens the mingling (khalt) of the humor of the yellow bile, increases its
strength and influence, and opposes the humor of the phlegm and moderates
it. | The sound of the mathna strengthens the humor of the blood, increases
its strength and influence, and opposes the humor of the black bile, making
it more tender and softer. The sound of the mathlath strengthens the humor
of the phlegm, increases its strength and influence, and opposes the humor of
the yellow bile and breaks its intensity. The sound of the bamm: strengthens the
humor of the black bile, increases its strength and influence, and opposes the
humor of the blood and appeases its boiling. |

If the sounds [of these strings] are used to compose melodies correspond-
ing to their character, and if these melodies are used during the night or during
the day, and their qualities are opposite to those of chronic or passing dis-
eases, they will appease them, break their severity, and lighten the pain of the
sick person. This is because when the things that correspond to the natures
[of human beings] are increased and combined, their influences increase and
become apparent, and they win over their opposites, as people know from cases
of leprosy ( juriib) and craziness (hadramat).1>

As we have mentioned, some of the wisdom of music scholars has become
apparent: in hospitals they use rhythms!6 that oppose the nature of the dis-
eases; | for this reason they use four strings, no more and no less [to befit the
four humors].

As for the reason they made the thickness of each string like the one below
it plus its third, this also follows the wisdom of God, may He be glorified and
exalted. And it follows in the path of His creation in the natural world [which
also follows His wisdom]; scholars in the field of physics said that the diame-
ters of the four elements, fire, air, water, and earth, are such that each is equal to
the one below it plus its third qualitatively, I mean thinness and thickness. They
said the diameter of the ether, I mean fire, which is below the moon, is equal
to the diameter of the sphere of the air plus its third; the diameter of the air is

15  The Ikhwan al-Safa’ (Rasa’il 158) have huriib (wars) and khusumat (disputes).
16 The Ikhwan al-Safa’ (Rasa’il 158) have awgat (times) instead of iga‘at (rhythms).
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equal to the diameter of the water plus its third; the diameter of the sphere of
the water | equals the sphere of the earth plus its third. These ratios mean that
the essence of the fire in [terms of] thinness is like the essence of the air plus
its third; the essence of the air in thinness is like the essence of the water plus
its third; the water is like the earth plus its third.

There are two reasons they set the zir, which corresponds | to the element
of fire and its sound corresponds to the heat and intensity of fire, below all the
strings, and why they set the bamm, which corresponds to the element of earth,
above it, and the mathna above the zir and the mathlath below the bamm. The
sound of the zir is light and moves upward; the sound of the bamm is thick and
moves downward. In addition, in this way it becomes feasible for the humors
[of the zir and bamm] to mix [up and down]; the same applies to the mathna
and mathlath. The other reason is that the ratios of the thickness of the zir to
the mathna, and the mathna to the mathlath, and the mathlath to the bamm
are the same as the ratios of the diameter of the earth to the diameter of the
water, and the water to the air, and the air to the fire. It is for this reason that
the strings are stretched the way they are.

As for their use of the ratio of one-eighth in the strings, and not one-fifth,
one-sixth, or one-seventh, they favored one-eighth because it derives from
eight, and eight is the first number to the power of three. Similarly, the six is the
first | complete number (al-‘adad al-tamm),’” and the perfect geometric form
with six surfaces is the cube, and it is superior to all because of the inherent
equality in it: the length, width, and depth are all equal, it has six equal square
surfaces, eight equal three-dimensional angles, twelve equal and parallel sides,
twenty-four right angles, and six times four is twenty-four.!® In the laws of math-
ematics, the more equality is made in every form, the better; after the sphere,
there is no more equal form than the cube.

Know that there are musical relations between the diameters of the spheres
and the four elements as well as relations between them and the seven planets,
but this will take too long to explain and there is no room here to mention it.
These relations are agreeable and disagreeable: the agreeable among them are
the sud stars, and the disagreeable [among them] are the nuhis stars; the
agreeable follow the above-mentioned ratios, | and the disagreeable do not.
The totality of the bodies of the universe, with its stars and its | moving and
stationary planets, and its four elements—which are all created on top of one
another—are combined, composed, and set to one another according to these

17  In al-Khuwarizmi the six are called al-‘adad al-zawj (pair) because, like four, they can be
divided into two (Kitab Mafatih 184).
18  The text says three by eight.
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ratios. The totality of the bodies of the universe follows the course of the body
of one animal, or one human, or one city. This is one of the convincing proofs
and the clearest evidence that its inventor, creator, author, composer, and con-
ceiver is one and has no partner.’¥

The first to accompany an Arabic song on the lute happened because a Per-
sian man came to Medina as a pilgrim and had with him a ghulam named
Nashit [fl. mid-first/seventh century]. The Persian man brought Nashit to ‘Abd-
allah b. Jafar [d. ca. 85/704] and Nashit sang to him in Persian to his own
accompaniment on the lute. S8’ib Khathir [fl. mid-first/seventh century], the
mawla of the Banu Layth, was present. When ‘Abdallah heard Nashit, he asked
that a caravan singer be brought to sing a caravan song to the accompaniment
of Nashit on the lute. S2’ib said: “I can sing like this to Arabic poetry.” A lute was
brought to him and he sang Liman al-diyaru:2°

To whom belonged the dwellings, their traces are deserted
Souls, and raindrops, used to play with them.

‘Abdallah b. Ja‘far sang it to the accompaniment of Nashit on the lute, then
ordered that he be rewarded with four thousand dirhams. This was the first time
measured (muwaqqa“) Arabic singing took place;?! before that it consisted only
of caravan songs.

19  Here ends what was copied from the Ikhwan al-Safa’ (al-Sillami 225 n. 1).

20  The poem is attributed to both Abti Bakr b. al-Miswar b. Makhrama al-Zuhri (2—64/624—
683) and al-Harith b. Khalid al-Makhztmi [d. ca. 80/700], see kKA VIII: 323.

21 This story is corroborated in kA VIII: 321.



CHAPTER 40

The Rhythmic Modes'
[fols. 100-103; al-Sillami 227—231]

[This chapter is copied almost completely from the Ikhwan al-Safa”s Rasa’il
(169—170) and uses Ishaq al-Mawsill’s terminology: consecutive (mutawaliya)
and heavy (thagqil), as well as al-KindT1's duration of an attack (zaman nagra),
silent attack (naqra sakina), moving attack (naqra mutaharrika), and single
attack (nagra munfarida). The definitions of the Ikhwan al-Safa’ are followed
by prosodic notation and the alphabetic ta, na, and tan notation used by al-
Farabi, but they bear little resemblance to the definitions of Ishaq al-Mawsili or
al-Kindi save for the latter’s light ramal and light light. I transcribe the rhythmic
modes according to the prosodic and alphabetic notations as they are clearer
than the verbal ones. In any event, these rhythmic modes are problematic; for
reference, I give rhythmic modes according al-Farabi; they are the sound inter-
pretations of the definitions of Ishaq al-Mawsili].2

Since we have shown the reason and cause of the composition (tarkib) of
melodies according to the aforementioned ratios, let us now discuss the laws of
eight rhythmic modes mentioned before.3 They are the first heavy and its light;
the second heavy and its light; | the ramal and its light; the light light,# and the
hazaj. These are the genuses and the rest are types branching out of them.>

1 The text has the incorrect title, “The Laws of Arabic Melodies”; the title appears the same way
in the writings of the Ikhwan al-Safa’ (Rasa’il 170). That chapter, unlike that of Ibn al-Tahhan
(Hawr fols. g1b—g2a; Sawa Encompasser 221—225) who relied on k11, relies on the Ikhwan al-
Safa’.

2 The hazaj and the light, which is a faster hazaj: 6/8 > > > b b ); the ramal: 3/2 J ) J; the light
ramal: 3/4 JJ; the first heavy: 4/2 J J o; the second heavy: 5/2 J . o; the first light heavy: 4/4 1)}
and the second light heavy: 5/4 JJ ..

3 They were mentioned in chapters 19, 33, and 37 (al-Sillami 159161, 193-195, 209—212).

4 The light light is the older name of the light before Ishaq’s revisions and is another name for
the light hazaj. It is found occasionally in k4, v: 269; al-Kindi's Risala fi ajza’ 97—-98 and Kitab
al-Musawwitat 82; Sawa, Rhythmic theories 85, 90; Sawa; Anecdotes 10, 16.

5 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 [al-Tifashi has the equivalent naw]) according to
the eight melodic modes, which act as differentiae (x4, v: 269; Sawa, Rhythmic theories 44—
48).
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The first heavy consists of nine attacks: three consecutive ones, then a sin-
gle heavy and silent, then five attacks, one dropped at the beginning such as:
mafalun | qif ® mafa‘iun qif, then the rhythmic mode returns. [Or in another
type of syllabic notation]: tan tan tan tan tatan tan tan tan.” This is repeated
until the musician stops.

The second heavy consists of eleven attacks: three consecutive ones, then
a silent one, then a heavy one, then six attacks, the first of which is dropped
as in mafalun qif‘a mafaun qif @ or tan tan tan tan tan tatan tan tan tan
[tan].8

The first light heavy consists of seven attacks: two consecutive ones with
no duration of an attack between them, then a single heavy attack, then four
attacks | with one dropped at the beginning, such as mafa ‘il mafaiun. This is
repeated until the musician stops. [In another type of syllabic notation, it is]:
tatan [tan] | tatan tan [tan]. Our people call it makhari,® and it resembles the
cry of a ring dove ( fakhita): ku ku ku ku ka ku [ku].1°

The second light heavy consists of three consecutive attacks with no dura-
tion of an attack between them, but between the three and the next three there
is a duration of an attack: fa‘ilun [ fa‘ilun]. This is repeated until the musician
stops.!!

The ramal is the opposite of the makhirt; it consists of seven attacks [like
the makhuri],*? it begins with a single heavy attack, then there are two consec-
utive attacks with no duration of an attack between them, then four attacks;
each two are consecutive and there is no duration of an attack between them |:
failun mafa‘ilun, like the cry of a baby (darij)'® ki ki ki ki ki ki ki, or tan tatan
tatan tatan.1*

In the Tkhwan al-Safa’ (Rasa’il 170) it is maf.

The verbal definition does not agree with the alphabetic and prosodic, and it is quite
obscure. The alphabetic and prosodic can be notated as17/8: JJJJ > 1) JJ; al-Sillami tran-
scribed it as 8/4.

8 The verbal definition does not agree with the alphabetic and prosodic, and it is quite
obscure. The alphabetic and prosodic can be notated as 21/8:JJJJJ > JJJJJ; al-Sillam1
transcribed it as 10/4.

9 More correctly, it is the second light heavy that is called by this name. (k4 1: 161).

10  Ignoring what drops out and following the prosodic and alphabetic notation, this can be
notated as 12/8: > J) > ) JJ; al-Sillami transcribed it as 10/8.

11 This can be notated as 4/8: > J Jand then ) J J; it looks like the light light below. Al-Sillam1
transcribed it as 4/4.

12 This addition is from the Ikhwan al-Safa’ (Rasa’i{ 170).

13 The Ikhwan al-Safa’ has turtle dove ( fakhita, Rasa’il 170).

14  This can be notated as 11/8: . ) J ) . ) J; al-Sillam1 transcribed it as 9/8.
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The light ramal consists of three consecutive moving (mutaharrik) attacks:
mutafd‘ilatun [tananan tananan).®

The light light | consists of two consecutive attacks with no duration of an
attack between them: tanan tanan, but between one set of two attacks and the
next there is a duration of an attack: mafa‘ilun tanan tanan mafa‘ilun tanan
tanan.16

The hazaj consists of a silent attack, then a light attack, lighter than the first.
Between them there is a duration of an attack, and between each set of two
there is a duration of two attacks: fa‘ilun fa‘ilun.'”

These eight rhythmic modes are the basis of all Arabic singing and the laws of
its melodies. Non-Arabic music, such as Persian, Byzantine, and Greek [music]
have different laws, but all of the genuses and types, despite their multitude,
obey the basis and the law we have mentioned.!

15  This can be notated as 4/8: ) ) Jand then J ) J; it looks similar to the second light heavy.
Al-Sillami transcribed it as 6/8.

16  Ignoring the faulty prosodic notation, this can be notated as 3/8: > Jand then J ..

17 This can be notated as 5/8 /) 7 vand then J ) v 7

18  Itis unclear what this law is.
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CHAPTER 41

How Compactly Twisted Strings and Less Dense
Strings Affect the Human Humors
[fols. 103—106; al-Sillami 233—234]

[This chapter discusses some of the same topics covered in chapter 6, al-Sillam1
73—74, pp- 13—-14. It is also a shorter version of Ibn al-Tahhan’s chapter 5, part 2:
The Strings, Their Characters, Names, Choosing [Them], and Stringing Them
on the Lute (fols, 89b—91; Sawa, Encompasser 217—220). Al-Tifashi reiterates the
oft-quoted mythical relation between the strings, the humors, human char-
acteristics, and the seasons. Worse than attributing these relations, he adds a
paragraph at the end, where he states that the modes of the melodies should
be in harmony with the characters of the strings. According to his theory this
results in schizophrenic melodies: a melody built on eight notes, four on two
successive strings, has one character on one string, and another on another
string!

Al-Tifashi did not criticize Ishaq as Ibn al-Tahhan did, unfairly, regarding the
two strings, that is, the mathna and zir. Ishaq referred to the mathna and the
zir having the ten notes used in composition, but was fully aware that they had
their replica at the lower octave (Sawa, Encompasseer 218—219).]

Compactly twisted (mustahsafa) strings cause acuity (hidda) and the less dense
(mutakhallila) [strings] such as silk and gut strings respectively cause a lower
sound (/in). The thin ones cause sharpness | and the speed [of the motion of
vibrating strings], and the thick ones cause a lower [frequency] and slow speed
of vibrating strings. The former penetrates (nufiidh) [the ear] and pierces the
air, and, in the case of the latter, the thickness of the body [of the strings] and
the heaviness of their motions and slow speed [do not allow penetration]. Since
the notes have high (hadd) and low (thagil) pitches that result from the solid
(sulb) and the soft (layyin) [strings], the fast (sari*) and the slow (bat?’) [vibra-
tions], that is, the light (khafif ) and heavy (thagil) ones, they made strings for
them to relate to and for them to resemble (haka); that is, to imitate and corre-
spond to the light and the heavy.

The notes in the two zirs,! the red and the yellow, have all the notes there
are; with them, we could to dispense with the notes of the other two strings,

1 He meant the zir and the mathna.
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namely, the mathlath and the bamm,? except that they give the replica at the
lower octaves of the notes of the zir and the mathna, and they are needed to
accompany the register of older throats and the bass notes.

The strings have been divided into two levels: one high [extracted from the
mathna and the zir] and one low [extracted from the bamm and the mathlath).
Every high note has a corresponding note | at the lower octave; thus, they are
[octave] consonants, and each has its place in the melody.

Fidarus (Pindar) the musician said that we have made the strings four in
number | so they compare to the four humors inherent in humans. We have
set the zir string to correspond to courage, and courage corresponds to yellow
bile; the mathna string corresponds to justice (‘ad!(),® and justice corresponds
to blood; the mathlath string corresponds to virtue, and virtue corresponds
to phlegm; the bamm string corresponds to gentleness, and gentleness cor-
responds to black bile. Happiness and tarab are associated with the mathna,
cowardliness is associated with the mathlath, sadness is associated with the
bamm, and hardness and boldness are associated with the zir. 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 and good deeds; the scope
of cowardliness includes humiliation and avarice; the scope of sadness includes
the cessation of desire,* and the abasement of the soul. We have made four
[strings] plus four [strings] to replace one with the other.?

The modes of the melodies should be in harmony with the character of the
strings in relation to heaviness and lightness, heat and cold, and other fac-
tors mentioned before. So if these melodies are used | harmoniously with the
strings, then the human body will be moved from humor to humor, and the
souls from one state to another. This is the utmost aim of this art.

2 Al-Tifashi wrongly has mathna instead of bamm.

Bulus al-Bizanti also has ‘adl (Kazemi, Die Bewegte 252, 311) but Ibn al-Tahhan has love
(ghazal) (Hawi fol. gob; Sawa, Encompasser 218). For a longer passage from al-Kindi about
the same topic, see Sawa, Encompasser 218.

4 Inlbnal-Tahhan thisis different and shorter: the scope of cowardliness includes the cessation
of desire. (Hawt fol. gob; Sawa, Encompasser 219).

5 Itis clearer in Ibn al-Tahhan: the idea is to have four double strings out of precaution should
one string break, and also to add a fuller and richer sound (Hawi fols. gob—g1a; Sawa, Encom-
passer 219).

6 This paragraph does not occur in Ibn al-Tahhan.
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CHAPTER 42

At What Time Should Singing Slave Girls Be Invited
to Sing [fol. 106; al-Sillami 235-236]

[In this short chapter, the seasons determine the time of singing, |

It was said that the singing slave girl should be invited to sing during the day in
the summer season, and during the night in the winter season. Modern poets
and other have said:

He forgave people who listened to music

... 1 to singing

The young lady comes at noon

And farewell happens at night

If I wish to be happy, and have

The boon companions desiring to listen to her singing

She would be invited during the day in the summer season
And at night in the winter season.

In a conversation, Abu Hilal al-‘Askari said from Sahl b. al-Marzuban:2

Ahmad b. Abi Tahir® [204—280/818-883] met at my place with [the poet]
al-Nashi [d. 293/906] and Muhammad b. ‘Aras* [d. 280/883] | and I invited a
songstress for them. She came accompanied by a singing slave girl (gayna) who
had a most beautiful body, the like of which no one has ever seen. After they
drank, al-Nashi took a piece of paper and wrote:

I sacrifice myself [if they treat you unjustly] and share your [beauty with
others]

1 There is a lacuna in the ms.

2 Al-Sillami makes an important remark (n. 3), that it could not be Sahl b. al-Marzaban [d.
ca. 420/1030] since al-Nashi (mentioned one line later), who died in 293/906, was present at
the meeting. More likely it was Muhammad b. Khalaf b. al-Marzaban [d. 309/921]. Al-Nashi,
originally from al-Anbar, lived in Baghdad, then Cairo; he was good poet and a scholar of lit-
erature, religion, and logic (al-Sillami 352).

3 He was a historian who lived in Baghdad (al-Sillami 342).

4 He was a writer and a poet who lived in Samarra (al-Sillami 344).
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They would thus drive away eyes from looking at you

You drive our eyes away from others

But can the eye look at any other than you

Have they not read, woe unto them, that they see

The revelation of your beauty emanating from your cheeks.

We were enamored with these verses when Ibn Abi Tahir said: “You did well
and excelled. I envy you for them and by God I am not going to sit [here any

further]. He stood up and left immediately and never returned to drink after
that day!”



107
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CHAPTER 43

Wonderful and Beautiful Poems about the
Description of Singing, Singers, and Their
Instruments' [fols. 107—111; al-Sillami 237-250]

[In these poems the singer’s voice is like a nightingale or is moist like morn-
ing blossoms. The concepts of aesthetics and tarab are mentioned, as are per-
formances of lute and tambourine, tuning, how singing and drinking go well
together; how the face of the singer is compared to the moon, and the body to
a branch.]

[A poem by] || Aba Tammam [follows]:?

She came with a face like the moon

Over a figure as if it were a branch

Whenever she appeared in our majlis

There appeared a baby suffering a relapse in her lap (witn)3
She sang and no limbs were left*

But I wished they were ears.

Abu 1-Hasan ‘Ali b. ‘Abd al-Samad al-Munajjim [d. 399/1009]° [wrote this po-
em|:

She sang and hid her voice in her lute
As if the two sounds are the sound of the lute

1 The title in the table of contents and copy B have “Beautiful Poems about the Descriptions of

Singing and Singers” (al-Sillami 237 n. 1).

For different attributions of this poem, see al-Sillami 237 n. 2.

Itis very likely wann, another name for the lute, as in Ibn Salama (Kitab al-Malahi 24). Accord-
ing to al-Sillami (237 n. 3), copy B and another variant have wathan (a graven image or idol).
The variant from copy B reads as follows: “And there appeared in her lap a graven image or an
idol.” The other variant has different first and second hemistiches: “Whenever she sat erect //
Because of her beauty, her posture looked like a graven image or an idol.”

4 This likely means that the limbs of the audience were shaken by the power of her singing.

5 He was knowledgeable in astronomy and befriended the Fatimid caliph al-Hakim [375-
411/985-1021] (al-Sillami 351). For variants of his name, see al-Sillami 238 n. 1. Klein gives the
death date of the author as 362/963 and has one more line of poetry (Musical instruments
69-70).
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A young and delicate lady, she commands her lute which obeys her

Always, and follows her like a devoted lover

Her voice is more moist than the morning’s blossoms

More delicate than the spreading of common praise (al-thana (-
ma‘hud)®

The two sounds when they melded were akin

To the rain from the clouds mixed with the daughter of the vine.

[A poem by] Ibn Waki* [d. 383/1003] [follows]:”

In the company of a singer whose strings have sworn

Not to be out of tune with the sound of the mizmar

Clever, he moves every restful member [of the body]

The way he moves the restful strings

He sings and if he visits the gentle people

They would sell all dignity with their kind foolishness

His best singing is not that which one concentrates on and listens to
attentively

But that which makes the heart fly in every way.

[This is a poem by] Ibn al-Rami [d. ca. 283/896]:

As if the tenderness of what one hears from her

Is like the tender complaint that preceded one’s tears

As if she sang to the morning sun

She would clothe it with the robe of honor because of her beauty.

[This is a poem by] Ibn al-Mu‘tazz:

Between their drinking cups, there is a short conversation
It is magic and no other talk can replace it

Singing that rushes the drinking, [one] cup after another®
Like the pigeon cooing over the branch.

6 Klein has: “more delicate than the fragrance of al-thana al-ma‘hid” but does not translate the
Arabic (Musical instruments 69).

7 He was a good poet; he was born and died in Egypt, and spent time in Baghdad (al-Sillami
354)-

8 Al-Sillami (240 n. 1) interprets it differently: “Singing rushes relaxation by drinking.”
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[This is a poem by] Abii ‘Abada al-Buhturl [206—284/821-898]:

They sang with sick

Glances from passionate love that was not reciprocated

We reached a state of tarab from their singing before hearing the
[sounds of the] mathna strings

We were intoxicated before we drank wine.

a-S2q1  [This is a poem by] Abit Tammam:®

A songstress feeds the ears with beauty

She saddens my liver so I did not restrain [my aspiration to] her sublim-
ity

I spent the night as if blind and tormented

In loving the beautiful women and not seeing them.

Another poem [states]:10

A singer keeps the height of happiness

Between us with the heavy and hazaj rhythms

He made me attain my wish of listening pleasure

To the plaintive sound of the strings, nay, and harp

Morning came with its power

Over the darkness of night, it appeared and shone
a-$ 242 It breaks open one buttonhole after another

And ascends one stair after another.

Another poem [follows]:!!

Our night when the cups were moving hastily, rushed

By the art of singing, which urges one to the bottle

My temptation was driven incessantly, in a frenzy to meet her
I put my sanity in her protection until the morning.

9 For variants and a longer poem, see Klein, Musical instruments 61. See also al-Sillami 85
for a change of hemistiches.

10  This poem is by al-Raffa’ al-Sirr1 (al-Sillami 241 1. 6).

11 This poem is by al-Buhturi (al-Sillami 242 n. 2).
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[This is a poem by] al-Antaki [d. 399/1009]:1?

A lute accompanied a mizmar melody

More beautiful than pleasant circumstances, and more fulfilling after
hardship

It fills poetry with praiseworthy words about him from a poet

Which break forth talking about him loudly and publicly

He has not rushed every plucking of his strings up and down

But profited by much commotion and more string plucking

His mother feels compassion for him and addresses him

Secretly, so he reveals this confidential conversation

If it goes out of tune, his ears adjust out of compassion for it

From disgrace and shame of being detuned.

[This is] a poem by Abu I-Hasan al-Siqilli I-Balawi [d. before 500/106]'® about

a singer who set one of his poems to music:

I sacrifice myself to the one who sang to a poem with such musical
purity

The cup of wine was enamored with his beauty

I hope these days come back and unite us

As they have united my poem with his melody.

[These verses are by] Ibn al-Rami:1#

It was said to me, renew a suggestion to her
As if every song comes from a suggestion.

[This is a poem by] Ibn al-Ram:

12
13
14

She came to you with narcissus and roses

In their seasons, so drink satisfactorily to quench your thirst
While you were listening to wonderful music that moves you
More pleasant than [even a] successful meeting

[Do not drink] from cheeks blackened by a beard

But from flowery and rosy cheeks.

He was a poet who excelled in seriousness, jest, and shameless pleasures (al-Sillami 328).
He was a well-known poet living in Sicily (al-Sillami 341).

Al-Sillami (243 n. 6) did not find this poem in Ibn al-Ram’s collection, and says that the
poet is al-Raffa’ al-Sirr1 b. Ahmad al-Kind1.

109

a-S 243

a-S 244
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This is a poem by] Abt Nuwas:
p y

I do not drink [from] the cup unless there is

A singer singing the best poems

Make the lute speak, for it has been silent for a while
Entertainment does not happen unless the lute speaks.

a-S245 Another poem [states]:!®

I sacrifice myself to you, O most beautiful man
And best person to take as a beloved
Truly your face attracts the eyes to look at it for a while
And your voice is a pleasure for the ears because of its sweetness
A lady asked me to describe you, we said
Your characteristics are a wonder of wonders
110 People gazed at you as if you are a gazelle, you sing like a nightingale
You appear like bountiful rain (shaga’iq)' and walk straight like a wand.

a-S246 [This is a poem by] Ibn Qalaqis:'”

He passed his right hand on the large tambourine (¢ar)
Touched it with the best touch

He continued tapping with one finger

As an adequate substitute for five fingers

Tell people about a shining moon

Playing with a full moon under the sun.!8

Another [poem by Ibn Qalaqis follows]:1¥

15 For various attributions, see al-Sillami 245 n. 1.

16 This could refer to a tract of land between two tracts of sand producing herbage; a slice
cut off of a melon; it could also be short for shaga‘iq al-nu‘man (red anemones) (Lane, An
Arabic-English lexicon 1v:1578).

17  He was a noble and gentle poet; he was born and grew up in Alexandria, then moved to
Cairo and was patronized by princes; he traveled to Sicily and left a memoir about his
travel there (Rizzitano, Ibn Kalakis, E12 al-Sillami 346).

18  The shining moon relates to the beautiful face of the tambourine player; the full moon
relates to the large tambourine.

19  The same poem with minor variations appears in the chapter on dance, where the poem
describes a dancer who sings, dances, and plays the tambourine all at the same time (al-
Sillami 286).



WONDERFUL AND BEAUTIFUL POEMS ABOUT THE DESCRIPTION 143

A slender [male dancer] kept all my love

Even though he gave me presents, [in the end] he left me

He walked with a swinging gait, and do not forget [to compare him
with] the branches and their suppleness (/)20

He [danced to] the ornamented repetitions (rajjaa) of melodies
(alhan)? so do not [even] mention the pigeons [as he is more active
than their twittering]

It is wondrous when his right hand beats his tambourine

He sends it like thunder and makes it look like lightning.22

Another poem [states]:23

By God the days when we made a speech about its smoothness
In his shade with a sweet cold drink

Together with melodious notes aiding (khafir)?* the drinking
There is no good for a drinker unless he drinks cup after cup.

[This is a poem by] al-Rusafi I-Balansi [d. 572/1177]:2°

A musician performing (mutarih)?¢ a melody, his fingertips touching

And plucking [the strings] with much beauty and dignity?”

He prevents the pigeon [because of the musical tarab] from going to its
nest

Though the livelihood of its offspring is in its beak.

[This is a poem by] al-Najim [d. 314/926]:

20
21

22

23

24

25

26
27

The same poem has [if (fibrils) (al-Sillami 286).

The same poem has aswat (songs) (al-Sillami 286). For the extremely important concept
of ornamented repetition being borrowed from music and applied to dancing, see p. 175,
n.38; al-Sillami 291.

The same poem has: “You would hear it like thunder and see it like lightning” (al-Sillam1
286).

Al-Sillami (247 n. 1) attributes it to Abti Tammam praising the poet and writer al-Hasan b.
Wahb [d. ca. 250/865].

Lit., one who protects, saves, seeks (Lane, An Arabic-English lexicon 11: 772).

He was a poet from Rusafa (near Valencia) who spent his life in Andalusia, he wrote pan-
egyrics and composed poems in the style of the classical gasida (Garulo, al-Rusafi, E13
al-Sillami 337).

Lit., “exchanging,” or “teaching”

I wish to thank Dr. al-Sillami for clarifying the meaning of this line of poetry.

a-S 247

a-S 248
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She comes up with songs about a person blaming [his beloved]
Always with joy for the souls

She sings and we dance with our heads to her singing

And we point with the cups.

[This is a poem by] Ibn al-Qaysarani [478-548/1085-1153]:28

By God if people are honest and just with themselves

They would give you what they saved and safeguarded

When you sing in their majlis, you are

But the breeze of the easterly wind and the people are but branches.

[Another poem states]:2°

The moon at night spent its time prostrating (kharra)3° itself to him
because of his beauty

And the big rock spent the early morning melting away to his melody

And if he appears, it is as if he is Joseph

And if he sings, it is as if he is David.3!

On the subject of rhythms ... and what was said:32

He sang, and his rhythm

Was extremely eloquent33

As if his hand were a mouth
And his wand (gadib) a tongue.

[This is a poem by] Abu Malik al-A'raj [d. 117/735]:

28

29
30
31

32
33

He was born in ‘Akka and was the superintendent of the mechanical clocks in Damascus,
then he lived in Aleppo, and died in Damascus. He was knowledgeable in the traditions,
in astronomy, geometry, and arithmetic. His poetry includes many panegyrics for princes
and important people (Schacht, Ibn al-Kaysarani, E12).

For various attributions, see al-Sillami 249 n. 1.

It can also mean to trickle.

These are allusions to the Bible verse in which Joseph is beautiful and David is known for
having a nice voice.

For various attributions, see al-Sillami 249 n. 6.

That is, “was eloquent [in rhythm] though [this eloquence was not as great] as his
speech/logic.
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Playing and speaking from among the lute (kiran)
From a split piece of thin white [wood]

If it sings old or new

The pocket has no protection from your palms.3+

[This is a poem by] Abti ‘Ali I-Hasan b. Abi I-Tayyib [d. 458/1066]:3%

A singer producing much tarab, his voice and mouth
Have combined all the good qualities

If his voice were not marvelous

God would not have filled his mouth with pearls.

Ibn Isra’ll al-Dimashqi [603—677/1206—1278]3 recited to me one of his poems
about a songstress:

34
35
36

37
38

A handsome and delicate girl, her voice, her singing

And her beauty are all alike, interrelated and splendid

Her fingertips show eloquence, as if

Each finger is a tongue that speaks

She keeps cooing like a pigeon3”

And the one who listens to her is surrounded (mutawwaq)3® by beauty.

This means one is not able to resist giving it a monetary present.

He was a Qur'an commentator born in Nishapur (al-Sillami 342).

He was born and died in Damascus; he wrote love poetry, praised the rulers, traveled exten-
sively, and became a Sufi (al-Sillami 327).

In Arabic poetry, doves or pigeons are well-known metaphors for women.

Lit., “has a necklace around his neck.”
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CHAPTER 44

Poems about Musical Instruments
[fols. 111-116, 145; al-Sillam1 251-265]

[These are colorful poems describing the lute, the pick, the nay, and the tam-
bourines. They also describe the singers and instrumentalists, their perfor-
mances, the metamorphosis of the lute from green branches to the dried wood
used to manufacture the lute, lute tuning and its four strings related—albeit
philosophically but not practically—to the four humors, amorous dialogue
between the lute and the lutenist, and erotic dialogue between the black wood-
wind and the mouth of the player. Some of these poems are also found in Ibn
al-Tahhan.]

The Lute
Al-Hamddni [d. ca. 260/874]! said:

Speaking with a tongue that has no conscience

As if it were a thigh? suspended to a foot

It reveals the mind of someone in discussion

As the eloquence of the word reveals the mind of another.?

Abu 1-“Abbas al-Nashi said:

An effeminate entertains his boon companion with his lute
With the grace of poetry, he creates what pleases the ear

1 He was a poet from Basra, known for his sarcasm and use of the poetic technique of tadmin,
in which the meaning is not clear unless the two verses are considered together (al-Sillami
334).

2 This concerns the parts of the lute that resemble feet and thighs; see the legend of the inven-
tor of the lute, p. 125; al-Sillami 218.

3 The same poem appears in Ibn ‘Abd Rabbihi, except that the second verse has kalam instead
of hadith (discussion) (al-1qd v11: 79); Ibn al-Tahhan has galami (pen) (Hawi fol. 97a; Sawa,
Encompasser 236). Klein 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” (Musical instruments 95-96).

© GEORGE DIMITRI SAWA, 2024 DOI:10.1163/9789004542785_046
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He bends over it as if he were breastfeeding from it

He obsessively devotes himself to performance

He touches [his lute] with his thumb as if

His plucking negates every bad and false thing [coin]

If you look at his left palm, it resembles

The hand of an accountant writing out various types dictated to him*
The pick plucking its strings is like

A roaring pen writing letters in a book.5

[The Basrian poet] ‘Ukasha al-“Ammi [d. ca. 175/791] [wrote]:6

From the palm of a singing slave girl, as if her fingertips

Were made of silver [and look like] the stem of a jujube was set in them”
As if her right hand, if she plucks with it

Tells the left hand to watch and follow.8

A Maghribi poet [wrote]:?

A citron tree smelling like the pleasant scent of aloeswood

My acquaintance with it in the garden is that of a freshly watered tree
(ma’is)!0

When its stems were green, birds sang on them

When they dried up,! the shapely and soft young lady sang using them.

Ibn Qadi Mayla,'? a poet from Ifriqiya said:

10
11

12

Al-Sillami (252 n. 2) gives two variants: “The hand of a writer (secretary) dictating to you,”
and “The hand of an accountant dictating to you.” Klein has another variant: “The hand of
aman counting items” (Musical instruments 82).

Al-Sillami (252 n. 4) and Klein (Musical instruments 81) give another variant: “A pen scrib-
bling letters in a book.”

This poem is among the one hundred songs chosen in k4 111: 256 (al-Sillami 252 n. 6).
Al-Sillami (252 n. 7) and Klein (Musical instruments 82) give a variant: “The tips thereof
dyed with henna, red, like the jujube fruit.”

Klein (Musical instruments 82) has a different interpretation: “Instructs the left palm to
calculate.”

Al-Sillami (253 n. 5) gives his name as Muhammad b. Sa‘id b. Ahmad b. Sharaf al-Judhami
I-Qayrawani [390—460/1000-1068].

The ma’is is a large tree whose wood was used to make camel seats.

That is, they became wood, ready to be used to manufacture the lute. See also Klein’s excel-
lent commentary on this poem (Musical instruments 22—23).

He imitated the style of ‘Umar b. Abi Rabi‘a (al-Sillami 346).

a-S 252

a-S 253

a-S 254
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She came with a lute, talked tenderly into it, and it brought her joy
Look at the wonders that trees can bring!3

Birds sang clearly on their fresh branches

And when they dried, humans used them to sing

Tarab was produced on it [by the birds] or within it [as a lute]
Stirred by the two speechless ones, the birds and the strings.1*

Ahmad [al-Tifashi] said: “I reflected about these two poems to His Highness the
[Egyptian judge and] great master Sayf al-Din b. Malih [d. 606/1209], may God

sanctify his soul. He replied in his own handwriting with this poem, but I have
no idea which of the two poets raided the other’s poem.”

A huge tree created a friendly atmosphere for people, its fruits yielded

Twittering which the boon companions and table companions!> har-
vested

Birds sang on it when it was tender and moist

When it dried up, people used its branches to sing.16

A poet composed a poem about the lute:!”

It is like a foot to a leg

Suspended to a thigh from the buttocks

Hearing it from four strings

Prompting four in an encompassing palm

This lute has more ghunna,'® the other a murmuring (zamzama)'®
sound

The one pure and clean, this one hoarse (sak!).

[This is a poem by] al-Nami [308—388/927-1008]:20

13

14
15
16

17

18

19
20

The idea is that lutes are made of wood from trees and when finally constructed they are
wondrous.

For variants, see al-Sillami 254; Klein, Musical instruments 29.

This can also mean “participants in social gatherings.”

That is, they used the branches to construct the lute.

The same poem, with minor variants, appears in Ibn al-Tahhan (Hawrt fol. g7a; Sawa,
Encompasser 237).

This means half nasality, singing an unvoweled n, they are beautiful voice qualities. Here
the poet attributes a human quality to the lute.

This can also mean singing with a low and soft voice.

He wrote tender poems and was at the court of Sayf al-Dawla [d. 356/967] in Aleppo. For
other attributions, see al-Sillami 256 n. 1.
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It is as if she has on her lap a boy born to her

She embraced him between her upper chest (tara’ib) and her breasts
(lidan)*

Sometime she tickles its belly but if it slips and goes out of tune

She pulls one of its ears?2 [the way a mother does to punish a child].

Another poem [states]:23

Eloquent and sharp without a tongue

Its sound causes relief from grief

Such are the musical instruments, except that the nature [of the lute]

Is made up of four, like the humors of the human being

The zir is the first [string], its longing

Is like the complaints of the lover and the intoxication of the drunk per-
son

The mathna®* is laughing and playing

And blamed in a way [that made] the two palms give up on it

The mathlath is the sad one, fond of crying

Wilted like a helpless person

The bamm lowers its voice as if it were

A feeble camel moaning from the pain of abandonment

Look at the opposites, how they are made up

According to nature and akin to those of the humans.

Another poem [states]:25

21

22

23

24

25

Hollow, its plaintive sound desired, it is light

Its motions cause us tarab

It has many different tongues put together but not of its genus
It becomes hostile if the plucking is heavy

The word tara’ib refers to the part of the breast that is the place of the collar or necklace,
or the part that is between the two breasts and the collar (Lane, An Arabic-English lexicon
I: 301); the word lidan means soft and supple, so it likely means the breasts.

The ears are a metaphor for the pegs. See also Klein’s discussion about this image (Musical
instruments 53).

This poem is by al-Raffa’ al-Sirr1 (al-Sillami 256 n. 8).

Mathna is in the dual form; it may mean a double string, but al-Sillami (257 n. 1) has
another explanation, namely that the dual form refers to both the mathna and the math-
lath.

Al-Sillami (257 n. 3) attributes this poem to Kushajim.

a-S 257
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A person with an agreeable nature hugs it between the boon compan-
ions

Its life and death are like bosoms to her

If she plucks it, she wakes it up from sleep

And if she does not, it continues in its slumber for a long time

She pulled its pegs?6 and tuned it well

For its sounds to reach our ears.

Another poem [states]:27

Lean waist, hollow

Its neck is a portion (shatr)?® of the whole

Its words are those of a lover

Who complain about the one abandoning him
The hand of a young man made it speak

He is a magician with dreamy eyes

He told from his heart

What happened in his mind?

[This is a poem by] Maslama b. al-Walid:

A lute longed for her, and it revealed her secret
As if it had the soft leg of a slave girl on it.

[This is a poem by] Jahza [ca. 224—324/839—936]:2°

A lute that stirs the emotion, has beautiful ornamentations3°
[Is] eloquent in what it says though it is dumb

If the right hand suggests an idea and whispered [it]

The left hand will show what it whispered.

[This is a poem by] Kushajim:

26

27
28

29

30

Lit., “pulled its ears.”

Al-Sillami (258 n. 2) attributes this poem to Kushajim.

Klein has a variant from the original collection of Kushajim,; that is, dif, meaning double
or twice. As such, then, the poem describes the tunbir, a long-necked lute as correctly
remarked by Klein (Musical instruments 45-46).

He was a descendant from the Barmakid family, a man of letters, music historian, and
singer (al-Sillami 331).

This refers to both musical ornament and inlaid work.
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By my father, I shall protect you from accidents and ruin
O lute, but even from knocking (tarig) accidents®!

It distressed the singing of the moaning as if

They were two people ardently in love complaining

It is singing, the support of its tongue is in its ears

Who has seen an ear supporting a tongue

Its parts are light, its body has no

Weight to tip the scale of a balance

As if its handle (neck) were a splint set on a forearm
Tailored from pearls and pure gold

Its chest has two eyes carved out of it

And on its throat rings of frets are set into [it]

No wonder, our companion and master singing slave girl
Will remain, and the best lute will perish.32

[Another poem states]:33

Has not the tambourine been seen as repulsive, and much more inferior

It expressed many regrets [for] not being a lute, and how honorable the
lute is

Its place of rest is between the throat of the singing slave girl

And the limit of her plentiful and plump (mutrafa) thighs3+

Fingers that are refined and thin

Play into the necklace of its strings

Like the seasoned (doctor) checking the pulse of the arteries

To know the healthy from the weak

Its strings whisper to you with their sounds

Its tongues supply you with its letters

If the drum or the tambourine express

A sound, the lute will lock it out and alter it.

What was said about the picks (midrab) of the lute?

31
32
33

34

This can also mean unexpected accidents.

That is, it will perish, figuratively, from much playing.

Al-Sillami (260 n. 2) mentions that this poem was written on a separate page, and that he
added it here because it fits the subject.

Mutrafa also means enjoying a plentiful, pleasant, easy, soft, or delicate life; luxurious or
indulging in the pleasures of the present life and its appetites, or eager desires (Lane, An
Arabic-English lexicon 1: 304).

a-S 260
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a-S261 Kushajim gave a person a pick as a gift and wrote on it:

O bragging person showing much excellence

Be nice to a person who likes you because you are a kind man

By accepting a pick that awarded you with its grace

Nicely disposed, snatched away, and cut into strips33

It imitates you when it struts in an entertaining way

It moves to and fro with a swinging gait between your undergarments
and your necklace

Do not insult me with the answer of the envious

May you be redeemed from every envious person and envious act

I am not giving it to you as a gift, O object of my desire, but

I gave it as a present to the lute.

Zafir al-Judhami, known as Ibn al-Haddad [d. 529/1134]3¢ wrote about the lute
picks:

Look at the wisdom of the craftsmen making me3”

And listen to the splendors of what comes out of me38

I cause much tarab even to listeners who are not moved

But with the rattle [of the lance] of a young man in the heart of a hero.3°

He also wrote:

I am the tongue of the lute

That the singing slave girls have tuned
a-S 262 If the ear asks about it

Then I am the translator.

35  Picks are made from water buffalo horns and cut into thin strips. In the medieval era, they
were made of wood, until Ziryab substituted them with an eagle quill (Farmer, History 130;
Reynolds, The Musical heritage 62).

36  He was a poet from Alexandria as well as an ironsmith (haddad), hence his name Ibn al-
Haddad (al-Sillami 332).

37  Thatis, the pick.

38  Well-made picks are extremely important. My ganun teacher, the late Mustafa Kamil,
made me wonderful picks and advised me to make sure picks are thin and flexible—
usually by being sanded down then soaked in oil overnight—to produce a nice round
sound. The eminent ganun player, the late Mustafa Bey Rida [1882—1950] gave the same
advice in his Kitab al-Qanun13.1was honored that my first ganin teacher, the late Muham-
mad al-Sa‘duni, was his student.

39  I'wish to thank Dr. al-Sillami for clarifying the meaning of this line.
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He also wrote:

I am the key to the musical instruments, the entertainment, and the
tarab

My appearance is grace, my actions are wonders

I am in the majlis of a king whose

Persona comprises beauty, goodness, and refinement.

[Another poem states]:#9

If the pick calls to prayers, the pitchers

Would pray for our cups, and the pitchers may laugh during the prayers

The strings plucked by a singing slave girl sang to the sound of the
woodwind

Making young men desire young women

Life is but cups of wine

Mixed with sweet water.*!

Poems about woodwinds [follow]:

Ibn al-Mu‘tazz [wrote]:*2

The best presents of the ears

To the souls

Are alute, a nay, and a throat

In tune and in complete harmony.

He has a poem about the nay:

40

41

42

43
44

The one playing the nay and endowed with a radiant face*?
Beloved are her eyes and flirtations*#

Al-Sillami (262 n. 1, 338) mentions that al-Raffa’ al-Sir attributed it to Aba Zura al-
Dimashqi [d. 280/893] who was a renowned scholar of hadith.

Klein remarked that wine was mixed with water so that banquets could last longer (Musi-
cal instruments 70).

For another attribution, see al-Sillami 262 n. 5.

In Ibn al-Tahhan the word is color instead of face (Hawi fol. 107a; Sawa, Encompasser 272).
Klein interprets this verse as, “Coquettish, beloved by all who look at her” (Musical instru-
ments 55).

16

a-S 263
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As if she is kissing her child
Born of adultery with a black man.

Abu ‘Uthman al-Najim#® [wrote]:

A black [instrument] in the palm of a slender and shapely woman
Marvelous*® and with an unappreciated nature

If she entrusts her secret with it.

The best course*” for it would be to divulge it.

Abit ‘Abdallah Muhammad b. ‘Amir*8 [wrote]:

A wind player sends from his nay
Joy to the hearts of people

As if Israfil with his nay

Blows souls into the dead.

Al-Sharif Abu l-Hasan al-‘Uqayli [d. ca. 450/1058] [states]:*°

A wind player whose rebuker lies about him

What I like are the wonders of his playing

Polite, light-natured

His eyebrows hide the sight of the onlookers [looking] toward him
His moustache inebriates the one ‘drinking’ his music

As if his nays melt people away.

Ibn al-Naqid [d. 642/1245]°° wrote a poem about a female wind player:5!

45  Al-Sillami (263 n. 4) mentions that it could also have been written by Ibn al-Mu‘tazz; Klein
also has a variant of this poem (Musical instruments 66).

46 Ibn al-Tahhan has zar7 (poor) instead of badi* (marvelous) (Hawt fol. 107a; Sawa, Encom-
passer 272).

47  Ibn al-Tahhan has aysar (easier) instead of ahsan (best) (Hawi fol. 107a; Sawa, Encom-
passer 271). It also has an extra line.

48  Al-Sillami (263 n. 5) mentions that he could not find a poet by this name, and thinks
that it is likely an Andalusian emir, al-Mansar b. Abi ‘Amir Muhammad b. ‘Abdallah [326—
382/938-1002].

49  He was from Fustat and famous for his similes and metaphors (al-Sillami 344).

50  He was a vizier who chanted the Qur'an, and was a good calligrapher, writer, and rhetori-
cian (al-Sillami 352).

51  Thisis followed by an obscure sentence: “It is the one that preceded the other, (or the last),
the first.”
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Another poem [states]:53

... like the tears from each onlooker

On her cheeks ...

She thinks of the brilliance of the lightning as a passion for her love
Because of the multitude ... of broken52 hearts.

145
a-S 265

When she saw a shortcoming [in the beauty of] the full moon

She smiled and said, is this really true? ...

It is as if the blackness of the woodwind contrasting with the light of
her face

When her mouth embraced it the way a person embraces [another]

The luck of a black diver made him reach [for]

Pearls, whose sea shell split into many sections.>*

Ibn Sukkara [d. 385/995] said about a wind player:

“Beauty and beneficence do not combine

In an agreeable way except in consolation (salwa’)5®

If my soul is far from her body

The faraway person will return to me with the help of the nay.”

Ya‘qab b. Sabir al-Baghdadi [al-Manjaniqi] [554—626/1158-1229]%6 [wrote]:

52
53

54
55
56

57

A wind player stayed overnight as our boon companion
His state was between drunk and inebriated

Wine kills us and we come alive with it

It is as if it is blowing the horn.57

Lit., “dug hearts.”

Al-Sillami (265 n.1) attributes verses 2 and 3 to the emir Ibn al-Sallar [d. 632/1234] of Dam-
ascus.

These are likely metaphors: the black diver is the woodwind, the split sea shell is the
player’s beautiful teeth.

In the poet’s collection this is “my distress” (balway); see online: https://www.aldiwan.net/
poem83697.html.

He was born and died in Baghdad; he praised caliphs and rulers, and was skilled at con-
structing the mangonels, hence his name al-Manjaniqi (al-Sillami 341).

This is an allusion to the blowing of the horn on the day of judgment.
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CHAPTER 45

Good Satires Mentioned about Mediocre Singers
and Wind Players (Zamara)
[fols. 145-146; al-Sillami 267—272]

[This is a most hilarious chapter with nasty satire about singers and ray play-
ers: getting off rhythm, cold singing that makes the fire go cold, barking on the
lute, and wind players that smell like a washroom and sound like a fart!]

About a singer, Abu Nuwas said:

I saw al-Riyash1! in a majlis

I found him odious and repugnant?

He said: “Suggest to me what you desire”
I said: “I suggest to you silence.”

Another poem [states]:3

He barked on his lute

As if his lutes were more like a dog

His companions think that in his throat

There is a chicken strangled by a fox

I am astonished at him but

More astonished about those who attend [his performance].

Another poem [states]:#

Like Abi -Musamma when he sings
He sounds like a person sneezing when exposed to the sun

1 Al-Zirikli gives his dates as 177-257/793-871 (al-Alam 111: 264); he must have been quite young
at this time, compared to Aba Nuwas. More likely it is al-Raqashi (see online: https://www
.aldiwan.net/poem27411.html); al-Zirikli gives al-Raqashi’s dates as d. ca. 200/815 (al-Alam v:
150). Al-Sillami (267 n. 3) has the alternate name al-BitaqL

2 This can also be translated as: “He hated me and loathed me.”

For the debate about the authorship of the poem, and slight variants from another source,
see al-Sillam1 267 n. 3.

4 Tbn ‘Abd Rabbihi attributes this poem to Abti Nuwas and has a few variants (al-Sillami 268

nn. 2—4).
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He chews with his singing, time and again
As if his singing suffers from a toothache.

Al-Buhturi said about a quarrelsome singer:

He behaves badly in the majalis then sings

But cannot sing a straight melody

[It is a wonder that] he receives the favors of the songstresses
And the favors of the boon companions with cups of wine.

Another poem [states]:>

A singer who sings

Increases the grief of young people
The luckiest boon companions
Are the deaf ones.

Another poem [states]:

A singer causes people to inherit
Anxiety and grief

If he were to sing in a fire

It would become cold and safe.

[This is another poem by] al-Sharif al-‘Uqayli:

An entertainer distracted us when

He sang with a foolhardy voice

If correctness is beyond him

He turns away from the [correct] path

He gets off every rhythm

May God make him fall when he tries to get out of a difficult situation.

He has another poem:

A singer whose playing is more painful
Than the beating of a whip

5 This poem is by Dibil al-KhuzaT [148—246/765-860]. For slight variations in other sources,
see al-Sillam1 269 nn. 1—4.

a-S 269
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When he leaves, [by then]®
The soul will be languid.

[He also composed this poem]:

A wind player suffering from halitosis is also an idiot
He is neither pleasant nor graceful

He blows into his nay in a feeble way

His breath smells like a washroom.”

[This is a poem by] Ibn Qalagis:

You toiled and brought us nothing

What would it be if you were to take a rest?

Please do not do much of the impossible

With your blowing, even when you do it correctly it sounds like a fart.

This is another poem by him:
Our wind player, if he wishes to honor us
Would not play if interrupted
He came early with his nay, by God if only

He went early to a faraway place, to play all he wants.?

Ibn al-Sa‘ati [604/1273]° composed a poem about a singer with a nice appear-
ance but an ugly voice:

[A singer] endowed with a beautiful physical constitution but with a
rough throat!©

... from him ... and the other for love (‘ishq) [or sinfulness ( fisq)]."

6 This can also be translated as: “If he gets off [the rhythm].”

For minor variants, see al-Sillami 270 nn. 3—5. This poem is followed (on 271) by a poem
written by Ibn al-Riimi, but only the rhymes are readable; thus it is not useful to translate
them here.
Lit., “He came early to a faraway place, and should not be forbidden from playing.”
He was from Egypt and his father was a watchmaker, hence his name al-Sa‘ati; al-Sillami
(272 n.1, 339) could not find this verse in al-Sa‘ati’s collection.

10  The second hemistich has lacunae and reads as follows: “... from him ... and the other for
love [sinfulness].”

11 The square bracket is from al-Sillami, it seems the word is unclear, it could be shq or fisq.



CHAPTER 46

Dance and the Requirements the Dancer Must
Fulfill to Be Free of Mistakes and Imperfections;
Mention of Excellent Skills; Mention of the Types
Used in Various Regions and Countries'

[fols. 147-154; al-Sillam1 273—280]

[This is truly one of the most priceless chapters in this treatise. It supplies
the lost chapter of Ibn al-Tahhan on dance, as well as a chapter from a lost
work of Ibn Khurdadhbih, also on dance. In addition, al-Tifash1’s exposition
on the requirements of a good dancer is more comprehensive than the one in
al-Mas‘adT’s oration on dance in the majlis of the caliph al-Mu‘tamid [ca. 229-
279/843-892].2 Al-Tifashi’s exposition supersedes al-Mas‘ad1’s in the fact that
he mentions the combinations of body parts moving during the dance; he men-
tions the set up of the three dances: solo, duo, and group and their character-
istics; he provides important details about foot work, speech, and instruments
added to the dancers’ performance; he gives advice on the beginning and end-
ing tempi; tricks used when tired; full knowledge of music and cadences; and
how to circumvent jealous musicians who try to harm the dancer by altering
the pre-composed piece. Al-Mas‘adT’s oration, although shorter, still provides
important details missing in al-Tifashi; these appear in the footnotes.]

The first thing the dancer needs is to enter properly with the rhythm3 (al-
dukhul fi l-iga‘), then to have the suppleness of the sides of the body, grace,
and agility (rashdqa), good nature, [the ability] to lift the dress [while danc-
ing and turning], the tranquility of the soul [and courage to overcome fright]
(sukun al-jash), erect figure, strength of heart, calm looks, sprightliness and
agility of the body, beautiful manner of speaking,* dignified character, knowl-

1 Neubauer and Neubauer, Arab music 441-451 provide a very useful list of publications about
art objects depicting music instruments, musicians, and dancers.

2 Al-Mas‘adT’s oration appears in an appendix.

3 Itisnot clear here if thythm refers to the percussion rhythm that today precedes the melody,
or if rhythm refers to the rhythm of the melody.

4 Itis not clear here if this applies to speech while dancing or while talking with guests in a
maylis. It may also mean good diction while singing and dancing.
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edge of melodies, melodic and rhythmic modes, and what constitutes good
singing and good instrumental performance. [In addition,] he or she should
be extremely careful not to get off rhythm; should be accomplished in his or
her dance; should combine the strength and firmness of feet with the beauty
of the shoulder [movements], agility, and the lightness of the foot work and
steps; [should] be graceful in putting down and raising the feet, turning around
beautifully, showing the folds of the dress as a result of turning; [should] have
the utmost control of the feet when turning; [should dance with the] equality
and symmetry of the movements of the right and left feet; [and should] rely
on rhythmic synchronization at the cadence® when putting down and raising
up the feet. Another way of doing this is to slow down almost to the point of
missing the cadence, then to stealthily catch up with it on time.® Slowing down
or speeding up are | equal [but the opposite of one another], except that slow-
ing down takes more effort and is more difficult, whereas speeding up is more
beautiful and more wonderful.”

Performances (taqlib)® of the feet should be done in three ways: tapping
(nakat)? [the ground] with the extremities of the feet; stomping [the ground]

5 The cadence is the end of a section or the end of the melody.

6 This means by trickery, that is, with much skill. It sounds like a dance syncopation, almost
being off rhythm but getting back to it on time. This dance syncopation mirrors vocal synco-
pation in Ibn al-Tahhan’s treatise (chapter 4 of Hawi fols. 43a—b; Sawa, Encompasser 112-113).
He delineates three types; the second and the third resemble dance syncopation: the first is
performing the note before its time; the second is letting go of the prescribed time for the
note, then catching it before its time lapses; the third is letting go of the prescribed time for
the note, then, out of fear that its time may lapse completely, catching up with it at the last
moment or just before its duration expires, by proceeding in a rushed way before the expi-
ration altogether. He mentions that the third one is the strongest aspect, the most pleasant,
and most concealed. He then adds a very interesting and important remark: each of the three
has a place in the song, and this place depends on the duration of the notes in the song, its
poetic feet, the placement of the words in relation to the notes, and many other details that
cannot be described with words.

7 We find important details in al-Mas‘Gdi that are missing in al-Tifashi, such as the impor-
tance of improvisations and the patience required during the long process of learning and
practicing; the dancer should have a long neck, long side burns, a narrow waist, good body
proportions, and floating belts; he or she should have supple joints and fingers; he or she
should have the ability to sway the side of the body; and should be coquettish and flirtatious.

8 Lit, “rotating, turning around, upturning, turning over, tilting over” (Lane, An Arabic-English
lexicon VII: 2552; Steingass, A learner’s 183; Wehr, A dictionary 784).

9 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 v111: 2846; Stein-
gass, A learner’s 145; Wehr, A dictionary 997). In KA it refers to tapping the rhythm with a
wand: “Ibn Surayj sang and tapped the rhythmic mode with the wand and beat the ground
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forcefully (khabt) with the middle of the feet; and rubbing [the ground] (mash)
with the front (sadr) and back (‘ugb) of the feet.10

The most helpful thing for a dancer is to breathe properly (al-iraha ‘inda al-
nafas)!! and to avoid getting out of breath. He must moderate or temper his
movements so as not to exert himself, and preserve them with gentleness, so
that, when he reaches the fast section, he has full power over it. If he feels tired,
he should go to the easiest dance movements;!? pretend to be occupied fixing
his dress; or altering some of his attire (belt, scarf, etc); or suggest dancing to
another piece.

There are only three situations for the dance: solo, duo, or group dancing.

Solo is the easiest form for the dancers.

The duo is a difficult ensemble if the two dancers are at the same level
of excellence | and refinement. Each must strive to do his best performance
because the eyes of the audience are focused on him, and differentiate his per-
formance over that of the other. As the poet said:

Two opposites when they meet become better
The opposite’s beauty is shown by its opposite.!3

with it” (kA I: 296); “[Ibrahim b. al-Mahdi in the process of composing a song] tapped the
ground with a wand” (ka4 X: 315; Sawa, Anecdotes 52, 270). In short, it is a gentle action and
not a stomping movement.

10  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
transition between steps, even though the text applies to medieval Arabic dancing.” Prof.
Rebecca Cannon (Texas Christian University, Fort Worth, Texas; currently adjunct pro-
fessor 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!” Al-Mas‘tdi adds an important technique, namely, setting the foot down
on the beat or off the beat (see details pp. 190-191).

11 Lit, “to rest in his breathing [while dancing].” Al-Sillami suggested that nafas refers to a
break between two performances (274 n.1). See also the importance of breathing properly
for a singer (chapters 8 and 25); in essence, it is important for the singer to have a good
and full sound, and not to sing out of tune.

12 Here the text has the enigmatic word added, bi-‘aynihi, which means “exactly, resembling”
but this contradicts the meaning of the sentence.

13 According to al-Sillami (274 n. 4) the poet may be Yatim Jamil, but he could not find his
biography or be sure that he was in fact the poet.
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A race horse’s speed and precedence are not apparent when it is running alone
but [are clear] when running with others. With dancing, a dancer should strive
to compete and show [that] he is better than the other member of the duo. The
way to do this is first by beginning to lighten up his efforts, | to preoccupy him-
self with playing the drum using [rhythmic patterns] fitting the original dance
piece. If his colleague exhausts himself and has no energy left, tires himself and
is finished, then he dances in a way that shows him[self] off while his colleague
shows languor and shortcomings. Thus, he will do well, his superiority will be
evident, and he will defeat him.

In group dancing, dancers should see to it that their shoulders and sides are
in sync; their lines should be straight; [they] should turn around symmetri-
cally; their feet should be together harmoniously when they leave, when there
is a pause, a cadence ( jadhdh), or when they come on time and do not linger
(ilmama);'* | they should also be together in section when the music speeds up
so that their movements appear as if they are one person, whether the issue
is the tempo or entering in rhythm [at the beginning of the dance]. In addi-
tion, their speech to one another should be beautiful;'® their movements from
one section of the music to another section should be seamless; they should be
knowledgeable in evaluating the cadences, and their looks, glances, and atten-
tion (étifat)'® should be beautiful.

Praising the singer should be done [by the dancer] in the same tonal level of
the singer. If one of the dancers dances while playing the drum (tab!),'” or cym-
bals and castanets (sanj), or clappers (saffagat),'® orwood blocks (shiz),!® or the
tambourine (duff’), then he must lessen his percussive attacks at the beginning
of the piece, and increase them at the end (munsarif ) when the speed picks up.
Importantly, the dancer playing the drum should hit the edge of the drum with
the mellow and soft places of his voice, and hit the center of the drum at the
loud and intense places.2? He must also hit the drum according to the note he is

14  This is the explanation given by al-Sillami (275 n. 2). For the verb alamma, Steingass (A
learner’s 927) has to alight, dwell, come, arrive; Wehr (A dictionary 877) has to pay a short
visit, stop, stay.

15  This may mean that they are not only dancing but also acting.

16 This can also mean turning, but this word occurred above, and in the context of looks and
glances, it is more likely that the dancers should pay much attention to their dance and
do it aesthetically.

17 This was a double membrane laced drum shaped like an hourglass.

18  For an illustration, see Farmer, Musikgeschichte 56-57.

19 This refers to black wood used to make bowls, combs, bows, and arrows; ebony; walnut-
wood (Lane, An Arabic-English lexicon 1v:1630). Al-Sillami (134 n. 3) mentions that in Tunis
it is a piece of black wood that one strikes to beat the rhythm.

20  These are akin to our modern takks and dumms.
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accompanying. If he is without an instrument, to mark the rhythm, he should
wave with his sleeve, gesture with his hand, and rely also on his fingers and
shoulders. He should match the tone level (key) of the singer [when praising
him] and his style (¢ab‘) so that there will be no dissonance. If he is in the pres-
ence of a caliph, or king, or chief, he will kiss the ground at the cadence [that
is, when the music is over, to show his respect for the patron], and be aware |
of what is sung. He should not dance to a song until he knows its cadence and
the cadence is crystal clear to him.2! | If the dancer dances to the piece without
knowing it, he would be off! Slowness and deliberation bring safety, whereas
speed brings regrets, as the poet said: “To be in a hurry may bring error."22

It may happen that the singer knows the excellence of the dancer very
clearly, so [out of jealousy, and to harm him] he makes the complete cadence
incomplete and abrupt; he may make the incomplete cadence such that it is
connected [to a melody or section from the song]; he may add another cadence
which is not part of the song; he may connect the first verse with the second
one [wrongly, by shortening the time between the two] and shorten (admaja)?3
the cadence; [all these alterations] will ruin the state of the dancer. The dancer
should ascertain the cadence and proceed with caution (tathabbata), separate
it ( fasala) with his feet and feel it (hassa),?* and be vigilant and on his guard
(tayaqqaza) toward the singer.

If the dancer decides to dance fast from the beginning to the end, he would
end at the closing of the song out of breath, weak, and tired. Instead, he should
strut in a swinging gait [slowly] then, when he gets close to the end, speed up.

The Number of Types of Dances, Nations, and Regions That
Created Them
[fols. 151-153; al-Sillam1 277-279]%°

Ibn Khurdadhbih said:26

21 Thisis crucial as the dancer must stop at the cadence when the music stops there.

22 This is the second hemistich of a poem by al-Qutami [d. 130/747] praising the caliph al-
Yazid b. ‘Abd al-Malik [d. 105/724]; the first hemistich is: “The deliberate person may get
some of his wish” (al-Sillami 276 n. 1).

23 Lit, “twist tightly, twine firmly.”

24  Itisunclear how the dancer could separate the cadence, feel it, and give it its correct tim-
ing when the singer is reducing it.

25  This passage is copied from Sawa, Encompasser 282—283, with the permission of the pub-
lisher.

26  This must have been from a book that is now lost because his extant Kitab al-Lahw does
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CHAPTER 46

The dances of the Persians (Furs), the people of Khurasan, Rayy, Tabaris-
tan, al-Jibal, and al-Ahwaz are in the hazaj and khafif rhythmic modes.
And he said that the best Persian dances are the camel (iblf) [type].

For Upper Egypt (Said), it is the continually moving (mura“aj)?” light
(khafif) dance.

The people of Marw have nice dances, as do the people of Yemen.
He?8 said that the fastest (awda“) dances are those of Damascus (Sham).2?

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 tubul.3° They
also have the Kaff dance.

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 pound-
ing]; it is in the makhuri and the second light heavy rhythmic modes.3!
He said there are no dances in the two heavies at all.32

not contain this information. Of his prolific and diverse writings, Kitab al-Nudama’ wa-l-
Jjulasa@’ (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 182-183; Shiloah, The theory 193—
194). These two sources may also have been used by al-Mas‘Gdi in Muraj (v:126-131) for the
oration of Ibn Khurdadhbih in front of the caliph al-Mu‘tamid, and for Ibn Khurdadhbih’s
discussion of instruments and their geographical distribution, caravan songs, tarab, the
attributes of a good singer, and Persian and Arabic modes.

This can also mean agitated, enriched, numerous, flashing continually (Ibn Manzar, Lisan
1669; Steingass A learner’s 420). Al-Sillami (277 n. 9) defined it further as trembling, vio-
lently agitated.

That is, Ibn Khurdadhbih.

This can also refer to Syria. The word awda“can also mean participating actively, and may
imply group dancing.

Tubul is the plural of tabl. Ibn Salama mentioned two types of tubul: kabar and kuba; the
first has one membrane only, and the second is a double-membrane laced drum, shaped
like an hourglass (Ibn Salama, Kitab al-Malahi 27; Sawa, Glossary 279—281; Sawa, Anec-
dotes 53, 460). The daffafa is a type of tambourine (kA vII: 60; Sawa, Glossary 138; Sawa,
Anecdotes 52—53, 386, 442). KA has many anecdotes in which musicians walk while play-
ing tambourines: “The caliph al-Walid b. Yazid walked while playing the tambourine in
the manner of the people of Hijaz” (kA 1X: 274—275); “Al-Gharid [d. ca. 98/716] took the
tambourine, threw it up in the air, and walked slowly in a way that was unmatched” (ka
11: 401; Sawa, Anecdotes 245).

This is redundant because the second light heavy is also called the makhari.

That is, the first and second heavy.
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The people of Rayy have the hobbyhorse dance (kurray).33 The first to take
it up was Kurduk, the sister of Bahram Gur.3* 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 people followed her.

And the people of Tabaristan have the colt (kurra) dance.3®

Dancing (lai6)3% on the horses’ backs is known in India and it is among
their wonders.

Dancing (la‘ib) with ropes is common among the Chinese people.

Here ends what I have copied from the writings of Ibn Khurdadhbih.

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:38

33

34
35
36
37

38

It has reached me that the Persians (Furs), the people of Khurasan, Rayy,
and Tabaristan have beautiful dances. The dances of the Turks in the
above areas are probably similar to them.

Al-Sillami correctly suggests that ukar is the plural of ukra (ball) and as such it may mean
a dance involving balls. A more likely possibility is that ukar derives from kurrah (colt)
and kurraj (hobbyhorse dance), as Ibn Khaldiin mentioned that it was very common in
Baghdad, and that from there it spread to other regions (al-Muqaddima 388). The kurraj is
afigure of a horse attached to a performer’s waist in a pantomime akin to the morris dance
(see kA XVIII: 71-72; Ibn Khaldan al-Mugaddima 388; al-Mas‘adi, Muraj v: 131-132; Sawa,
Anecdotes 316—317, 320—321, 442). Kurra is a Persian word that means colt; it was 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, Anecdotes 316, 320; Shiloah, Réflexions
472).

Kurduk was better known as Gordiya or Kurdiya, and Bahram Gur [r. 420-432] was a
Sasanid king.

See p. 165 n. 33 above.

Lit., “playing.”

This passage is copied from Sawa, Encompasser 257—258, with the permission of the pub-
lisher.

This passage is similar to Ibn Khurdadhbih quoted above, but is more detailed. The con-
tradictions between the two passages appear in footnotes.
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CHAPTER 46

The people of Marw, al-Ahwaz, and Samarqgand have a dance they call
balawi.3°

The people of Damascus (Sham)#® have beautiful dances that they call
marwazi.H

The people of Hijaz and Kufa*? have a dance they call pounding the
safflower (daqq al-‘usfur).43

As for the dances popular [in Egypt], they are the farali,** the sufi, the
baghdadi, and the ibli.%5

As for dancing on a hobbyhorse (ukar),*¢ it is more common in Baghdad
than in Egypt.

Dancing on ropes is common among the Chinese people.

Dancing on [the backs] of horses is common among the Indian people.

As for stomping 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 rhythm because of their difficulty.4®

The word is without diacritical marks; I have reproduced al-Sillami’s suggestion here.
This can also refer to greater Syria.

Lit., “of Marw”; this may refer to a dance style that began in Marw and spread from there.
In 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. 164).

In Ibn Khurdadhbih'’s passage, this is a dance of Marw (see p. 164).

Far‘ali, from furwul (young hyena) means a young hyena-like dance. It is not uncommon
to name dances after animals, such as ibli (camel-like, at the end of the above sentence),
or ibil (camel, as in al-Mas‘adi, Murij v:131-132), or ila’ (related to ayyil, iyyal, or uyyal and
referring to a mountain goat, stag, deer, or bull); see Sawa, Anecdotes 312, 315-321, 442.

In Ibn Khurdadhbih'’s passage this is a dance popular in Persia (see p. 164).

See p.165n. 33

This was previously called k2abt and meant stomping [the ground] forcefully (khabt) with
the middle of the feet; see pp. 160-161; al-Sillami 273.

For the definition of taqlib see p.160 n. 8

These may have been improvised and were thus difficult.
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Marvelous and Pure Poems Composed by Eastern
and Western Poets about All Types of Dances and
Shadow Dances

[fols. 155-157, 135—140, 158-169; al-Sillami 281—-304]

[Al-T1fashi divided dances into two categories, each of which is subdivided into
four types. The first category involves the full body of the dancer: (1) dancing
without accompanying oneself on a musical instrument; (2) the hobbyhorse
dance; (3) dancing on swords, balls, flasks, and ropes; and (4) stomping. The
second category is the shadow dances, which consist of: (1) shadows of the cur-
tain; (2) shadow play; (3) shadows of faces seen at the top of the curtain; and
(4) shadows of figurines seen at the bottom of the curtain. Only the first type is
fully described; the other three involve guesswork. A large part of this chapter
is devoted to poems describing the dancers. ]

Dances are divided into eight different types, but the primary division is of two
genera:

A person dancing with his complete body; a person making images and fig-
urines dance by means of his hands; this is called the shadow dance (rags
al-khayal).!

Each genus is further divided into four types, and each was mentioned in
poetry and prose.2

The first genus is the dancer dancing with his whole body; it is further subdi-

vided into four types:

1. The first type is simple and plain (sadhij); it is the one where the male or
female dancer dances without playing an instrument, or [without] danc-
ing on [something].3 He or she dances on the ground only;

1 Reynolds translated it with the general term puppetry (The musical heritage 203).

2 This is followed by an unreadable sentence to which al-Sillami added question marks.

3 This means the dancer is not dancing on swords, balls, flasks, and ropes, as in the third type
below (al-Sillami 294—297). Reynolds has another interpretation, namely, that the dancer
dances without props (The musical heritage 203). The dancer is dancing to musical accom-
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The second type is dancing with the hobbyhorse (kurraj), which is a
wooden horse;® ... ? ...

| The third type is dancing on swords, balls (ukar),5 glass flasks, and ropes
[and wood blocks, and];®

The fourth type involves stomping (dakk).” |

The First Type of the First Genus: the Simple and Plain [Type of
Dance]

Ahmad al-Tifashi said: I read this paragraph in the book of ‘Ali b. ‘Abd al-
Rahman al-Husarl l-Qayrawani® [d. 453/1061], entitled Zahr al-adab:® Muham-
mad al-Suali [d. 335/846]'0 said:

10

We were in the presence of [the caliph] al-Muktafi [d. 295/908] while he
was drinking. A young and beautiful ghulam wearing earrings danced in
front of him. He admired him because of his beauty and grace and the
correctness of his dancing. Al-Muktafl said: “Does anyone present know

paniment since there are poems in this category in which the dancer dances to the sound
of harps or songs. See pp. 171, 174; al-Sillami 286, 290.

Hobby horses consisted of wooden horse statues beautifully braided and attached to the
edge of the tunics (gaba’) worn by women who imitated riding a horse, attacking each
other, retreating, and fencing with one another. This is among other games performed
at banquets, weddings, feast days, and gatherings for pastime and entertainment. It was
very popular in Baghdad and other cities in Iraq; from there it spread to other places (Ibn
Khaldan, al-Mugaddima 388). See more detail in this chapter, p. 165, n. 33

This is the plural of ukra.

I added the square brackets from the title of this section (al-Sillami 294). In chapter 46,
there is mention of more instruments: a drum (fab(), cymbals and castanets (sanj), clap-
pers (saffagat), wood blocks (shiz), and a tambourine (duff) (al-Sillami 275). For an illus-
tration of a ceremonial dance with goblets and flask, see Farmer, Musikgeschichte 37; this
is from a mural in the domed Harem Room in the Jawsaq palace of the caliph al-Mu‘tasim
in Samarra, Iraq [221-224/836—839]. The use of props in Andalusia should also be noted;
Shiloah mentions that the dancers used small bells, fencing, jugglers’ cups, goblets, and
did gymnastics while holding their shields, and juggled with sabres, swords, spears, and
daggers (Shiloah, Réflexions 470—471).

This was previously called khabt and meant stomping [the ground] forcefully (khabt) with
the middle of the feet (al-Sillami 273); it is similar to the flamenco golpe, see Rebecca Can-
non above.

Al-Sillami (282 n. 2) corrects his name to Abu Ishaq Ibrahim b. ‘Ali 1-Ansari 1-Husari 1-
Qayrawani.

Al-Sillami (282 n. 3) could not find this paragraph in this book, but he found it with minor
variants in the work of Ibrahim b. al-Qasim al-Raqiq al-Qayrawani [d. ca. 425/1034].

He was a renowned scholar of belles-lettres (al-Sillami 342).
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a poem describing the dance?” I said: “Yes, [the poet] al-Saq‘ab al-Nahdi
[206—247/821-861]" said”:

“I found marvelous, two feet following him
He raises them up at time, and they elevate him

As if two vipers stung him.”

I [al-Suli] then stood up, composed verses, and came back and recited:

... Like a body without a heart 157
I complain to God about my love for a dancer 13‘;’ o
a-S 283

As if he were dancing inside my heart
Forsaker, [he] thinks little of my sensual desire
Unable to know hatred from love

The sides of his body move to the rhythm

...... playing

If his feet touch the ground

He does so in a quasi-imperceptible manner ...

Al-Husari said that the two poems use poor expressions and meanings. I have
composed good short poems, some of them describing a male dancer:

Some describe a female dancer:12

11

12

Slender, if she dances at a party, the hearts of those around her

Will dance in a state of tarab because of her skill

Light in her steps, if she wanders about freely with her steps

Into a heart afflicted with sickness, it would not complain about its suf-
fering.

He was also known as al-Mus‘ab al-Hindi or al-Mus‘ab al-Majin. He was a poet from Basra
famous in the era of the caliph al-Mutawakkil. He concentrated his poems on the sub-
ject of ghulams and was a warraq (papermaker, bookbinder, bookseller, and copyist) (al-
Sillami 34z1).

For various attributions, see al-Sillami 283 n. 1.
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136 Here ends al-Husari’s speech.

a-S 284
Ahmad [al-Tifashi] said that al-Husar1 was right about the good quality of his
poem, and the poor quality and meaning of the two poems, the one that al-Sali
related and the one he composed. However, better than the poem of al-Husari

is this poem:

He furtively'® touches the ground with his feet

Like the return of a glance that does not want to be caught!#
You see his movements that do not stop

You would think that their lightness is a pause!®

Like the unsteady movement of the sun

And it is not possible to notice his movements.

Al-Sharif al-‘Uqayli I-Misr1 wrote a poem about a dancer:

Softness and slimness have come together beautifully

In a dancer, all the things he brings [to his performance] are exquisite
gifts

His rhythm is like perfect and complete meanings'6

And his melody is like a harmonious rhyme

The motions of his loose shoulder and arm joints (takhallu)\” appear to
us

Like a she-camel quivering (rajaz)!® with no leisurely or slow move-
ments

a-$ 285 I said when he overdid his gestures
While my heart was throbbing because of him

13 Lit, “[only in the] imagination.”

14  Lit, “does not want to appear or be apparent.”

15  The meaning here is probably that they move so fast that they cannot be seen and there-
fore appear motionless.

16 This is an awkward sentence which means that his rhythmic movements are in perfect
harmony with the meaning of the music.

17 Italso means “shaking the shoulder joints and arms and making signs with them, or walk-
ing while shaking the shoulder joints and arms” (Lane, An Arabic-English lexicon 11: 790).

18  The rajaz is a disease that attacks a she-camel in the rump, so that if it rises or is roused,
its thighs and hind legs tremble for a while and then stretch out. Hence, the rajaz is the
name of a poetic meter with the form mustaf'ilun repeated six times: the first, second and
last syllables consist of a motion and pause that resemble the quivering then quiet, then
quivering, then quiet of the diseased she-camel (Lane, An Arabic-English lexicon 111:1036).
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Until when does this stem send his [beautiful] figure [dancing]
O people, on top of his stems is only honor

Even though I loved his swaying

I am worried that if he sways [too much] he will break.

Ya‘qub b. Sabir al-Baghdadi wrote a poem about a female dancer:

A female dancer dances like the bubbles in her cup

Swaying in ? from the shadow into the shadow

She is locked in to produce farab, and she also becomes unlocked show-
ing softness

O how beautiful she is when locked and unlocked

You notice a shape or image of her when dancing

You would think she walks lightly over the breeze
When she dances, as she points to the ground with her feet.

Al-Sari I-Mawsili [d. 366/976|'° wrote a poem about a male dancer:

If his sides and shoulders shake while he dances

The birds (tayr) of the hearts long for him

Are you a horseman? You are the best to have walked with a swinging
gait

To the sound of a harp (sany)?° and [you] are the best in twisting and
turning.

Ibn Haydar al-Baghdadi [577-650/1181-1252]%! wrote a poem about a female

dancer:

19

20
21

My female dancer, because of her lightness and agility
Her body under her clothes can almost be poured into a mold

He was a poet and anthologist from Mosul; he was famous for his descriptive poetry. He
was trained by his father as a clothes-mender, hence the term raffa’ affixed to his name
(Heinrichs, al-Sari, 1% al-Sillami 337).

This can also mean cymbals.

Ibn Haydar al-Baghdadi was very knowledgeable in the Arabic language and literature, he
was a theologian and a narrator of hadith. Born in Lahore, he grew up in Ghazna, then
moved to Baghdad, traveled to Yemen, and died in Baghdad (al-Sillami 334).
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Light and slim body, she has [such a] slender buttocks and thighs22
For their fat [is unable] to move [with] her

As if the earth under her is a ball

That carries her, and she is a star above it.

Abu l-Hasan ‘Ali b. al-Shaykh al-Hafiz al-Rawiya?® Abi ‘Umran Musa b. Sa‘id
al-Gharnati [558-638/1164-1242],24 the writer and man of letters told me: “My
father Miisa, may God have mercy upon him, told me: The great man of letter
[and vizier] al-Ra’ls Abui I-Hasan b. Muslima al-Qurtubi [d. 588/1180] [of Cor-
doba] related to me a poem he composed about a ghulam during a festive day”:

Ibn Qalaqis [wrote this poem]:

A slender [male dancer] kept all my love

Even though he gave me presents, [in the end] he left me

He walked with a swinging gait, and do not forget [to compare him
with] the stems and

their fibrils ({if)?°

He [danced to] the ornamented repetitions of songs (aswat)?® so do not
[even] mention the pigeons [as he is more active than their twitter-
ing]

It is wondrous when his right hand beats his tambourine

You would hear it like thunder and see it like lightning.2”

[Another poem states]:28

They compared you with the stem when you dance and to the pigeon
when you sing

22 Lit., “no buttocks and thighs.”

23  This refers to the narrator.

24  He was from Granada; from there he often traveled to Seville and Murcia (al-Sillami 345).

25  The same poem has (/in) suppleness instead (al-Sillami 246).

26  The same poem has (alhan) melodies instead (al-Sillami 246).

27  The same poem has “He sends it like thunder and makes it look like lightning” (al-Sillami
246).

28  Al-Sillami (287 n. 1) attributes it to Ahmad b. Muhammad al-Dishnawi [602—672/1206—
1273).
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But he cannot be compared to someone walking with a proud swing or a
pigeon cooing

The pigeons twitter but not in Arabic

And the stem dances but not to rhythm.

Abu I-Hasan b. ‘Abd al-Karim al-Ansari [623—704/1226-1304] recited his poem

to me:

...... the one who sees and the one who hears
...... the water.

Poems That Were Written by Eminent Princes, Viziers and Poets
about Their Own Dancing

Al-Wazir al-Baghdadi [d. ca. 330/942]2° described his dancing in a poem:

When we rose with satisfactory

Clapping and dancing

At times raised and at times

You would think we were going down

As if our feet

Resemble throbbing veins

As if because of speed

We walked on the live embers of euphoria (ghada).3°

An anecdote in this chapter comprises a story and a poem more beautiful than
the body of a youth. The vizier and great man of letters, Abti Marwan ‘Abd al-
Malik b. Shuhayd [323-383/935-1003],3! came to a majlis taking place in the
retreat of al-Mansgur b. Abi ‘Amir3? in the city of Cordoba. There was beautiful
singing that ended with al-Mangur b. Abi ‘Amir dancing, despite his high rank
and dignity. Everyone got up and danced with him, | and in this majlis there
were only eminent people, viziers, and scholars. [The above-mentioned] vizier

29

30
31

32

He was a writer, historian, and the vizier of the ‘Abbasid caliph al-Muttaqi [297-357/910—
968] (al-Sillami 354).

This means on hot pins and needles, in an unbearable situation (Wehr, A dictionary 676).
He was born and died in Cordoba; he was a historian and a boon companion to Andalusian
kings (al-Sillami 341).

He was an Andalusian emir who wrote nice poetry (al-Sillami 343).

139

a-S 288

140



a-S 289

a-S 290

157

174 CHAPTER 47

... had gout and could not bear the pain of getting up. The vizier Abt ‘Abdal-
lah b. ‘Ayyash [d. 583/1187] helped him get up and he danced while leaning
on him; he improvised a poem | out loud and sang it as the group was danc-
ing:

Here is an old man, driven by love for you33

He stood up dancing though exhausting himself

He could not bear to dance in a stationary way

So he bent, dancing while holding onto someone

The gout prevented him from dancing by himself

It afflicted him severely so he had to support his weight by reclining
... old age appears

Smiling ... laughing

The old man reached a state of farab which he deserved
And which made him laugh till he cried

If you knew me

I would stand up out of reverence for you

The jug had a loud burst of laughter about [my dancing]
But cried when it saw the trembling of my feet.

The vizier Abii Amir Ahmad b. ‘Abd al-Malik b. Shuhayd [382-426/992-1035]3*
has a poem resembling that of his father:

Intoxication reached a level so high it forbade

But seeking authorization [for breaking] the forbidden

We threw our tall headgear in the air for him3°

And had a pleasant time pulling the ends of the turbans
Singing slave girls sang for us

[Like] the doves were singing with ornamented repetitions
We stood up clapping with our palms

For them, as we danced with the drinking cups.

33 This likely refers to the vizier Aba ‘Abdallah b. ‘Ayyash.

34  He wrote serious as well as amusing poetry; he was born and died in Cordoba (al-Sillami
341). His verses were of high quality, he excelled in descriptions, he was a writer of great
sensibility who brought finesse to the ghazal; in addition, he was a famous literary critic
(Pellat, Ibn Shuhayd, £12).

35  This probably means they threw their headgear into the air to ask God for repentance.
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An anecdote [states]: Abii Bakr Muhammad b. Quzman [d. 555/1160], who was
famous for composing zajal poems,3¢ stood up and danced in a majlis full of
companions and cut the light of the lamp with his sleeves when he gestured
with them. He improvised, addressing the lamp:

O people of this august and excellent majlis

I did not bend, but the cups made me bend

If I had extinguished the lamp of your house

Know that all of you are lamps in the darkness of the night.37

[Another poem states]:

Dancing that astonished the eyes

It is melodious (talhin) with ornamented repetitions (tarji‘)38
As if the feet [of the dancer]

Are treading on the edges of knives.3?

The Second Type of the First Genus: the Hobbyhorse (Kurray)
Dance

Ahmad [al-T1fashi] said that the name of this dance is used in the language of
the Arabs. In the stories of Jarir [28-110/640-728] and al-Farazdaq [d. 110/728],
I read what Abu I-Faraj al-Isfahani related, that al-Hajjaj [40—95/660-714] or-
dered Jarlr | and al-Farazdaq to come wearing their best clothes. Al-Farazdaq
wore silk with gold embroideries, gold bracelets, and a gold necklace with var-
ious rare stones ... you see your brothers-in-law among the hero horsemen and

36  He was so brilliant at composing the zajal, a popular genre written only in the Arabic
dialect of Spain, that he earned the undisputed title of “leader of the zajalists” (Colin, Ibn
Kuzman, E1?).

37  Thisis followed by three unreadable lines.

38  This is an extremely interesting line that borrows concepts from music performance:
the dancing is described as melodious, i.e., like a visual melody; and the dancing has
ornamented repetitions of movements akin to the ornamented repetitions of a section
of music in performance! Essentially, a dancer repeats a movement to improve it, then
repeats it to improve it further, etc.

39  This means that the dancer is dancing lightly and quickly. My friend Wendy Weng, a Chi-
nese bellydancer living in New York, remarked on a similar concept of lightness; namely,
that Chinese dancers danced so lightly on paper that they did not tear it.

a-S 2091
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courageous Arabs (? ?).40 [ Jarir] wrapped himself with iron, carried a sword [on
his side], and set an arrow on his shoulder ... ... ... al-Farazdaq. Al-Hajjaj recog-
nized them, gave them permission to enter wearing their attires. Jarir said:

I wore my weapon and al-Farazdaq wore a toy
An ornamented belt, a hobbyhorse, and its jingle bells.*!

... al-Hajjaj the attire of Jarir and regarded as foolish to whoever suggested it. ...
One was an old garment, and the other is related to the games of the Arabs, as
you have seen. People in the Maghrib pay much attention [to the hobbyhorse].

A singer came to me with ... Aba ‘Abdallah b. Muhammad the vizier under
the king of Ifriqiya wearing the ornamented clothes of the hobbyhorse*? ... and
the needs*? of every slave girl dancing wearing it ... from the poems of the Arabs
about ardor and reciting them ... with the best musical compositions, falling in
the most painful suffering.44

The writer and man of letters, Abu l-Hasan ‘Al b. Musa b. Sa‘id [610-685/
1214-1286]*5 told me that my father said: My uncle Abu Ja‘far [Ahmad] b. ‘Abd
al-Malik b. Sa‘id [d. 550/1155] | said describing a slave girl dancing with the hob-
byhorse; it is one of the best poems composed by Maghribi poets to describe
the hobbyhorse itself ... and the one mounting and dancing with it:

I was astonished ... ... you see in him

...... raising it obeying him clearly

Its supports always consist of the feet of young ladies
And the rest is made of branches and paint

40  The question marks indicate unreadable words.

41 This anecdote occurs in KA VI11: 76—77 with minor variants, e.g., instead of the best clothes,
they were asked to wear what their father wore during the pre-Islamic era. A more detailed
anecdote about the kurraj occurs in k4 (XVI11: 71—72): “The singer Mukhariq said: ‘Muham-
mad al-Amin set himself onto the hobbyhorse (kurraj) and the place was full of female
servants singing to the accompaniment of drums and oboes and Muhammad was between
them urging his hobbyhorse on in the race ... Muhammad was wandering about on his
hobbyhorse, not bored or tired, coming close to us in his wandering and moving away from
us, with the slave girls passing between us and him until the morning.”
of the full anecdote, see Sawa, Anecdotes 247-248.

42 Al-Sillami (292 n. 4) mentions that there are additions here that are quite obscure.

43  These needs are likely the costumes and props.

44  This obscure sentence is followed by two unreadable lines.

45 He was born in Granada, traveled extensively in both the East and West, and was a per-
sonal friend of al-Tifashi (al-Sillami 339).

For the translation
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Of silk, enchanting all eyes

Astonishingly, it replaces the rope, or appears to*6

And those two hands cancel two feet#?

It is mounted only by every young lady

The sun and the moon (gamaran) lead her to her beauty

Its place ... ... obeying

Is obedient to whatever she wants

Ithasnowilland no ... ...

You would think of it as mounted, but it was constantly mounting
Those who could not withstand a load of a necklace made of pearls
You think it is a full moon ... her hair

Is like darkness of pitch-black dust circling in the horizon

She unsheathed a sword, frightening when shaking it

To rows, with eyes and eyelids telling a story

... sitting with

If she is separated from him, it is not ...

... Listen to what she says ...

...... Brilliant and eloquent speech

... from composing the panegyric poem leading a-$ 294
...... Pleasantly heard

<o «r ... An Arab woman

...... the two heavies

...... and the young man

...... With a lukewarm eye and a tongue.

The Third Type of the First Genus: Dancing over Swords, Balls,
Glass Flasks, Ropes, and Dancing with Wood Blocks

Kushajim’s poem about a singing slave girl’s house inhabited by female slaves 161
and dancers:

46

47

Lit., “Astonishingly, it is at variance with the ropes, or appears to [be].” The rope may be
an allusion to other dances in which dancers use ropes; see al-Sillami 279, 281, 294.

It may mean that, in this dance, the hands are more active than the feet; it makes sense
here because in this dance the dancers attack one another, retreat, and fence with one
another.
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A singing slave girl's house, with smooth (sak{)*8 curtains

It houses every damsel with swelling breasts

Blessings and grace fed her, and a pleasant life

So her chest sprouted the fruit of youth

From a female lutenist singing, and another

Singing with a lyre, and another with a rebec

A good female performer beating the rhythm on an hourglass [shaped]
double-membrane laced drum (tab!)

Sounding like the thunder between the clouds

An intercessor helping her friends with her nay

Caused the dissolute to err and behave childishly

A dancer dancing on a ball and a rope

As the fast snatching of lightning or the shimmering of wine*®

I mounted the race horse of desire until

I unjustly laid down (lowered, humiliated, degraded) my riding animal
(stirrup).

The jurist and theologian Abii I-Hasan b. ‘Abd al-Karim al-Ansari recited to me

a poem he wrote about a female dancer dancing on balls and with wood blocks:

48
49
50

A singing slave girl (qayna)®® with enchanting beauty

God, the creator of shapes and images, created her with such outstand-
ing features

She fills my eyes with beauty if she sets out

To dance between us on balls

She lifts her foot and puts it down

On the balls like the quick glance of the eye

In her hands are the wood blocks which she

Taps skillfully, she is a pleasure for the eye

As if she were a thirsty bird

Flapping its wings with a strong desire [to drink] over a river

It was worried of appearing because of the hunter

It neither stayed nor flew away.

It can also mean easy, so the meaning here is that the curtains are easy to see through.
This poem and the next one suggest that dancing on the ball was a fast dance.

In general, the word gayna refers to songstress, but in this context, it may also refer to a
female dancer.
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And he recited a poem for me about a dancer dancing on glass flasks:5!

A female dancer like the flowers in a garden ...

If she appears to you dancing with the glass flasks
... She sings like a nightingale

Over a branch suspended over it ...

A slave girl I imagined her to be ... ... 162
a-S 296

Graceful slender figure, every time she walks with a swinging gait

She bends down in her wandering like an intoxicated person

She enchants our hearts if she starts [to dance]

She excels at dancing with the flasks>?

Like dew dropping on the leaves

Of roses and gillyflowers at dawn

Or the bubbles in the wine dancing

In the cup gracefully without fecundation

It broke and cleaved the heart but did not

Protect the bottles from breakage

She resembles in her beauty and agility

A dancer who looks like a sculpture.

Al-Sharif Abu l-Hasan al-Tusl [d. after 655/1257]%2 wrote a poem about a female
dancer dancing with swords. He recited it to me:

51

52
53

A female dancer with a sword, in her eye

...... arrowheads

It shines like lightning in her palm a-S 297
...... like a crescent moon

As if she is a vision on ...

...... the apparition of one’s imagination.

... wrote a poem about a male dancer dancing on swords:

The subtitle here mentions the dancer dancing “on” the flasks, but the poem has dancing
“with” the flasks. For an illustration, see Farmer, Musikgeschichte 37.

Lit., “on the long-necked bottles.” For an illustration, see Farmer, Musikgeschichte 37.

For his various names, see al-Sillami 296 n. 2.
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A dancer attacks, he feels ... ...

...... like the shadow of the dew of the clouds
People were baffled about him, I said, to me
There is a hidden secret in this young man.

...... the sword.

The Fourth Type of the First Genus: The Stomping Dance

Al-Sharif Abu l-Hasan al-Tasl recited to me a poem he composed about a
dancer:

The stuffed ... ...

An anecdote about this type of dance in Egypt, [ presents] excellent poetry and
wonderful, outstanding prose:

54
55
56

The greater judge and scholar, Abui Zakariyya Yahya [fl. in Murcia
634/1236%*—the son of the chief and greater judge in the Maghrib, Aba
‘Abdallah Muhammad b. ‘Ali b. Marwan al-Hamadhani—said: “I stayed
overnight at the house of the greater, honorable vizier Aba Bakr Yahya
1-Qastali [fl. 634/1236].5% Two young men were present, both sang beauti-
fully with tarab and one of them was very skilled and wonderful at dance
stomping (in 634/1237 in the city of Murcia, one of the cities of Andalusia).
Present also were Ibn Mudawwar al-Ishbili and al-Zajjaj al-Murs1 [both
fl. 634/1237], two high ranking chess players in Andalusia. When half of
the evening passed, the above-mentioned vizier asked me to describe
the evening. I composed a long poem praising him and describing the
evening:56

I shall not forget the names of high-standing people and an evening

...... his houses

We were delighted by him in the shadow of the most wonderful place to
be able to see him

He was also a poet (al-Sillami 353).

He was a vizier in Murcia (al-Sillami 346).

The poem shows that it is an energetic and powerful dance involving stomping on two
rows of large bowls.
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He resembles the complete full moon when he meets it
[?] in the eloquent speech if sharpened
By knowledge ... ... ... to him
wee v - to him
No achievement except what his tongue utters
And no beautiful embroidery except what his fingers knit
Ceee e 164
<« ... his words and flirts with him
He resembles a slender branch ... ...
<o« ... and he meets it
We made for him two rows of large bowls, he stomped them a-S 299
Not aware of what he was doing
He dragged his two garments to absolve himself
We said to him, is it a sin, a wrong that defeats the right
He attracted the eyes and ears of the audience
And uttered good words
He revealed [by means of the bowls] the horizons the way the stars do
If an ascending star is absent, then a passing one will fill in for it
He turned with them surrounding all of them
If he desires anything, then they will do it for him
He left a star, no matter how much it turned
His gowns cast stones at him and them like the stars do
He excelled [beyond] all excellences I have encountered
He is but from them, or he is carrying them5?
Until ... ... ...
Each person is diverted away from his work because of him
They talked about his branches in a delicate way
And the embers of their desire cannot hide the one who kindles the
fire”

Its relation to chess [sic]:

ver v ... to meet him

On it the bishops meeting and their neighing
...... the surface of the earth

57  This means that he was a product of excellence, or he was carrying excellent [things].
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<es .. ... his waterfalls (stones)
The knight tries to deal with a bishop and finds
Another until he is not able to find what is permitted to him.

... 758 with fire, her environment is terrifying, her blaze is burning, so he
entrusts her this consignment [of love], he created in her more than anything
he had created before, she probably set him up to get sick but he sees noth-
ing more wonderful than her breasts, between her outstretched arms, that he
grabs with great desire and lust (ikhtitaf).5® He shook her sides, set bowls over
her, endured a buried fetus [?], he believes [?] then gets up from on top of her
rapidly, and leaves her persona as it was before. In the midst of this, he has
beautiful and favorite melodies and rhythms;8° they delight the eyes and ears.
If he complies to your request ... ...

Ahmad al-Tifashi said: “Al-Sharif Abu l-Hasan al-Ttsi recited for me a poem he
composed about a dancer who performed the stomping dance (raqgis dakkak):!

He lifts ... when stomping

Twirling his costume ... ... ... 0

As if there were in him a current that makes him turn

And the thing®? is like salt, whenever it touches it, it melts away.”

Poems Satirizing Bad Female Dancers

vev vee - to him
A female dancer dancing in a majlis
Earth shakes because of her like an earthquake®3

<. .. ... his waterfall (stone)
ver vev oo to him.

58  There is an unfortunate lacuna in the text followed by a sudden shift from the poem about
chess into a paragraph about lust. The lacuna makes it difficult to determine the context
of the paragraph, as it is not clear if the subject is a woman or a dance prop.

59  Lit, “forcibly”

60  Lit., “heard melodies and well-formed rhythms.”

61  This poem shows that stomping also involved fast twirling.

62  Itisnot clear what the “thing” is here.

63  This likely means that her steps lack agility and grace and that she hits the ground with
brute force.
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The Second Genus of Dances: a Person Making Images and
Figurines Dance by Means of His Hands, and This Is Called Shadow
Dance (raqs al-khayal)

[Li Guo’s Arabic shadow theatre is very useful in understanding the shadow play
(khayal al-zill). We learn, for instance, that Ibn Daniyal [646—710/1248-1311],
the Mosul born and Cairo based eye doctor and playwright is the most promi-
nent figure in the history of Arabic shadow theater, and that he instructed the
performers to sketch the figures (on leather), and cut them out in accordance
with their parts.6* In medieval Cairo, all acts, from speech to singing to play-
ing with shadow figures, were executed by one person only. Sometime shadow
play performances resembled a variety show featuring puppetry, shadow plays,
live theater, music, and dance; indeed, having one person perform all these
acts required enormous talent and skill.6> And whereas the shadow master
moved the figurines by means of thin strings in the Maghrib and Andalusia in
the seventh/thirteenth century, in Egypt, Syria, and the Levant, the performer
manipulated the figurines with wooden sticks attached to the back of the mov-
able body parts.®¢]

The shadow dance is of four types: shadow of the curtain (khayal al-bisat);5”
shadow play (khayal al-zill);5® shadow of faces (wujiih) seen at the top of the
curtain; and the shadow of figurines (al-suwar al-sighar) seen at the bottom
(tail) (dhay!) of the curtain.59

The First Type of the Second Genus: the Shadow of the Curtain
(khayal al-bisat)

The shadow of the curtain is the most wonderful, strangest, rarest, and most dif-
ficult type among the second genus. This is because the viewer does not know
[how] the characters on the curtain (sitara) [are moving]; the more the reason

64  Guo, Arabic shadow theatre 7,103. In Syria and the Levant camel skin was ideal for making
shadow figures and lamp shades because it was semi-translucent, and the colors dyed on
it shone nicely against the light (Guo, Arabic shadow theatre 113).

65  Guo, Arabic shadow theatre 103-104. For a poem depicting such performance, see al-
Sillami 303; p. 186.

66 Guo, Arabic shadow theatre 108.

67  Bisat literally means anything that is spread like a carpet or a curtain.

68  Landau translates it as “shadow fantasy” or “shadow-play” (Landau, Khayal al-zill, Er?);
Reynolds translates it as shadow puppetry (The musical heritage 204).

69  Only the first type is fully described; the other three involve guesswork.
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is unknown, the more wonderful and strange it is, [and it is better] than if it
were known. The characteristics of this type of dance involve making small,
pleasant, delicate, and exquisite figurines of human beings of every type and
race and dressing [them] in the most superb dresses with gold embroidery and
further ornamented with many types of jewels ... 7 | [The actors behind the cur-
tain] move their fingers rhythmically ... [which means they make] the figurines
move in sync with the sung melody, except that the people who act behind the
curtain and their finger motions are unseen by viewers,”! unseen also are the
strings (sha‘ar)?? that cause the motion because of their fineness and the fact
that the light is far from it. ... ?73

This is the rarest, most exquisite, and most illustrious type of the shadow
plays in all the Maghrib and Andalusia. I have not found old or new poems
about it, so I asked people for poems about it ... ?74

The jurist and theologian Abu l-Hasan b. ‘Abd al-Karim al-Ansari recited to
me one of his poems: ||

In the shadow of the curtain ...

...... wonder

Figurines are moving without

...... with the intent of play

With the decision of slave girls who make them move
Like the stars decide about the fate of humans

? Stars bring good fortune to the slave girls ...

And all go to seek splendor for the tarab

She always directs her figurines

With what is in her hands for a reason.

Then al-Sharif Aba l-Hasan b. Daftar Khawan?> ... the minds and he did not find
a poet composing beautiful poetry, should he [al-Sharif Abu I-Hasan] hear it,
he would only hear [its] constant failure in the poem. If such a poet shows up,

7o  Al-Sillami (301 n. 1) mentions that the next seven lines are obscure here, they occur at the
bottom of fol. 166 and the top of fol. 167.

71 Here the text adds the word “person,” which makes no sense. It then rephrases the sen-
tence thus: “The statuettes dance to the rhythmical fingers motions.”

72 Lit., “hair” or “bristles.”

73 Al-Sillami (301 n. 2) mentions that there are three obscure lines added in the margin on
fol. 167.

74  Al-Sillami (301 n. 3) mentions that the next three lines are obscure here. For more infor-
mation about dance in Andalusia and the Maghrib, see Shiloah, Réflexions 469—474.

75  This is another name for al-Tasl (see p. 179 n. 53; al-Sillami 296 n. 2).
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his poem will have the meaning that I had mentioned or others have; his will
not be superfluous but very much so.76 His poem [follows]:

Wonderful things ... ... in her hands, imagined

To her as dancers, neither Persian nor Arab

Neither among the jinn as a genus if they dance

Nor human as a type if they play

A person cannot control himself because of their tarab

When hearing the strings [playing] he will be in a state of arousal [as
well]

Their dance on the carpet is without tarab

It exceeds the dance of a person moved by tarab

Their lives are in her hands every time she plays [with them]

If she refuses to play, then they will have no entertainment and no play-
ing.

The Second Type of the Second Genus: the Shadow Play (khayal
al-zill)™

The jurist and theologian Abu 1-Hasan [b. ‘Abd al-Karim] al-Ansari recited to
me one of his poems:”8

76
77

78

This is an awkward sentence that I have translated almost word for word.

Dozy (Supplément 418) mentions that khayal al-zill or just khayal means “Les ombres chi-
noises; de petites figures plates, ou bien des marionneettes, qu'on fait remuer derriere un
morceau al'ombre de la clarté de plusieurs chandelles.” Landau explains khayal al-zill (E1?)
as follows: He translates it as shadow fantasy or shadow-play. It came to Islamic lands
from Southeast Asia or India as early as the sixth/twelfth century. A standard khayal al-zill
performance in the eighteenth and nineteenth centuries in the Middle East was usually
constructed on the following lines: a large sheet was hung as a screen on an improvised
stage in the open air, in a coffeehouse, or, more rarely, in a public hall, and a bright lamp
was placed behind it. Between the two, small (often 30 cm. high) two-dimensional fig-
urines, of thin-colored translucent leather, were manipulated by the shadow-play master,
who was called the mugaddim. He used several sticks to move the head and limbs of the
figurines through holes specially pierced into the figurines; the shadows thus cast on the
screen were both life-size and life-like. One or more people assisted the mugaddim in this
task and in the recitations of the different characters. Therefore, it seems to be similar to
the shadow of the curtain above. From the poem that follows, which is the only descrip-
tion we have of this dance type, it seems that the puppeteer is a dancer who is also seen
(or her shadow is seen) moving the figurines, as opposed to the “shadow of the curtain”
where the puppeteer is not seen.

Al-Sillami and Guo (Guo, Arabic shadow theatre 104 n. 7) attribute this poem to al-Wajih

a-S 303
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A slave girl who is enamored with fun came forward

So beautiful, looking as if she were the flowers of a garden under their
calyx

If she sings, I would say it is the complaints of a fervent longing

And if she dances, we would say she is the bubbles of wine

She performed a shadow play with a screen (sitr) before her

[She is] the shadow of the sun appearing behind the clouds

She moved the statuettes from behind her curtain

The way the world plays with every human.

The Third Type of the Second Genus: the Shadow of Faces [Seen at
the Top of the Curtain]™

Ya‘qub b. Sabir al-Baghdadi composed a poem about a slave girl ... with the

[shadows] of faces dancing on (with) a ball:

79

A beautiful dancer who puts to shame the full moon at dusk
If she appears in the dark of night

...... a beauty, her face

Makes one not need anything else, [other than her] beauty
...... on her face

So her face is but a full moon sitting on a branch

She has beauty ... ...

For she has been turned into a jinn’s mold

...... but she

Switches around the lights ... ...

... If the sun does not set out

On the balls of dancing in ... ...

... If the branch does not bend

It will bend over the side of her body.

al-Munawl. Guo mentions that no date is known, but that he was a contemporary of Athir
al-Din Abu Hayyan [d. 745/1344]. The fact that al-Tifashi died in 651/1253 means that this
poem predates al-Wajih al-Munawi by almost a century, so it is unlikely that the poet is
al-Wajih al-Munawl.

This is likely a dance in which the puppeteer hides behind a curtain and moves the faces
of figurines that appear at the top of the curtain. However, the poem contradicts this, as
it claims that the dancer is a beautiful woman, is visible, and is dancing on a ball.
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The Fourth Type of the Second Genus: the Shadow of Figurines
(al-suwar al-sighar) Seen at the Bottom (dhayl) of the Curtain8°

Al-Sharif Abu 1-Hasan al-Tas1 recited for me his poem: ... ... ... 81

8o

81

This is the title as given on al-Sillami 3o1; it is the antithesis of the previous dance type,
“The Shadow of Faces [Seen at the Top of the Curtain|]”; it makes more sense than the title
on al-Sillami 304: “The Shadow of Figurines That Can Be Seen Behind the Curtain.” This
fourth type of dance likely consists of figurines at the bottom of the curtain moved by an
unseen puppeteer. It may be a type similar to the garagéz but with the figurines at the
bottom rather than the top. The garagiz was a type of shadow play done in the streets of
Egypt; in it the puppet master was hidden in a triangular enclosure (so shadows were not
involved) and made the figurines move and talk.

Al-Sillami (304 n. 1) mentions that the last page of the manuscript was lost, hence the
lacuna. This is regrettable because the poem may have shed light on this dance.






Appendix: The Qualities Required of Dancers
according to al-Mas‘adi

The Qualities Required of Dancers according to the Oration of an Anonymous
Singer / Boon Companion of the Caliph al-Mu‘tamid, as Reported in the Muruy
al-dhahab (Meadows of gold) of al-Mas‘ad1*

[This is one of the early passages in the literature that recounts the rhythmic
modes used in dancing; these were the same modes used in vocal and instru-
mental music, as is the case today in the Arab world. This also tells us about the
types of dances performed, and the qualities, nature, and character of a good
dancer. The oration was done by a singer and boon companion who was knowl-
edgeable in both dance and music, as is clearly apparent in the text. This should
not be surprising since boon companions were Renaissance men indeed!]

The next morning, al-Mu‘tamid invited the guests of the previous night. When
they sat according to their ranks, he said to one of his boon companions [who
was also a] singer who were present: “Describe the dance for me, its types, the
praiseworthy qualities of the dancer (raggas),? and tell me about his/her char-
acter and nature.”

The boon companion and singer who was asked said, “O Commander of the
Faithful, the dances of the people of various regions and countries are all dif-
ferent; the [dances of the] people of Khurasan are not like those of others. The
rhythmic modes used in dancing are eight: the light, hazaj, ramal, light ramal,
second light heavy and its heavy,3 the first light heavy and its heavy.#

1 Al-Mas‘adi, Murij v: 131-132. This passage is preceded by one in which al-Mu‘tamid asked
Ibn Khurdadhbih about a number of musical topics: instruments and their geographical dis-
tributions in the Middle East, caravan songs, the effects of singing, the types of tarab, the
attributes of a good singer, the eight rhythmic modes, etc. The caliph then rewarded Ibn Khur-
dadhbih.

2 Ragqas is the masculine form for dancer, it is used here to mean both male and female
dancers. Just as there were male and female musicians, there were male and female dancers
at the court. For female dancers, see k4 XX11: 213—214, and for male dancers see KA V: 352-353;
for a translation, see Sawa, Anecdotes 315, 317.

3 Thatis, the second heavy.

4 Thatis, the first heavy.
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The dancer needs [to have] certain qualities in his/her natural disposition, in
his/her physical disposition, constitution, and character, and in his/her perfor-
mance.?

(1) Natural disposition: He/she must have grace and charm, a good innate
sense of rhythm, and the one who seeks to be a dancer [should] joyfully plan
(tadbir) and be creative (tasarruf) in his/her dance.5

(2) Physical dispositions, constitution, character, mastery of dance tech-
niques, and dress: He/she should have along neck and long sideburns, coquetry
and flirtation, a good nature, the ability to sway the sides (itf) of the body,” a
narrow waist, sprightliness and agility, good body proportions, floating belts,?
a circular dress [such that the bottom will fly up in a perfect circle while the
dancer spins], the ability to control his/her breath and take a rest when needed,
patience in enduring the long practice process to reach one’s goal,® graceful
feet, supple (lin) fingers and a mastery of moving the fingers with suppleness,1©
a mastery and creativity in performing the various types of dances, such as
the camel (ibil)! and horse dances (kurraj),'2 supple joints, the ability to make
quick turns, and supple sides of the body.

(3) Performance: He/she needs much creativity in the performance of the
various types of dances, and a thorough knowledge and mastery of its tech-
niques. [He/she must] turn around well while the feet are in control during the

5 Note that the three qualities are not clear cut, they often meld into one another, as is clear
in the next three paragraphs.

6 Planning and creativity are tantamount to well thought-out choreography and improvi-
sation when performing. The creativity in dance mirrors well the creativity in the perfor-
mance of singers, see Sawa, Anecdotes 189-134.

7 The sides of the human body include the head, neck, armpits, shoulders, hips, legs, and
feet.

These are akin to the scarves dancers wear around their hips in modern dances.
Clearly, in that era dance was a sophisticated art.

10 The text has baynaha (its transition) but a footnote has the correct word liniha (its sup-
pleness).

11 The camel dance may be explained by looking at the derivative of the word zafn: a zafin
is a female camel that pushes her milker with her hind leg; the zdfina is a lame camel
whose gait makes her appear to be dancing; a zayzafiin is a swift female camel. In short,
the camel dance may have involved strong and swift leg motions, or a dance with a limp-
ing gait not unlike dances in rhythms of 5/8 (known as a‘raj turki, lit., “Turkish limping
rhythmic mode”), and 9/8 (known as a‘raj, lit., “limping rhythmic mode”).

12 Shiloah distinguishes between the kurraj in al-Mas‘adi, namely, an artistic dance, and the
kurraj in the Kitab al-Aghant (The book of songs) and Ibn Khaldtin, namely, hobbyhorse
dancing to the sound of vocal and instrumental music for the purpose of entertainment
in the palaces (Shiloah, Réflexions 474).
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rotation and maintain a similar motion in the right and left feet. The setting
of the feet on the ground and raising the feet off the ground can be done in
two ways:!3 one follows the rhythmic mode and the other one lags behind it.
The one that follows the rhythmic mode is better and more perfect because it
relates to love and beauty equally; in the one that lags behind (which is not as
perfect as the preceding one), it is better and more perfect for the foot to leave

the ground on the rhythmic mode and touch the ground while lagging behind
it14

13 The technical terms “setting and lifting of feet” may have been inspired by the Greek thesis
and arsis, see Sawa, Rhythmic theories 581.

14  In essence, setting the foot on the ground following the rhythmic mode means setting
the foot on the ground on the first beat and other strong beats in the rhythmic mode.
The one that lags is the one that raises the foot on the first beat and other strong beats
in the rhythmic mode. This concept is illustrated by the modern magsim rhythm: dumm
takk rest takk dumm rest takk rest: “setting the foot on the ground” means doing it on the
dumm, and “raising the foot off the ground” means raising it on the dumm and setting it
down on the takk. The latter is a kind of dance syncopation; see also the subject of dance
syncopation on p. 160.



Glossary

‘addala al-awzan to scan the poetic
measure

admaja to shorten the duration

albasa to clothe a poem with music
and vice versa

alhan (pl. of lahn) melodies

‘alim aknowledgeable person

‘amal ameasured vocal composi-
tion; craft; practical knowledge of
music

al-‘amud al-awwal the Ikhwan
al-Safa”s term for the shortest per-
ceivable time

al-Andalus

‘arad

Andalusia

(pl. of a'rad) accident

‘arud  prosody

aryahiyya
happy (as a result of tarab)

to be generous, relaxed, and

‘asa wand, stick, cane

asbahan one of twelve bardawat

ashba‘a to fill with ornaments

asl original (melody); basic form of
rhythmic mode

a‘taf aside of the body

awazat asubdivision of the bardawat

awda“ fast dances from Damascus

‘awdat rhythmic cycles

awga‘a to perform; to tap a rhythm

baghdadi a dance from Egypt

bahr (pl. buhur) rhythmic and
melodic modes

balawi a dance from Marw, Ahwaz,
and Samarqand

bamm
the lute

banjak

barbat

the first and lowest string of

a peg holder of the lute
another name for the lute

bardawat the Persian melodic modes
adopted in the East

basit
song

batv

bingir

a prosodic meter; measured

slow
ring finger; ring finger fret;
melodic mode that uses the ring
finger fret as a tonic in the course of
the ring finger fret
bug asoft oboe; trumpet

buzurg one of twelve bardawat

daffafa
dakk

ing

tambourine

stamping the ground while danc-

dalil al-iga“ guidance in the rhythmic
mode

dalil al-ma‘rifa  guidance in knowl-
edge

daqq al-‘usfur
safflower”; a dance from Marw, Hijaz,
and Kufa

dars

lit., “pounding of the

musical practice
dastan afret

dawr arhythmic cycle
dhayl afkandah

dawat

one of twelve bar-

diraya awareness (in performance)

dubayti  a Persian poetical form in
which the poem is made up of four
hemistiches mainly in mono-rhyme;
it is also known in Arabic as the
rubat, it uses the hazaj prosodic
meter and can be in standard Arabic
or in a dialect

duff (pl. difaf, dufuf’) alarge tam-
bourine

al-dukhulfi l-iga“ entry in thythm
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dumm bass sound on the drum

fakhkhama al-alfaz
ing words

fare
modes

farali
Egypt

fasala

Sfasila
one unvoweled

clearly articulat-
an ornamented form of rhythmic
a young hyena-like dance from

to separate
three voweled consonants and

fasl asection of a melody
first heavy in its metrical form it
is made up of six attacks plus the
attacks of passage and support: 4/2
| 4444 441]];its modal formis | JJ.
| 44+ |; the Ikhwan al-Safa”s term for
three times the shortest perceivable
time
first light heavy in its metrical form it
is4/4)d441]JJJ]|;its modal form is |

J

fudil al-nagham  an excess of notes

Furs Persian

fura dasht one of the twelve bar-
dawat

ghabug night draft

ghaniya (pl. ghawani) a beautiful
woman

ghazal second of five sections of the

eastern nawba; it is a Persian poem

set to music

ghichek the Persian name for the
rabab
ghulam  aslave boy or mature slave

who served as cupbearer, waiter, mes-
senger, male lover

ghunna half nasality, singing an
unvoweled “n”

habl (pl. hibal) rope

hadd definition

193

hadd high-pitched (note, voice); the
fifth string of the lute (also known as
zir hadd)

hadith
mad

sayings of the Prophet Muham-

hafifc amode used in funbur compo-
sitions

haka

hanjara

to resemble
throat, larynx
haraka action

hasan beautiful (songs)
to feel

speed

hassa
hathth
hay’a appearance, attitude
hazaj in its metrical form it is made
up of four attacks plus the attacks of
passage and support: 6/8 | >SS Db S|
DD itsmodal formis| bbb )
[ 2000
hazza ashaken note, a type of
vibrato
hidda
hijasi

acuity

a melodic mode that is not
defined; one of six awazat

hikaya transmission

himayri see humayri

huda

hulla

humayrit

caravan song

a garment (of melodies)

a complex of rhythmic and
melodic modes; the light ramal with
reduced attacks and the mahsur;
used in the tunbur

husart one of six awazat

husayni  one of twelve bardawat

husayni buzurg one of twelve bar-
dawat

ibil camel

ibli  camel-type dance popular in
Egypt and Persia

idam acondiment
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Ifrigiya North Africa, excluding the
Maghrib

ihsan praise

ikhtalasa
imperceptible manner

ikhtara‘a
also al-talhin al-akbar)

Glla adefect

im  theoretical knowledge of music

iltifat
looks, glances, and the attention of

to perform a note in a quasi-

to invent a new melody (see

a sudden transition in speech;

dancers in an ensemble

“mad apillar or support, the name
given to the mathna string, as it is
used to tune the rest of the strings

imala aphonetic alteration in which
the long a tends toward the long 1,
and the short a tends toward the
short i

intigal amelodic movement

iga° amusical bar and cycle; rhythm,;
rhythmic mode; meter; tempo;
dynamics; timbre

irab grammatical inflections

al-iraha ‘inda al-nafas to breathe
properly and calmly

Graq one of twelve bardawat

ishara gestures with the edge or side
of the face, the sides of the body,
palms, hands, fingers, and facial
expression; used by some singers
during a competition of notes, when
finishing sections, and at the end
of melodies or cadences; a tool for
teaching when the teacher is old and
loses his voice

istakhaffa
of tarab

istihlal
sured vocal prelude consisting of

to be carried away because

in al-Farabi it is an unmea-

GLOSSARY

aword to less than a hemistich; in
Andalusia it is longer (half a line or a
full line)
istihsan approval
istitrad ~ digression
‘Gthar
itrab
Jjadhdh
Jjahir

stumbling (in a performance)
causing farab
cadence
loud
Jalis  aboon companion
Jjank aharp
Jjariya aslave girl
Jjarra to pull, to bow
jins  abasic rhythmic mode, melodic
mode
Jjuz®  (pl ajza’) poetic foot
kardaniya one of six awazat
kawashtah
khabt
with the middle of the feet while
dancing

khafif light; a short term for khafif al-
hazaj (see light hazaj); the Ikhwan

one of six awazat
stomping the ground forcefully

al-Safa”s term for the shortest per-
ceivable time

khafif al-hazaj see light hazaj

khafif al-khafif —another name for the
light hazaj

khafif al-thaqil al-awwal
light heavy

khafif al-thaqil al-thani
light heavy

kharij the one that gets off the
rhythm

the last verse of the muwash-

see first

see second

kharja
shah that had a common rhyme (like
the first verse) and could be in collo-
quial Arabic, or Romance languages,
or a mixture of both

khast aeunuch
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khayal ashkal al-suwar al-sighar  the
shadow of figurines seen at the bot-
tom of the curtain

khayal al-bisat  the shadow of the
curtain
khayal al-wujuh  the shadow of the

faces seen at the top of the curtain
khayal al-zill
play, puppetry, ombres chinoises
the little finger; little finger
fret; melodic mode that uses the little

shadow fantasy, shadow-
khinsir

finger fret as a tonic in the course of

the middle or ring finger fret
khununa anasal twang
khusruwani a melodic mode; a
melodic and rhythmic mode; a Per-
sian 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; an Andalu-
sian lute tuning in which the bamm
string is an octave lower than the
ring finger of the mathlath string [F];
sometime it is plucked as al-ramal
al-muallag

kindah bir

kiran

one of six awazat
alute

kurra the colt dance

the hobbyhorse dance
lafz enunciation

lahn
lahw

laib playing, dancing

kurraj

(pl. alhan) melody
entertainment, diversion

lathagh defective pronunciation

layyin  asoft (string)

light or light hazaj this has the same
pattern as the hazaj but faster

light ramal 3/4|).J|)11];its modal

formisg/4|dJ| 11|
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lin low pitch; the suppleness of a
dancer

lura another name for the rabab

maah one of twelve bardawat

ma‘ah abu sulayq one of twelve bar-
dawat

madd an elongation of notes

maghani songstresses

Maghrib  western North Africa,
Morocco

mahasin  beautiful parts of the body

mahmul amelodic model that uses
the middle finger fret of the mathna
string as a tonic in the course of the
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

majlis  an assembly of people sit-
ting together listening to music; it
also included topics such as dance,
general discussions, poetry recita-
tion, literary discussions, grammar,
jurisprudence, scholastic theol-
ogy

makhram  defective (poem)

makhuart  see second light heavy

mala’a to fill notes (with sufficient
breath)

maliyur an undefined melodic mode
played on the Byzantine urghanin

mantig diction

magta‘ cadence; the end of a section;
the end of a melody; syllable; poetic
foot

marwazi a dance from Damascus

mash rubbing the ground with the

front and back of the feet while danc-
ing
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Mashriq East, it denotes countries
east of Egypt

masituris an undefined melodic
mode played on the Byzantine
urghanin

masriara happy (melodies)

mathlath
the lute

mathna

the second lowest string of

the third lowest string of the
lute

maththala

matla“

to picture (tarab)
the first verse of the muwash-
shah which has the monorhyme
mawla master; freed slave; client;
an Arab from a weak tribe seeking
the protection of a stronger tribe; a
non-Arab seeking the protection of a
stronger person
mazmum amelodic mode that uses
the index finger fret of the mathna
string as a tonic in the course of the
middle or ring finger fret; an Andalu-
sian tuning in which the bamm is
tuned to the index of the mathna
string G; if it is tuned to the mazmum

of the zir [C], it is called mazmim on

the zir
midrab a pick
miqra‘a awooden stick

mizafa alyre

mizmar a soft kind of loud oboe
mu‘alaja the imitation of fighting in a
dance

mu‘allag a melodic mode that uses
the Persian middle finger; it is not
clear if the Persian middle finger is
the tonic, the course, or both

muharrikat the moving section of

many notes in the suite attributed to

Ziryab

GLOSSARY

mujannab the anterior to the index
finger fret; it is not clear if it is used as
a tonic, or course, or both, or just for
softness and ornamental purposes;
an Andalusian tuning in which the
bamm: string is tuned to the anterior
to the index finger of the mathna
string G flat; see also tajniba

mujannab al-wusta al-Farabi's term
for mujannab

mukammila complementary female
instrumentalists that accompany a
famous songstress and are sold with
her

mukhadram people who lived in the
pre-Islamic and early Islamic era

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 funbir performances
and melodies.
mumakhkhar rhythmic modes to
which the tamkhir is applied
mungsarif the end of a dance
munsarij the compositional style of
Ibn Surayj
mugqaddim
the one that follows the rhythm
mura‘“aj

shadow-play master
mugqi*
a continually moving (dance)
murajjal likely a song with much
actions and ornaments
murgqisat the dance-like section in the
Andalusian nawba when the singer
sings light poems or muwashshahat
musammi‘ a performer
musannif acomposer
musarraj see munsarij

musigar acomposer
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mustahsafa compactly twisted
(strings)

mustajarat older songstresses hired
to teach younger ones

mustami‘ alistener

mustazad  a fifth movement added by
Ibn Ghaybi to the eighth-/fourteenth-
century nawba

mutakhallila not compactly twisted
(strings)

mu’talif

mutanasib proportionate

harmonious

mutashabih al-ajza’  similar rhythmic
parts

mutawaliya consecutive (attacks)

mutlag an open string; melodic modes
that use the open mathna as a tonic
in the course of the middle or ring
finger fret; an Andalusian tuning in
which the bamm string is tuned to
the open mathna string F

mutrib  asinger who produces tarab

muwallad a mixture of musical and
poetical styles; a person of mixed
raced; see also wallada

muwashshah part of the Andalusian
nawba. The muwashshah appeared
in the fourth/tenth and fifth/eleventh
centuries, though its origins are
unknown. In classical Arabic, it
had new strophic and multi-rhymed
forms with two sections: one retains
the same end rhyme throughout the
poem (called common rhyme sec-
tion), and the other introduces new
rhymes each time it recurs (changing
rhyme section). One common and
one changing rhyme made a stro-
phe, and the muwashshah often
had five or more strophes (25 to
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40 verses), thus these were lengthy
compositions compared to the mono-
rhymed sawt. The two-part poetic
structure was mirrored in the music
structure as well. The second fea-
ture of the muwashshah/zajal had
two sections with verses of different
lengths, so the poem/song unfolded
in alternating clusters of short and
long verses (AA common rhyme and
called matla‘, BBB AA CCC AA DDD
AA, it then ended with the kharja,
which was common rhyme and
could be in colloquial Arabic, or a
Romance language, or a mixture of
both). The muwashshah and the
zajal differed in their forms as fol-
lows: muwashshah: aa bbbaa cccaa
dddaa etc. and zajal: aa bbba ccca
ddda etc.

nabra (pl. nabarat) short notes sung
with a soft hamza (glottal stop) with a
duration not exceeding a 3/8

nadim aboon companion

nakat tapping the ground with the
extremities of the feet while dancing

naqra an attack

naqra munfarida a single attack

naqra mutaharrika amoving attack

naqra sakina asilent attack

nashid anunmeasured vocal prelude
to the Andalusian nawba, consisting
of a hemistich or more, a verse, two
Vverses or more

nastb the erotic introduction in
ancient Arabic poems

nawa one of twelve bardawat

nawba (pl. nuwab) the western

nawba: a musical form of one line

of poetry in unmeasured éstihlal and
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the other line in measured ‘amal,
or half a line of poetry in istihlal
and the other half in ‘amal. When
the ‘amal is over, the best option
is to shift to the moving (muhar-
rikat) and dancing (murqisat) types
of music in which they sing light
poems or muwashshahat, and after
the muwashshahat they shift to the
azjal, after which there is only danc-
ing to the agjal.

eastern nawba a musical form that
consists of gawl, ghazal, tarana,
zimnah, and qawl digar

nawruz one of six awazat

nawwa‘a to sing in a variety of rhyth-
mic and melodic modes

nawwast a mode used in tunbur com-
positions

nay asoft oboe

nilawus one of the modes played on
the Byzantine urghanin

nigam a proper prosodical arrange-
ment of words

nufudh penetration

octoechos  the eight Greek melodic
modes

phrygian
the Byzantine urghanin

qadib

qadim old

qafiya

qanani al-zujaj flasks

one of the modes played on
awand
arhyme

gasab bamboo

<

qat® cutting off of melody

gawl  Arabic poetry that is sophisti-
cated and set to music; it is part of
the eastern nawba

qawl digar one line of poetry set to

music, it is part of the eastern nawba

GLOSSARY

qayna asinging slave girl

qisma amusical division (to be set to
poetical divisions)

qiyas proper durations and measures

rabab rebec; it was of two types, the
Andalusian and the eastern

rahawi one of twelve bardawat

raj‘ see tarji‘

rajaz  the quivering of a she-camel
rajja‘a to sing with tarji*
ramal in its metrical form it is made

up of four attacks plus the attacks of
passage and support: 3/2 | JJJ|JJJ|;
its modal formis | JJJ | JJJ. |
ramal mahmul see ramal and mah-
maul
the rhythmic
mode is the ramal and the melodic

al-ramal al-mu‘allag

mode is the one that uses the Persian
middle finger, it is not clear if the Per-
sian middle finger is the tonic, the
course, or both

raqig weak (poems)

raqis dakkak a dancer performing the
stomping dance

raqgas adancer

raqs adance

raqs al-khayal ashadow dance

rashaqa agility

rasm notation

rigqg (pl. ruqiiq) small tambourine

risala a treatise
riwaya arecital
rubat the Arabic version of the

dubayt; it is made up of four
hemistiches and uses the hazaj
prosodic meter; it can be in standard
Arabic or in a dialect

riuta atype of harp in Andalusia with a
different shape than that of the East
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ruzayqi amode used in tunbir com-
positions

sabab
one unvoweled

sabbaba
melodic modes that use the index

one voweled consonant and
index finger; index finger fret;

finger fret as a tonic in the course of
the middle or ring finger fret
sabuh
sadhij

a morning draft

a plain (dance in which the
dancer does not use an instrument or
dance on something)

sadr front (of the dancer’s feet)

saffagat clappers

sahib al-luhun

sahib al-sitara

a composer

the man in charge of
the curtain

sahl

sahl hoarse

easy (songs); smooth (curtain)

Sa‘ld Upper Egypt
salaka ila l-alhan  to go through the

process of composing a melody

sanj aharp
sari fast
sawt ameasured song; melodic mode;

sound; voice

sayf
second heavy

(pl. swyaf’) sword

its metrical form it is
made up of eight attacks plus the
attacks of passage and support: 5/2 | J
444J111111]; its modal formis | J. o

| Jo o |; the Ikhwan al-Safa”s term for

four times the shortest perceivable

time
the Ikhwan al-Safa”s
term for double the shortest perceiv-

second light

able time

second light heavy its metrical form is
5/4|ddddd] 11111} its modal form is
4241 00J]

199

sha‘ar strings, hair, bristles, with

which the actor moves the figurines

shadaq over-enunciation and affecta-
tion
shadhra (pl. shadharat, shudhur) a

short note that starts with a smooth
voice and is sung to low long vow-
els (long i), and phonetic alterations
(a going toward i). They are vocal
ornaments added between two adja-
cent 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 sec-
tion

shaja atouching mood and sadness

Sham Damascus

shama’il ~ gestures, postures, and facial
expressions

sharab drinking

sharah gluttony and greed

shidda ahigh pitch

shidq amouth

shiz  wood blocks (used to tap the
rhythm)

sitara [ sitr ~ a curtain or a screen
separating the audience from the
musicians; see also khayal

suft

sukun

a dance from Egypt
rest, calm

sukun al-jash the tranquility of the

soul

sulb
sura aface

solid (string)
surayji  the compositional style of Ibn
Surayj
ta‘ammul
tab“
tabaqa

effort (in performance)
character, style

sound level and vocal range
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tabl adouble membrane laced drum
shaped like an hourglass

tadbir planning (a choreography)

tadhakkur

tadmin

tahaffiz

tahrif the phonetic corruption of

remembering
shared meanings
caution (in performance)

words

tajnib, tajniba  a technique in which
the note of the index finger is
replaced by its anterior; see also
mujannab

tajwid elaborate chanting of the
Quran

tajzia  poetical divisions, feet (to be set
to musical divisions)

takhallu‘

arm joints

shaking loose shoulder and

takk ahigh pitch sound on the drum
talhin
al-talhin al-akbar  grand composi-

a composition

tion, meaning the invention of a new
melody (see also ikhtara‘a)

al-talhin al-asghar setting a pre-
composed melody (unchanged) to
anew poem

al-talhin al-awsat a medium composi-
tion, meaning altering a pre-existing
melody in such a way as to make it
unrecognizable

ta’lif acomposition, arrangement

tamkhir
attacks of any rhythmic mode resem-
ble the first part of the second light

heavy in duration (a quarter note);

making some or all of the

sometimes it entails the repetition

of such an attack and the creation of
a longer cycle; dropping the attacks
of a rhythmic mode in its original
form and repeating the parts with the

GLOSSARY

attacks that were dropped; a decrease
in the plucking of strings
tamtama
taqlib
feet), turning, or toppling

stammering
the performance (of dancer’s

tarab an acute emotion of joy or grief

tarana an Arabic version of the Per-
sian dubayti set to music and part of
the eastern nawba

tariga  arhythmic mode, melodic
mode; instrumental prelude

tarji* ornamented repetitions of a pas-
sage with revisions and improvement

tarkhani amode and style claimed
by Ibn Tarkhan; it is a ramal mah-
maul and uses imala in its lyrics; Ibn
Tarkhan changed its composition
and added to its attacks and called it
tarkhant

tarkib

tarttb behavior

a composition

tartil elaborate chanting of the Qur’an
tasarruf  a creative performance

tashbi
tashif mispelling

full ornamentation
tashyt'a ritornello
tasrih  singing
tasrij  the compositional style of Ibn
Surayj
tathabbata
tawbikh

tayaqqaza

to proceed with caution
arebuke

to be vigilant
thaqil heavy; low pitch
al-thagqil al-awwal see first heavy
al-thagt al-thant  see second heavy
tunbur  along necked lute
ud alute
ukar balls (to dance on)
ummwalad the mother of a child,

said of a slave girl that bears a child
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to her master; after his death she is a
freewoman and inherits his fortune

uqb back (of the dancer’s feet)

urghanin Byzantine pneumatic organ

‘ushshaq one of twelve bardawat

wallada to bring up the melody of an
existing song; see also muwallad

wann alute

watad two voweled consonants and
one unvoweled

wazn  poetic measure

wusta amiddle finger; middle finger
fret; melodic mode that uses the mid-
dle finger fret as a tonic in the course
of the middle finger fret

zaffan adancer

zafina alame camel that appears to be
dancing in its gait

zafn

body produces no sound; a fast dance

a dance in which the dancer’s

involving strong leg motions and the
sound of the dancer’s body

zafiin
milker with her hind leg

a female camel that pushes her
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zahzaha praise

za@’ida (pl. zawa’id) added ornaments
zajal see muwashshah
zalal oversight

zaman duration

zaman naqra the duration of an

attack
zamr asoft oboe
zamzama amurmuring sound;

singing with a low and soft voice
zarf grace, elegant manners
zarif elegant, graceful, charming,
witty, fine, and full of spirit
zatti amelodic mode likely from
Sudan or India
zawa@’idi  a singer who overuses orna-
ments
zayzafun
zimnah

a swift female camel
the fourth movement of the
eastern nawba left undefined in the
manuscript
zir  the fourth string of the lute
gir hadd  see hadd



Instruments Charts

al-bamm  al-mathlath al-mathna al-zir al-hadd
(1ststring) (2nd sg‘ing) ( 3rd§ring) (4th string) (5th string)
al-mutlaq
(open string) g = o ¢ = 498 f; = 996 by’ = 294 ey = 792

mujannab al-sabbabah bi-tankis+ a,” = go + d’ = 588 + g’ = 1086 +c” = 384+f, = 882
dhi al-maddatayn

(;nterior to index finger, two
tones from little finger)

mujannab al-sabbabah bi-tansif + = 98 + = 596 + = 1094 T = 392+ = 89go
al-tanini al-awwal

(anterior to index finger, half
tone)

mujannab al-sabbabah bi- T gf 114f off = 612+ fif = 1110 {b, = 408{e, = 9ob
baqiyyah
(anterior to index finger by a

limma)

mujannab al-sabbabah bi-wusta + = 145t = 643+ = 1141 + = 4397 = 937
al-Furs
(anterior to index finger, Persian)

mujannab al-sabbabah bi-wusta + = 168t = 666 + = 1164 + = 462+ = g6o

Zalzall

(anterior to index finger, Zalzal')

al-sabbabah +a = 204rd, = 702+¢g, = 1200=Pc, = 498+f, = 996

(index finger)

mujannab al-wusta +bb= 2094t el = 792 +ab= g0 +d’ = 588+g = 1086
(middle finger)

wusta al-Furs +bP = g02feP= 800+a= 98 +dP= 596+gP = 1094
(Persian middle finger)

wusta Zalzal! +b?= 318t e%= 816+ a*= 114 +dy,*= 6121g% = 1110
(Zalzal middle finger) = (g9 = (&) = (&)

wusta Zalzal? +b®= 3541 = 852+ a,”= 150 +dy¥= 648+g%= 1146
(Zalzal middle finger)

al-bingir +b, = 408te = 9ob6+a, = 204 +d, = 702183 = 1200
(ring finger)

al-khinsir to = 498+ fi = 996 + by = 204 fe = 792

(little finger)

CHART 3 Lute of al-Farabi
REPRINTED WITH THE PERMISSION OF THE PUBLISHER FROM MPP P. 79



TUNBUR CHART

226 =
271 =
320 =

360 =

CHART 4

226
298
320

387

Sh

A 40
S 35
F 33+13/19
33+1/4
Sh 32
Tuning B = H = 89 cents

Non-equidistant divisions
40 B =
35 A =
________ s4rils | P o=
33+1/4 R =
3242+ (3x5)+(3x3) | T =

Tuning B = H, F, Q, Sh respectively

Non-equidistant divisions

Tunbur of Baghdad according to al-Farabi

H
89

315
360
409

449

89

315
387
409
476

271

497
542
591

631

320

546
591
640
680

Sh
360

586
631
680

720

203
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C

D

D -1comma
D

Eb

E -1 comma
E

F

Gb
F#

G

Ab
Gt

A

B -1comma
B

B

C
C +1comma

Cct

D

CHART 5  Tunbur of Khurasan according to al-Farabi

J
90
‘A
90
F
HZ 24
D 90
90
Q
R 24
(0]
HT )
(0]
Sh 9
T 24
90
YK
(0]
W 9
TH 24
(0]
KH 9
90
DH
Zero 24
0]
s 9
90
LM
Z 24
90
GH
go
NS

TUNBUR CHART

D

Eb

E -1 comma
E

F

Gb
F?

G

Ab
Gt

A

Bb
Al

B

C
C +1comma

Ct

D
D +1comma

Dt

E



NAY CHART
C = 1200 O
B = 1100 O

Y

\ L
v | O
Ab = 816 O
G = 702 Q
e O
B - 318 O
D = 204 @
D’ = go (' Y

N
C =o

CHART 6  Nay of al-Farabi
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index of zir

anterior to index of zir

open zir

Zalzal middle finger #1 of mathna

index of mathna

open mathna

Zalzal middle finger #1 of mathlath

index of mathlath

open mathlath



206 NAY CHART

E = 1110 O below little finger of zir
/7

E* = 996 O little finger of zir

D = go6 O ring finger of zir

C = 702 O index of zir

B* = 498 Q little finger of mathna
A = 308 @ ring finger of mathna
G = 204 O index of mathna

F =o O open mathna

CHART 7  Nay of Ibn Zayla



SURNAY CHART

C = 498
B> = 294
A’=goorA = 204
G = 1200
F = 996

E’ =792 0rE = go6

D = 702

C = 498

B = 294

A = 204 :)

G=o0
Gh=goorG = o

O

PN
A )
/
—

1
\

OXOJOXOROXOXO

—~

CHART 8  Surnay of al-Farabi
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index of zir

little finger of mathna
middle finger of mathna or
its ring finger

index of finger of mathna
open mathna

middle finger of mathlath or
its ring finger

index of mathlath

open mathlath

middle finger of bamm

index of bamm

open bamm

open bamm or less
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al-Mu‘izz al-‘Abidi al-Fatimi [318-365/931—
975] 27
Mukhariq [d. ca. 231/845] 90,176
al-Muktafi [d. 295/908] 168
Miristus 107-109
al-Murtada [355-436/866-1044] 28
al-Mus‘ab al-Hindi  see al-Saq‘ab al-Nahdi
al-Mus‘ab al-Majin  see al-Saq‘ab al-Nahdi
Mustafa Bey Rida [1882-1950] 152
Mustafa Kamil 152
al-Mu‘tamid [ca. 229-279/843-892]  xiii,
159, 164, 189
al-Mutanabbi [303-354/915-965] 29, 38, 44
al-Mu‘tasim [191-227/807-842] 39,168
al-Mutawakkil [206—247/822-861] 56,169
Mutayyam 65
al-Muttaqi [297-357/910-968] 173

xiii, 68, 11, 114, 125,

Mecca

168-170

Nafi‘ibn Tunbara 18

Najd 27

al-Najim [d. 314/926] 143,154
al-Nami [308-388/927-1008] 148
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al-Nashi [293/906] 136,146

Nashit (fl. mid-first/seventh century) 130
Nawfal tribe 42

Neubauer xi, xv, 34, 80, 87,107, 120, 124, 159
Nu‘man al-Akbar 29, 36

Nu‘man al-Arak 29

Nusayb [d. 108/726] 24, 29, 46

Nusayb al-Asghar 47

Palhidh 35

Pellat 174

Persian 164-166
kings 7,10, 35,124
Gulf 39
people 94,130
poetry  61-62
singer 22, 52,130

Pindar 68

see also Fidarus
Ptolemy 5,125
Pythagoras [ca. 582—ca. 507 BCE]
16

515,99,

Qays 28

Qays b. Dharih [d. 68/688] 25
Quintilianus [fl. first century CE] 119
al-Qutami [d. 130/747] 163

Qutb al-Din al-Shirazi [634—710/1236-1311]

61
al-Radi [358-406/970-1015] 27, 49
al-Raffa’ al-Sirr1 [d. 366/976]  51,140-141,

149,153

al-Raghib al-Isfahani [d. 502/1108]
Ramla 26

al-Raqashi [d. ca. 200/815] 156
Rayy 9,164-165

al-Razi [251-313/865-925] 9
Reynolds 20, 24, 30-37, 52—55, 152, 167, 183
al-Riyashi [177-257/793-871] 156
al-Rusafi -Balansi [572/177] 143

87,94

Sahl b. al-Marzaban [d. ca. 420/1030] 136

Sa’ib Khathir (fl. mid-first/seventh century)
130

Said b. al-‘As [3-59/624-679] 21

Sala seeSila

Salma 25,28

Samanid 41
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Samarqand 166

al-Saq‘ab al-Nahdi [206—247/821-861] 169

al-Sar1 I-Mawsili [d. 366/976] 51,171

Sasanid 165

Sawa 5, 7,10-11,13-14, 1718, 21-22, 24, 31,
34-35, 41, 45, 50, 5253, 55, 5759, 66—
71, 74—83, 85, 87-94, 97-106, 113-114,
118122, 124-125, 127, 131, 134-135, 148,
153-154, 160—161, 163-166, 176, 189—
190

Sayf al-Dawla [d, 356/967] 14,148

Seville 20, 27, 32, 45, 54, 172

Sharkas 35

Shiloah  xi, 164-165, 168, 184, 190

Sijistan 41

Sila 1,125

Su‘da 24

Sukayna [ca. 50/670-117/736] 85

Sulayma  43-44

al-Suri [339-419/950-1028] 26

Surty 18
Tabaristan 164165
Talh 48

al-Tanji  xii, 54

Tatyus Efendi [1275-1331/1858-1913] 50
Tawba b. al-Humayr [d. 85/704] 24, 39
al-Thawiyya 24

Turks 165

‘Ukasha al-Ammi [d. ca.175/791] 147
‘Ulayya bt. al-Mahdi [160—210/777-825] 44
‘Umar b. Abi Rabi‘a [ca. 23-93/644-712] 21,
27, 29, 41, 85,147
Umayma 24, 47
Umayyad 20, 30, 52
Umm Talha 23, 44
Upper Egypt 164
see also Egypt
Valencia 38, 42,143
Wadi Arafa 29
al-Wajih al-Munaw1
al-Walid b. Yazid 164
Wallada bt. al-Mustakfi [d. 484/1091] 86
al-Wathiq [ca. 198-232/814-847] 39,57,
76
al-Wazir al-Baghdadi [d. ca. 330/942] 173

185-186
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Ya Ghazali 7o0-71
Yahya b. ‘Abd al-Rahman b. Baqi [d. 540/1145]
28

Yahya b. Hudhayl al-Qurtubi [305—388/817—
888] 37

Yahya b. Khalid al-Barmaki [120/738—
190/805] 18

Ya‘qub b. Sabir al-Baghdadi [al-Manjaniqi]
[554-626/1158-1229] 155

Yatim Jamil 161

al-Yazid b. ‘Abd al-Malik [d. 105/724] 163

Yemen 164,171

INDEX OF NAMES AND PLACES

Yanus al-Katib [fl. mid-second/eighth cen-
tury] 57,83

Yuristus see Muristus

Yasuf b. Hariin al-Ramadi [d. 403/1012] 37

Zafir al-Judhami  see Ibn al-Haddad
al-Zahir [395-427/1005-1036] 76

al-Zajjaj al-Mursi [fl. 634/1237] 180
Zakariyya Ahmad [1313-1380/1896-1961] 32
Zalzal [d. after 227/842] 50, 94,114

Ziryab [d. 230/845] 35, 45, 51-52, 54,152
Zuhayr b. Abi Salma [-13/609] 25



Index of Terms and Subjects

albasa 69,76
alhan (plur. of lahn) 15,76,143
‘amal  35-36, 38, 45, 53-54, 61, 66, 89

al-‘amad al-awwal 121
Andalusian music  xiv, 20, 23, 30-32, 34-55,
58
dance and shadow dance
35, 54-55

168, 183-184
instruments
modes 31,34-55
poets 42,143,154
song repertoire  21-33, 34-55

size of repertoire 51

Arabic

language

modes

32, 34, 63-64
56, 60, 100, 164
poetry 20, 56, 61-62, 85, 120, 130
singing 17, 31, 5657, 59—62, 72,130, 133
see also Mashriq
Armenian slave singing girls 63
arud 30,70
‘artad/iqa‘ theory xiv, 120
see also prosody
aryahiyya 106
‘asa  see wand
asbahan 60
asl 77, 90,100, 120
attack see naqra
awazat 60-61
‘awdat 127
awqaa 112

baghdadi tradition 35, 59

bahr (plur. buhar) 57
bahr al-qawl 61

balls 167, 172, 177178, 186
see also dance and ukar

bamm 8,13, 35, 41, 45, 50, 53, 111, 113-115, 125,

128-129, 135, 149

banjak 84
barbat 124-130
bardawat 60-62
basit

a prosodic meter 96

measured song 52, 61
bat?’ 134

see also slow

binsir see ring finger fret

boon companion 12, 60, 64, 9798, 136, 146,
148, 150, 155, 157, 173, 189

bowing 11-112,162

breath and breathing  xii, 1718, 26, 89, 98,
158, 161, 163, 190

bug 55

see also oboe
buzurg 60

cadence
163

calm see sukan

8,15, 24, 26, 44, 4647, 49, 73,149,
164, 166, 170, 183, 190
caravan song 8,15, 47, 130, 164, 189
celestial spheres
Christian music

xiii, 74, 77, 79, 83, 159—160, 162—

camel

15, 116-117, 129—-130

35, 52-53

clappers see saffagat

composition, composers  xii—xiv, 5, 12—
13, 15, 18, 21-24, 30—32, 3458, 61-63,
66, 68—71, 73—74, 76—79, 87, 91, 101—
102, 106, 120, 125-131, 134, 143, 159, 161,

176
clothing a poem with music and vice
versa 69,76

easy versus sophisticated  66-67
fusion of Christian and Eastern music
52
old versus modern 73-76
process: pure, altered, contrafacta 76—
78
rhythmic specialty g1
consecutive notes 122,131, 132133
daffafa
daftar 32
dakk 166,168
see also stomping under dance
dakkak 182
dalil al-iga® 76
dalil al-ma‘rifa 76
dances, dancers
awda® 164
baghdadi 166
balawi 166

see tambourine
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balls 177-180
see also balls
breathing 161,163
camel 164,166
characteristics of excellence 159-163,
189-191
duo 159, 161-162
farali 166
fighting 166
fire 166
footwork 160-161, 166
glass, flasks 166, 177180
group 159,162
hazaj 164
hobbyhorse 165166, 175-177
horseback 165-166
instruments 162-163, 167
khafif 164
kafi 164
light ramal 164
makhari 164
marwazl 166
mura“aj 164
musical knowledge 163
plain  167-175
poems about dance and shadow dance
167187
pounding the safflower 164,166
ramal 164
rivalry with musicians 163
ropes 165-166, 177-180
shadow dance see shadow
solo 159,161
stomping  xiii, 160-161, 166-168, 180—
182
safi 166
swords 166, 177-180
see also under sword
types and regions 163166
walking with percussion 164
wood blocks  177-180

dars 97
dastan see fret
dawr 112

see also rhythmic modes
dhayl atkandah 60

dhayl afkandah buzurq 60
diction 18,79, 92,159
diraya 89

INDEX OF TERMS AND SUBJECTS

drinks and drinking, role and etiquette  xiv,
1, 5, 7712, 19, 24, 30, 39—44, 49, 51, 55,
80-81, 95, 97—98, 105-106, 137-139, 141—
143,154, 168, 174

drum 33,105, 151,162,176

see also tabl

dabayti  61-64

duff (plur. difaf, dufaf) see tambourine

al-dukhul fil1iqa“ 159

dumm 162,191

education 3233
choice of would-be singer 92-93
poor pronunciation, grammatical errors
insongs 63-65
effects and influence of music 1, 5-9, 1516,
68-69
Egyptian 83,112,148, 161
poets 139,158
shadow plays 183,187
singers 102
elongation of notes see madd
entry in rhythm 159
enunciation xii, 92
eunuch see khasi
excess of notes 71
extra-musical knowledge 98
far* 100
fasala 163
fasila 118,120
fasl 87
firstheavy 57-58, 78, 101, 104105, 120, 122,
131-132, 189
first light heavy 58, 101, 104, 131-132, 189
frets  xii—xiii, 53, 107, 13-116, 151
see also index finger fret, little finger
fret, middle finger fret, ring finger fret
fudal al-nagham 71
Furs 50,164-165, 202
see also Persian
fura dasht 60-61

gestures  82-83, 163,170,175
ghabiiq 106

see also drinking
ghaniya 94,106
ghazal 60-61,135,174
ghichek 112



INDEX OF TERMS AND SUBJECTS

ghulam 52, 64,130, 168-169, 172
ghunna 148
grammatical inflections see irab
Greek dance 190
kings 7
music and instruments 15, 53, 111, 124,
133
poets 68
singing slave girls 63

habl (plur. hibal) see ropes
hadd 104
hadd 111,134, 202
Hadith 27,75, 98,153,171
hafifi mode 106
half nasality ~see ghunna
hanjara see throat
haraka 62
harmonious 5,15, 74, 99, 106, 116, 122, 135,
162, 170
harp 54, 111, 140, 168, 171
hazaj 9, 52, 58, 78, 81, 91, 96, 101-102, 104,
106, 120, 131, 133, 140, 164, 189
fasthazaj 121
hazaj al-hazaj 58
heavy hazaj 122
light hazaj 58, 78,100-101, 104, 120, 122,
131, 164
light heavy hazaj 122
prosodic meter 61, 96
hazza 31,62
hidda 134
high pitch 66, 108, 125
hijazi 59-60
hikaya 89
see also transmission
himayri see humayri
hobbyhorse  xiii, 166-168
see also kurraj
huda see caravan song
humayri 34,100,102
husari 60
husayni 60
husaynibuzurg 60

ibil see camel

ibli see camel under dance
Ifrigiya see North Africa
ihsan see praise
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ikhtalasa 18,169
ikhtaraa 7
Glm 89
iltifat 73,162
‘imad 53
imala 102
index finger fret 45, 114-115, 120, 150, 202
intiqal see melodic movement
iqa® 76,127,159
see also rhythmic modes
irab 18
iraq 60
ishara see gestures
istakhaffa 98
istihlal = 35-36, 38, 44-45, 53-54, 77, 80, 127
see also nashid, prelude
itrab 55
see also tarab

jadhdh see cadence
jahir 18
see also loud
jank see harp and sanj
jariya 125
see also slave girl
jarra 12
jins  57,77,89, 91,131
see also rhythmic mode, melodic mode

>

juz’  see poetic foot

kardaniya 60
kawashtah 60
khabt see footwork under dance
khafif see light hazaj under hazaj
khafif al-hazaj see light hazaj under hazaj
khafif al-khafif see light hazaj under hazaj
khafif al-thaqil al-awwal see first light
heavy
khafif al-thaqil al-thani  see second light
heavy
kharij see off rhythm
kharja 34
khast 86
khayal 32
khayal ashkal al-suwar al-sighar 183
khayal al-bisat 183
khayal al-wujah 183
khayal al-zill 183,185
raqs al- khayal 167,183
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khinsir ~ see little finger

khunina 92

khusruwani  34-35, 100, 102
nashid style 35-38
sawt 38—40

kindah bir 60

kiran see lute

kurra  see kurraj

kurraj 165,168, 175-176, 190
see also hobbyhorse

lafz  see enunciation
lahn (plur. alhan) 76,143
lahw 18
lathagh g2
light see light hazaj under hazaj
light ramal 58, 101-102, 104, 131, 133,
189
Iin seelow pitch
listener’s behavior 95
little finger fret 114115, 202
loud 18, 79,162,174
low pitch 66,125
lara m
see also rabab
lute xiii, 1718, 54, 82, 93, 98, 102, 12,
124130, 138-142, 145-153, 156,
178
body position of player 82-84
chart 202
construction  xii, 113-117, 134-135
invention 124-130
melodic contours 34
Persian 35
strings and frets 113-116
tuning  xii—xiv, 14, 3435, 41, 45, 50, 53—
54, 111, 113-117, 126, 138-139, 146, 150,
152-153
vocal range and lute 53
lyre 93, 1m1-112, 124,178

maah 6o
maah abua sulayq 60
madd 9o
maghani 10
Maghrib
musical style 23,56
mahmil 34, 58, 101-102, 104-105
mahstr 34, 58, 101-102, 104-105

INDEX OF TERMS AND SUBJECTS

majlis  xiii, 7, 10-11, 14, 19, 3031, 64, 80-81,
85, 88, 95, 98,138, 144, 153, 156, 159, 173,
175,182

makhiirl  see second light heavy

maliyar 109

mantiq see diction

maqta‘ 120

see also cadence
mash see footwork under dance
Mashriq  xiv, 10
musical style 23, 59-65
modes 60

masitaris 108

mathlath 13, 35, 53-54, 111, 113-115, 125, 128—
129,135, 149

mathna 13, 35, 41, 45, 50, 5354, 57-58, 111,
13-115, 125, 128-129, 134-135, 140, 149

matla‘® 34

mawla 130

mazmum 34, 45, 54, 58, 80, 101, 105

nashid style 45-48
sawt style 48-49

measured vocal composition  35-36

see also ‘amal

melodic modes 31, 34-55, 57-58, 61, 80, 89,
100-102, 104, 106

their characters 104-106, 108-109

classification  xiv, 35,100, 131

definition xii—xiii

see also Andalusian, Arabic, Persian

for names of melodic modes, see:
bardawat, binsir, hijazi, humayri,
khinsir, khusruwani, mahmal, mah-
sur, méliyﬁr, masitiris, mazmum,
mu‘allag, mutlag, octoechos, sabbaba,
sawt, tariqa, wusta, zatt1

melodic movement 77-78

middle finger fret 50, 57-58, 114115, 202

midrab  see pick

miqraa 65

mi‘zafa 93,112

see also lyre

mizmar 79,139, 141

see also oboe

modal system see melodic and rhythmic
modes

mu‘alaja 166

mu‘allaq 35,58

muharrikat 52,54



INDEX OF TERMS AND SUBJECTS

mujannab 54, 58, 100-102, 104-105,
202
mujannab al- wusta 50, 202
nashid style 50-51
sawt style 51
mukammila 33
mukhadram 30
mukhalif 34, 100-102, 104, 106
mumakhkhar 34, 58-59,101, 105
see also tamkhir
munsarif 162
munsarij 58,101
see also musarraj, surayji, tasrij
muqaddim 185
magi® 75
murajjal 59
murmur 148
murqisat 52, 54
musammi‘ 67
musannif 62
musarraj 102
see also munsarij, surayji, tasrij
musical division 66, 70-71, 73-75, 77-79,
90, 96, 112
musiqar 125
mustahsafa 134
musta’jarat 32
mustami‘ 67
mustazad 61
mutakhallila 134
mu’talif see harmonious
mutanasib 99
mutawaliya see consecutive
mutlaq 34, 41, 54, 58, 80, 101, 202
nashid style 41-44
sawtstyle 44-45
mutrib 13
see also tarab
muwallad 20, 23, 30, 73
muwashshah 28, 34-35, 51-55, 61

nabra (pl. nabarat) 18,89
nadim see boon companion
nakat see footwork under dance
naqra 131

naqra munfarida 131

naqra mutaharrika 131

naqra sakina 131
nasal twang see khunana
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nashid 34-35, 41, 45, 50-52, 61, 77, 80, 127
see also istihlal, prelude
nasib 85
nawa 6o
nawba  xiv, 34, 51, 54, 56, 60—61
nawriaz 6o
nawwaa 89
nawwasl 106
nay 54,140,146, 153-156, 158, 178
chart 205-206
see also oboe, surnay
nilawus 109
North Africa
music 23
song repertoire  21-30
notebook of songs 32

oboe 55,79, 105, 139, 141, 176
see also nay, surnay, zamr
octoechos 15
off rhythm 75, 79, 121, 156, 160
ornaments 17, 20, 71, 37, 50, 59, 66, 71, 77—
78, 90, 150, 176, 184
ornamented repetitions  xii, 9o, 143, 172,
174-175
out of tune 17,139, 149, 161

pandore see tunbur
pegholder 84
performance
attire 84, 97
attractiveness 94
behavior 97-98
excellence 12,17-18, 31, 68-69, 82—84,
89—90
facial expressions and gestures 82-84
order 10-12, 80-81
postures  82-84
proper behavior 80-81
repetition 81
satires about singers and wind players

156-158
slave singing girls and performance time
136—137
stumbling in performance 79
Persian

composition 62
dance 164-166
instruments 111, 124-125
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lutes 35,125
melodic modes
165
their characters 104-106, 108-109
middle finger 35, 50, 58, 202
poetry, poetical form  61-62
rhythmic modes 35, 102,133,164
songs 21
see also Furs

xiv, 56, 60, 133, 164—

phrygian 108
pick 151153, 146-147, 162

poems
about singing and singers 138-145
about instruments  138-155

see also dance
poetic foot
160

18, 66, 70, 74, 77, 90, 112, 118, 120,

measure 127
poetical divisions
practical knowledge of music  see ‘amal
praise xiii, 18, 36, 45, 68, 85, 8788, 9798,

139, 141, 145, 155, 189

etiquette and role  87-88

poems 36, 45, 85,141,145, 155
prelude xiii, 52, 61

see also istihlal, nashid

instrumental prelude 61
prosody xiv, 1718, 30, 56, 61-64, 70, 74,

76—77, 79, 90, 96, 98, 118120, 126, 131—
133

prosodic meters and rhythmic modes
96, 118120

see also ‘arud

see tajzi’a

qadib see wand
qafiya see rhyme
qananil-zujaj see flasks under dance
qawl 60-61
qawl digar  60—61
qayna see singing slave girl
gisma see musical division

Qur’an of singing 1718

rabab  xiii, 54, 93, 102, 111112, 178
strings and wood
rahawl 60

1m-112
raj‘ see tarji‘
rajaz 96,170
rajja’a  see ornamented repetitions, tarji*

INDEX OF TERMS AND SUBJECTS

ramal 35, 58, 78, 81, 91, 96, 101-102, 104, 106,
120, 131-133, 164, 166, 189

ramal mahmual 102

ramal mu‘allaq 35

ramal musarraj 102
rags see dance

raqis dakkak 182

raqqas 189

rebec see rabab
recital see riwaya
rhyme 34, 61, 77,170

rhythmic modes and rhythm 18, 5659, 70,
76—77, 80, 89—91, 96, 100-103, 112, 120—
121, 124125, 127, 131-133, 159160, 164,
189
their characters 104-106
classification  xiv, 35, 100, 119-120, 131
definition 14, 127,131-133
duration of attacks 121-123
long and short  66-67
ornaments Xxii, 100-104
see also asl, dalil al-1qa’, far", first heavy,
first light heavy, hazaj, iqa’, jins,
khusruwani, light, light hazaj, light
ramal, mukhalif, mumakhkhar, ramal,
second heavy, second light heavy,
tamkhir, tariqa
ring finger fret 5758, 102, 114-115, 202
riqq (plur. ruqaq)
ritornello  see tashyi‘a

see tambourine

riwaya 89

ropes  xiii, 165-168, 177178
rubal 61

rubbing foot while dancing see mash
rata 54

ruzayql 106

sabab 18
sabbaba see index finger fret
sabuh 106

see also drinking
sadhij 167
sadr see footwork under dance
saffagat 162,168
sahib al-luhtin 125
sahib al-sitara 88
sanj

cymbals and castanets 162,168
harp 1,171
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sawt 23, 34-35, 38, 44, 48, 51
sayf (plur. suyaf) see sword
Sayings of the Prophet see Hadith
scan the poetic measure 17-18
second heavy 58, 78, 96, 101, 104-105, 120,
122, 131-132, 164, 189
second light
second light heavy 58-59, 101, 131-133, 164,
189
sha‘ar 184
shadaq 92
shadhra (plur. shadharat, shudhar)
78
shadow of the curtain
shadow dance 167,183
shadow of faces 183
shadow of figurines 183,187
shadow play 183,185-186
shadow play master see mugaddim
shaja 18,89
shaken note
sharab see drinking
shidda see high pitch
shiz 54,162,168
see also wood blocks
shorten the duration 163
shortest perceivable time 121
sitara 10,183
sitr  see sitara

121122

66, 77—

183185

see hazza

slave girl 150
dancing slave girl
singing slave girl

5354, 6364, 83, 85, 88, 94,136, 147,
151-153, 174, 177179, 186
price 32-33
moving figurines 184
slow tempo  35-36, 66, 80, 101, 134, 163164,

176, 186
xiv, 1011, 14, 21, 31-33,

170
slowing down 160
stealth see ikhtalasa

stick 65, 160,183,185
see also wand
string
compactly and non-compactly twisted
134
elements, spheres and planets
fifth see hadd
figurines 184
first see bamm

127-130
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fourth
gut 111,114,134
humors 13-14, 125-128, 134135, 149
127-129
see mathlath

silk 111,114,134

third see mathna
sufi see dance

see zIr

ratios
second

sukan 69
sukin al-jash 159
surayjl 58, 100-102

see also munsarij, musarraj, tasrij
surnay chart 207
see also nay, oboe
sword 38, 40, 98,166-168, 176-177, 179-180
see also under dance

tabaqa 53
tabl 79, 93,162, 164,168, 178
see also drum
tajnib 50
tajniba 78
see also mujannab
tajwid 18, 31
tajzi'a  70-71, 73-74, 77-78, 90, 96
takk 162,191
talif see composition
tambourine 9, 54, 138, 142-143, 146, 151, 162,
164, 168, 172
tamkhir 59, 104
see also mumakhkhar
tapping
with finger 142
the ground
withawand 121
taqlib see footwork under dance
tarab  xiii, 7, 12—15,18-19, 24, 36, 5355, 64,
74, 76, 79, 85, 87, 90, 94-95, 104106,
108, 112, 116, 127, 135, 138, 140, 143, 145,
148-149, 152-153, 164, 169, 171, 174, 180,

160-161

184—185, 189
tarana 60-61
tariqa  61,100-103

tarji°  xii, 31, 90,175
see also ornamented repetitions
tarkhani 34,100, 102, 106
tarkib see composition
tartil 31
tashyia 61
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tasrlj 58
see also munsasrij, musarraj, surayji
thaqil 112,131,134
al-thaqil al-awwal see first heavy
al-thaqi al-thani  see second heavy
theoretical knowledge of music  see Gilm
throat 51, 53, 79, 90, 108, 135, 151, 153, 156,
158
transmission 89
chain 57,75, 89
trumpet see bugq
tunbar 17-18, 93, 102, 106, 112, 150
chart 203-204

‘ad  seelute
ukar xiii, 165-166, 168

see also balls
umm walad 10
‘ugb  see footwork under dance
urghanin 102, 107-110
usefulness of music 1, 5-7
‘ushshaq 6o

wallada 77

wand 64,121, 142, 144, 160-161
see also stick

wann 138
see also lute
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watad 118,120

wazn 127

wind player 154-156,158

woman, beautiful see ghaniya

wood blocks 162,168, 177-178
seealso shiz

wusta see middle finger fret

zafina 190
zafn 83,190
zafin 190

zahzaha see praise
z&ida (plur. zaw2’id) 71, 9o
zajal see muwashshah
zaman naqra see duration of an attack
under rhythmic modes
zamr 55,93
see also oboe
zamzama 148

zarf 98
zarif  97-98
zattl 59

zawa’idi 9o

zayzafin 190

zimnah 60-61

ZIr 8,13, 53-54, 111, 113115, 125, 127-129, 134—
135, 149, 202

zirhadd see hadd
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