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Kitab Keshf al-Humum.
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I. Introduction.




The anonymous author of this treatise on musical instruments
expresses a niive wish (col.5) that by measns of it, he "may gain fame
among his fellows, and honour and fenown among all the exponents of the
musical art who have gone béfore? Unfortunstely - from more points of
view than one - this very understandable desire for recognition seems
to. have been doomed to disappointment; hfgigs a2lmost unknown to
lexicographers, and has been completely so until comparatively recent
times. The earliest reference which I have been able to find to its

(%f\ggistence'is in Al1-Hilal,28,p.2I4, ;p an article, descriptive of the
‘» wfiterary possessions of Egypt, by Ahmed Timﬁr éég@a. Even here it is
briefly dismissed as "Kashf alHumum: 2 photogrephic copy of the origin=1
is in the Dar al-Kutub in Cairo! The "Catalogue of Books on Music and
 Singing, and themr Authors, Preserved in the Dar sl-Kutub'", published
in the yéar 1932, is a trifle more infbrmative; it gives’the following
description. "The Removing of Cares and Grief, being = Descriptidn of
Musical Instruments; the author is unknown;—f~— guotes the opening i
words -~——-3 a bound copy, photographically réproduced from tﬁe'original,
Hf\the history of which is unknown, but which is written in pointed Nasggi
‘%km%éript, and is preserved in the Top Q§pﬁ Sarai Library in Tstamboul. )
It is inscribed on Fhe first page "Dedicated to the Treasurer, the
Exalted and Noble Qﬁe,»the Honoured and Served One, Saif 21-Din Abu
Bakr b. al—Muqirr, £he 1ate_ﬁunkali Bugha Al—Fangi? It has II8 folios,
-each with two pages! The press mark is also given - fugﬁgmjgmilg T.:
| The M5 is included alsoviﬂ Farmers’s Sources of Arebian Music, as
Nb, 259, and is’there referred to asbbéing anbnymous, the date being
given as fifteenth cenfury. It is,deécribed as. "a Iéngthy and obviously
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important treatise on musical instruments evidently written in Egjpt?
And those are the only references which are to be found; the
Lrabic lexicographers have no mention of a Kashf al-Humum, and, most
surprisingly, even the exhaustive Supplement of Brockelmarnm makes no
reference to it. Now such a situation presents immediate and pressing
difficulties to the translator. Not 6nly is he completely ignorant of
the author, and therefore of the period of writing, of possible literary
affinities, and the current background of theoretical knowledge, but he
can have no criteria whereby to judge his ¥S, no parailels with which
“xwﬁto compare it, in order to assess its value. And not only so, but the
present case has proved peculiarly awkward, inasmuch as.one exemplar
of the work has had to suffice; the problems of possible textual
corruption, many and infinitely varied in this case, cahnot even be
lessened by the collation of different texts, because here, so far as
is known, there is only one text in three recensions. There 1s the
original, as we have seen, in Istamboul, a photographic copy in Cairo;
and the present exemplar which is a MS copy of the second, made in the
Cairo Library in I932.

A It is from this last alone that I have had to work for the purposes
N
of this essay, and for that reason a brief description of the book as

iﬁ stands will not come amiss., It is a cloth-bound volume, and consists
of 186 leaves, each containing two columns of 9-II lines eachj;the
difference between this figure and that given by the Cairo Catalogue,
guoted above, 1s to be noticed; the writing is good, and there are
eleven photostatic plates of the illustrations. Of these, nine depict
instruments, the tenth illustrates in conventional circular form, an
orchestra of zerophones and membfanophones, andjthe eleventh is a
representation of one of the Astronohers’ circles so dear to the Arab

theorists/ _ P
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theorists. The MS is now in the Farmer Collection in the Glasgow
University Library; press mark Bi-22,z-I8, The text is not in a good
condition; unfortunately, owing to the war situation, it has proved
impossible to obtain photographs of the Cairo exemplar, by means of
which to'check the scribal errors whose existence seems all too likely.
Particularly is this true of the arithmetical sections with which the
work gbounds, passages sufficiently difficult to understand in the
original, but twice as difficult when copied by a scribe who is cuite
dbviously unfamiliar with the theory which he is trenscribing. It 1is

&fﬁ>not, of course, ﬁecessarily the Cairo scribe of I932 who is at fault;

- guite possibly the textual corruption was already in the copy which

he was using, but, without access to the latter, we cannot know,

Iﬁ any case, whether the fault is to be 1lazid to the charge of the
modern scribe or of his predecessor,the present text is undoubtedly
carelessly written, and corrupt in many places, corrﬁptions for wﬁgch
at the moment we have no apparatus criticus whatever. Quite spart
from the influence of such on the meaning of the text, matters which
will be discussed in their appropriate pleces in the commentery, there

pere obvious flaws in the writing which I have, in genersl, corrected in

‘ k/the transiation without comment.These include modern slinshod forms
of.gramma?, such as &, | for dgl (col.50.), . ,.=¢ for 5 Az almost
inVariably, and modernisms such as Cb in the sense of "go"(col.I27).
Again, pnoints are freouently misplaced, or omitted altogether, as in
¥ o) for $3l<) (col.62), g9 for ;i1 (col.258),etc, Hamza too is
frequently omitted, e.g. the word I3! seldom if ever has the final
hamza written. And even whole words are sometimes mutilated, almost
out of recognition, e.g. §~ for g—(col.5%), § pra-o for %,4—» (col.85),
7;?“ in col.IIB, &ix~ in col.I®B, both obviously intended for.$ LFA%Y
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LWL forysibSL (col.2e6), ete.

Asko the normal queétions which arise in every ¥S, questiions of
cuthorship, of date and provenance, of the background which produced
the work, owing to the singular lack of information already mentioned,
we are sadly handicapped in the case of this iS5, and are thrown back
almost exclusively on the internal. evidence provided by the author
himself, all ﬁnconsciously.Nor-can thaet, in the very neture of things,
be other than unseatisfactory, as indeed 21l such evidence, consisting

as it does largely of speculation and hypothesis, must be relatively

N

/doubtful.

The esuthor is unnamed on the title-page, nor is there, throughout
the S, any hint of.his identity; but, despite this, we may allowably
deduce some few facts of his background from the work which he hss
produced. That he was, for instance, a manyéf little education seemns
relatively certain. He cannot quote with any accuracy,'Savé‘for well-
known, almost threadbare sayings, common in the mouth of everyone;

there is not even one quotation from the Cur’zn throughout the book,

a thing almost unhesrd of in a work of this kind. The stories, too,

‘ {:)With which he illustrates his successive chapters, show not the least

sign of erudition; in violent contrast to those used by other writers
on this subject, such as Al—qgaZEli or Al-Hujwiri, our author’s tales
are long and, for the most part, discursive; a notable exception is the
story of the man selling wild thyme (col.268), but in general the
incidents are the well-wormy,romantic tales whichvvulgar tradition
links loosely - and generally quite unjustifisbly - with the famous
nemes of historj so remote as almost to have passed into the realm of
legend.(Cf. the treatment of Al-Farabi, discussed below.) Certainly
we have here the guotation of some three traditions in recognisable

\
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form, but even these are quoted in such & way aS-to‘render them useless
to the student of the Haditg literature, 2 most unusual thing in any
Arabic writer,

He gives only one reference to an authority in all the traditions,
and that one incorrectly. Al-Farcad (col.I89) is presumebly Abﬁ_Ja“far
Yuhamnad b, ‘A1 b. Mukhlad b.Yazid b. Mukhriz Al-Farqadi Al-Dariki, who
is mentioned in Al-Sam‘ani:Kitab al-Ansab p.425.(d.920 A.D.) Nor are
the characters of his stories any easier to recognise; we hear of
Mahmid £1-KindI (col.282), of Hasan Al-Turizi (col.I28), of Abu ’1-Fath

&8
\_/Al-Wasiti, and Abu *1-Fadl (col.3I8 ff.), but it is pfactically hopeless

e
to identify any of these atfthe moment., The last-named is a case 1in
point; there are records of at least three $af§s nsmed Abu ’1-Fedl in
the tenth and eleventh centuries.(vd. Farid al—Din9Att§r:$§gbgig§§m§lf
Awliyg, b. Sarraj:Kitab al-Lums.) From the story it is perhaps most
likely that the person integded was Abu ’1-Fadl Hasan of Sarakhs, who
was the Pir of AbU Sa°id b.{Al—K@ayr, and the eleventh in the Sufi.
lineage from luhammad himself.(vd. ‘Attar:Tedhkirat II,32,lines 20-23.)
But this is not an identification, and from the story itself it is not

Q:Dpossible to decide with any certainty..
The Arabic, too, in which the book is written is of poor quality;
it is loosely and inelegently strung together, with 1little or no
‘cohesion of thought or of syntéx, and it is full of grammatical errors
of the most elemenﬁary kind; mistakes in number and person of verbs
are matched in freduency only by such things as false agreements between
adjective and noun, and other similar barbarisms. The vocabulary is

limited in the extreme; the words are simple, almost childish, with none

of the verbal decorations of which Arabic at its best is capable. The
only pretence at style throughout the book 1is that in some two places

there/



there are soﬁe helf-dozen sentences in rhymed prose (saj%). A curious
feature of the language is the apparently strong Persian influence,
not only, as would be perfectly understandable, in the technical terms
of music, e.g. the use of "shashtar" and "tarabrab" in col.I24, but
in the the use also $f such words as "marhamdan" (col.2I), and
"bisharthat! (col.202) Yet at the same time, although he makes use

of Persian words, it seems that our author was not acguainted with the
language itself to any great degree,else he would never have made his
obvious mistake over the derivation of the word "jank! (vd. col.I55,
W{f%ﬁahd commentary ad loc.) |

R

. But althbugh the influence of Persian is clear, it is no less
apparent that our author was himself an Egyptian, if not by birth, then
at least by adoption, and that his book was originally written in that
country. The evidence in favour of this statement may perhaps be best
summarised as follows:

I) In the middle of his musico-msgical treatment of the theory of

. . . . el d
music as it is expressed in the "musica

Y there occurs the following
description of the instrument. (col.48,lines I&S.) "It faces four
ways, one face being to the East, a second to the West, a third

to the Sea, and a fourth to the Qiblal Now the determinative part
of this statement,geographically speaking,is obviously the second‘
half., In other words,we have to imagine as the place of brigin of
the book,a country with the sea to the North and Mecca to the
South. The answer is obviousj;not only is the Mediterranean known
commonly to the people of Egypt as"the seal but there is no other
country which will fit these geographical requirements.

2) Again from the actual text,we may notice our author’s striking

‘ familiarity/



familiarity with Egyptian nomenclatﬁfe. Where an instrument hes a
’local definitive name,it is the Egyptian name which he guotes,as
e.g.in col.I45 he mentions particularly that from the original
Persian harp there camé the "jank Migfi? More significeant still,
in his chapter on fhe psaltery he tells us (col.IB5) that it has
two names; in Syria\it is known as the "ganuny and in Egypt as the
"sanpir"; and,having said that,he proceeds throughout the whole
chapter to refer to it as "santir";the name "ganun" is not used
once after the opening paragraph. |

3) The dedication of the MS (cf.infra) is to a man whose name and
position seem indubitably to indicate Egypt. The Treasureﬂof thet
country,@bééigdéy or Daftardar,during the era of the Mameluke
Sultans ahd subsequently,was & man of real importance,an Amzr,and
one whose patronage would be of value to & msn of letters. |
4) Our author gives the impression throughout that he is much more
et home in Egypt than anywhere else; he has a surer grip of the
history and background of that country thaﬁ of any other,z more
detailed knowledge of its tradition. Of othef places he spezks
as e stranger; for instance,his topography of Baghdad is highly
inaccurate (cf.col.I8Iff. and Le Strange:Baghdad under the %bbagid
Caliphate). And it is difficult to resist the imgression thet,
when he spesks of the Tigris, it is not the Tigris but the Nile
that he has in mind. For,however suiteble the Nile,the Tigris at
Baggdéd is not an ideal river on which to go for a gulet evening
sail,

Agéin,the dating of the MS presents anofther problem for which we

have no external criteria whatsoever; not only is the work anonymous,
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but it bears no trace of a chronogram of any kind. Farther,as I have
been unable to trace accurately the person to whom the book is
dedicated,even that source of information is denied us; to this
matter we shall returﬁ,in a moment.>Meanwhile we may note that, for

fixing a date,the "terminus a quo" is provided by internal evidence;

'in co0l.280 ff.,in connection with the "rabab",a story is told of

Al-lialik Al-Kamil of Egypt,his slave-girl,Nuzhet el-Qulub,and a
certain musician named Mehmud Al-Kindi. Now Al-Malik Al-K3mil was one

of the Ayyubid rulers of Egypt in the thirteenth century, (I218-I238

. A.D.) and therefore the date of the book is to be placed some time

‘later than that period. No historical personage in the MS can be

ldentified as later than this eré,and therefore we can go no farther
on these grounds.

Now,in regard to the dedication,which should normslly bé a2 useful
feature in assessing the date of a writing,the title pege of the MS

reads as follows:

Sy gyl 2SS
&9 ITJJI r——-,{
oo =t ] oy S 5 b ot LS
e e e <>ﬁ4‘)4>3é’
L :§5::° ]}J*;ﬂLI f§~L’>¢J% > >
e R .
\_,,)_kal =J T J
This rather unusual dedication presents sundry problems; for one
thing,the phrase a¢}}g\ Y__,g is not by any means a normal formule
of dedicastion,and for long I was inclined to regard it as meaning
"written in the treasury'",or even "written by the Treasurer",or"at.

the/



commend of the Treasurer! But Tw74 undoubtedly does mean "dedicated
to; it is so given by Dozy (Supplément s.v. Y—g,),and D.M.Dunlop Esq.
of Glesgow University has drawn to my notice a usage in Véllers: |
Fragmentehaus;dem”Mugprib%g§§mlbnM559§@,p.IX,which.is almost exactly
parallel to this. In this case - and it is the same in Ibn Sa®id -
the word &5 |3+ must have & personal and not an officisl meaning,
particulerly when followed,es it is,by & series of adjectives which
are manifestly personal honorifics. Accordingly the Treasurer to

whom the work is déaicated would appear to be named Saif al-Din Abu
Bakr b. Al-Mugirr,the late ( ?7_;_,L)) Munkall Bugha Al-Fakhri.

But this too raises problems; the use of "al-merhum",and the
following phrase,"Allah have mercy on him",which would seem to show
that the Treasurer 1s already dead,are curious in the extreme. For no
literary men,in search of petronage,would dedicate his book to z man
who was no longer alive to accept and to reward such homage. Sonething
is menifestly wrong,but it is difficult to say exactly what. The best
suggestion that comes to mind is that the originalbdedication ended
at‘"b. al-Mugirr",end that the following words are & scribel gloss of
some later period,giving a better-known version of the Treasurer’s
name.

Who,then,was this Munkali Bugha Al—FaKQrE,qr Saif 21-Din Abu Bakr,
where and when did he live? Works covering this period of Egyptien
history,generslly known as the Alexandrien period,are not numerous,
‘the only two in English being Muir’s Mameluke Dynasty of Egypt, and'
Paton’s History of the Egyptian Revolution, neither of which is
sufficiently exhausti&e to have reference to the man named here., I
have used principally: for the Memeluke period,the Suluk of Taqi a1-Din

Al-iagrizi, and, for the Turkish period,between I5SI7 &nd I789,the

Kitab/



Kitab al-Kewgkib al-Sa’ira of Shemsial-Din Al-Bekri,ss summarised by
de Sacy in Notices et Extraits de Menuscrits,vol.I,pp.I65 ff., This
takes ué as far as the time of Napoleon’s inveasion of Egypt in the
yvear I789,which may be regarded as the "terminus ad guem" for the
date of the present MS,as it would seem to be earlier than the
nineteenth century.

Now,neither of these works actually conteins the name given in
ouriMS,but Al-Magrizi abounds in evidence which is highly suggestive

. _ 138
that in the period of the Burji Mamelukes (i.e.from ¥=2 onwards;cf.

. Lane-Poole:Mohammedan Dynasties pp.80-8%) we have the conditions

fulfilled which our MS demends. Such names as Munkali Bugha are by no
meané uncommon; owing to the Turkish influences imported by the
slave rulers; we have for instance,Timurbughz,and Katbughz. And more
particulafly is it true that the "lagab" Saif 2l1-Din,or Sword of the
Faith,is overwhelmingly common in the time of the Burjis; almost the
majority of the Amirs mentioned by Al-Magrizi bear that title; cf.
Al—Maqrizﬁ,484,502.(Quatreiére,ll,ii,pp.ll & 46.)vIndeed,although our
Treasurer is not specificelly mentioned,there are three persons with
whom he might conceivably be identified. Saif 21-Din Baktimur, of
Al—Maqriéﬁ,502,574,596 is sufficiently similar to Saif:al-DIh Abu Bekr
b. Al—ﬂuqirf to be the same name corrupted by scribal error; there is
also Saif al-Din Abu Bakr b. Isbzsalsr (Al-Meg.:407,4I0) the "wali®
of Fustet, and Saif al-DiIn Abu Bakr b. Jamakdar (Al-Maq.:475). Of
these the first is perhaps the most likely; he died in T304 A.D.,
having been the Khazindar or Treasurer zt an earlier date.(cf.Al-HMac.
59%,574,as above.)

Now if this identificetion will stend,tentative though it is,it

fbllows/
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follows that the date of our MS is to be set early in the fourteenth

well

century. It is to be noted that such & dating wbuld»agree very with

the internal evidence of the text,zs follows:-

I) The titles applied in the text ﬁo various ?ersons,otherwise
rather puzzling,thus receive an easy and immediate explanation,
8s honorifics bestowed by &z leter generation on the great names
of history. Thus Al-Farebi receives thevtit}e, Téii'el—Din,4e
phrase unknown in his own day,but sufficiently common in the
fourteenth century.(cf.infra on the aﬁthorities oguoted in this
MS) Similarly in col.207 Zuhelr is referred to as Al-Bahz’,again
a phrase more than common in Burji times, as Baha’ al-Din.

2) The early fourteenth century is sufficiently remote from the
modern era to be still under the influence of mediaeval theories
of number (cf.infra),and at the same time is sufficiently late
to be able to regard such names as Al-Farabi (IOth.cent.) more
es mythical heroes than as live'philosophers.

3) The iilustrations,of which sketches will be found et Appendix
B,also bear out this deting,showing,zs noted in the sppropriate
seétions of the commentary,developed steges of the primitive
instruments,s stege intermediate between ancient and modern. .
4) Significent elso is our author’s remark about the harp (col.
156),that "other instruments of this age have superseded it,so
that it is fallen out of usel Evliye Qgelebi,writing in the
seventeenth éentury,has the ssme tale to tell;"Few play it" he
says of the harp,'"because it is a difficult instrument? Of
course,it is naturally true that instruments did not drop out
of use simulteneously in different parts of the world,and the

fact/
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fact that the harp had zlmost fallen intd desuetude in Turkey
in the seventeenth century is no proof that it had not suffered
a similar eclipse in Egypt,perhaps centuries before, In the West
certainly,it was destined to last;it is still very much in
evidence at the end of the thirteenth century,(cf.Riaﬁo:Early
Spanish Music,pp.II7,I2I,122) and in the fourteenth century,the
"arpa" is mentioned in the poem of the very unclerical High
Priest of Hité.(circa I250;cf. Chevarri:Musica p.78) Similérly

the "sanj" is mentioned in the Kitab al-Imta’of Al-Shalzhi in

N the IBth-I4th century,in the Mughrib;(cf.Farmer:Studies,ii,?8,
Z0) but in the East,about the same time it seems to have fallen

out of use in favour of its relative,thé psaltery.

To sum up,then,the results of our findings; the Kashf sl-Fumum
would seem to have been written in FEgypt not earlier than the second
hglf of the thirteenth century,and probably a good deal later,at
some time during the ascendancy of the Burji Mamelukes probably in
the first half of the fourteenth century. It is completely znonymous,
and there seems but little hope of ever discovering the identity of
the euthor,but he seems,on the evidence available,to have been an
.Egyptian of small erudition,concerned'to produce a popular work,
rather than an academic classic.(cf.infra.)

N.B. In the above I have accidentelly omitted to make any reference
to the fact that the adjective "saifiya",which occurs in the dedication
will not bear translation into English; it is merely & reference to

the Treasurer’s "lagab", Saif £1-Din. (cf.Al-lagrizi:pessim.)
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It is difficult to eassess the value of this ¥MS from the point of
view éf mé&ern scholarship. It is not in any sense & scientific
treatise on musical instruments,nor,so far as may be seen,does it deal
scientifically with the theory of muéic,even by Arabic standards. It
does not stand comparison,for instance,with the strictly formel end
highly valuable writings of Al-Firabi, Al-Kindi, and *Abd al-Fu’min,
writers who go into exact detail on the dimensions and mechenics of
the instruments with which they deal. The only portion of the Kashf

al-Humlm which even makes pretence to a2 scientific treatment is the

T .
carithmetical part; and with that I have not felt qualified to deal -

presuming always that our author’s weird manipulation of numbers is
really based on some scientific system - and even that is by no

means certain. What this MS does give us is an invaluable,everyday

view of the instruments under discussion; it was undoubtedly written
)

@

fof popular éonsumption,for a people who liked to hear stories and
legends of far-off timeé,concerned with things which were of common
occuﬁéﬁce in their lives. Hence the long and involved stories,rather
unnecessarily tedious to the Occidental mind,which form the mejor
part of every "fasly connected generally with the name of some almost
legendary musical genius,such as Al-Farabi (col.I?ff.) or Al—nggfizﬁi
(col.I27‘ff.). Hence also the emphasis on numerology,a science which
has & profound hold,even to the present day,on the unlearned and the
superstitious; the émphasis on the four-fold thing, on the law of
sevens, the constant recurrence of twelve and twenty-eight, although
scientific enough after the style of the Pythagorean theories which
took such a hold on the Arab world under the tutelage of Al-Kindi,

is of that type of science which exerts a powerful hold on the

popular/
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popular imagination.

- But to say that is not to depreciate.the value of the MSE as &
whole; it certesinly gives us no scientific eniightenment on the
structure and working of the instruments, but we have that information
in full from other sources. The value of this work 1ieé rather in the
insight which it gives into the way in which the common people looked
at music. The popular mind, impatient of, and impervious to, exact
detailiin the academic sense,is.seen mirrored in'the very phrases of
our author. Not once is a musical treatise quoted by name,not once
i; %here even a verbal quotation from the great theorists; the famous
names arevloosely linked with colloguial teles; that scientific
exéctitude,so boring and so infuriating to the lay mind,which holds
it but a waste of time,is glossed over; the influence of music is
stressed time and again,its power to charm kings and caliphs is’
emphasised; the musical gift which brings fame and advéncement to ifs
fortunate possessor is laid before us continually., In almost every
"fasl" the stofy opens with the musician penniless and outcast,ahd

we follow him as he sdvances,by reason of his art,into the favour of

, the mighty ones --"and he remained in the king’s presence,playing

his intrument continusllyV ,
That is to say,we are introduced here to that frane of mind
which acéepts music as one éf the arts,and an art,moreover,in which
there is gfeat profit,and to a society in which the good musician is

a man of importance,not only socially,but also religidusly,as is
shown by the stories about the wind instruments. The whole work is
very far from being academic; the instrumehts are not clessified in

any way,pbut follow one another in any order; the authorities are

doubtful/



15,
doubtful ‘in name (cf.infra),and asre loosély guoted; the traditions,
normally such an exsct part of any Arabic literature,are given without
any "isngdy'andAwith frequent inaccuracies and variations in the
actual text. In a word, it 1s with a book for the layman that we
have here to deal, a book not written by & scholar for'scholars,but,
more human and,from that point of view,more interesting, a book
wrltten for those who wish to be enterteined, and who have no rooted
obgectlon to a little instruction mlnglea with thelr entertclnment
| The work, however unscientific its general background of thought
"and of languege, is noiddisorderly in arrangement; it is -composed
as follows:-

I) After the "bismillah" and the ascription of praise, the
orthodox blessings on Muhammad and his family are followed by
the author’s preface. He explains that he writes this book et
the recuest of one of his friends "who is interested in the art
of music%? He claims to have taken his material from fhe stories
and references of earlier generations, end to have worked it all

up into this book, which he has composed in various chzpters,

(:>A each divided into sections (mafsul). There follows a list of the

authorities from whom he has borrowed, together with a brief
biogrgﬁhical note on each.(cf.infrza)
2) The book proper then opens with an exposition of the four-

- fold principle,on which-ali music -and all things in general -
are founded; it was according to this principle that the "musiga"
was built by Al-Farebi. This building,described in gréat detsil,
is followed by |
3) A dissertation on the theoretical aspect of music which

embraces/
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embraces & discussion of the ﬁodes (anghém and awdzat),the courses
(abbur),and the genres (anwd®),together with such related matters
as the cualities of the different winds which,in the "musigal,
produce the various genres. This ieads on to a tale of @ European
sevant who,envious of the "misiga",spied out its secrets, and
built for his own people a small versionm of the instrument,known
as the "yurghal". This latter part of the section being closely
linked in content with section 2), I have tasken the two together.
4) We come now,the "mOsiga" being regarded ss e kind of synthesis
of all the instruments, to a series of seven "fusul",esch dealing
with one inétfument,andreach dealing with it from several points
of view. Its inyention,its legel standing,its numerical
se.ocaskociations,its influence,and its use in practice are all then
| discuséed,generélly -though noﬁ invariably - in that order.

5) Then folloﬁs a section on the whole orchestra, the concerted
pleying of several instruments;it is almost entirely numerical
in character. |

8) The ¥S closes with an epilogue in story form, and with the
preséribed ascription of praise, and blessings on the Prophet

and his family. |

With this mass of material I have felt neither inclined nor

competent to deal; I have therefore limited the scope of this essay

- quite deliberately to the instruments themselves, and have omitted

from both translation and commentary, sections I),%),&5) of the above

schedule. I have omitted also for the most part those portions of the
individual sections which deal with numerological matters. But even
after such omissidns, by far the greater part of the MS will be found
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to deal directly with the instfuments, or with stories concerning
themjthe portions which are included in the present translation will
be found to cover some 250 columns out of a total of 272. Farther,

I have altered to some extent the order of the sections; the original
author, regarding the "mUsiga" as the embodiment of theoretical

immusic, put that instrument first, and built the plan of his work
around it, dealing in turn with the seven instruments which it is

held to comprise. However, as this essay is not concerned with numbers
but with instruments, I have adopted the modern scientific classific-

ation of instruments into the usual four groups, thus:-

a) Idiophones -- none mentioned in this MS.

b) Membranophones -~ the "tar" and the "duff",

c) Aerophones ——.the "musIga', the "shebbaba!, and the "shu‘aibiya
&) Cordophones -- the "¢ud", the "jank", the "ganun', and the

"rebab",

Within these sections the separate instruments zre dealt with in
the order in which they occur in the 1S, FEach chapter is in two parts,
A, the relevant portions of the text, translated with column merkings
in the mérgin, and B, the commentary. This latter I have tried to
arrange &s far as possible in accordance with the pattern set by the
S itself. In each chapter the commentary begins with & generel
introduction to the instrument in question; in this I have tried to
set the instrument briefly in its ethnological context, with & short
sketeh of its historical associations, and its occurence among the
Arabs and other peoples. Any metter of general interest in connection
with the instrument will also be found in this position, as, for
instance, the question of the legality of the "tar" end "duff", or
the vexed question of the descent of the iediaeval '"rebec" from the

Arabic "rabab". Then follow any comments which mey be necessery on
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the vocabulary, and the textual problems of the chapter. The name

of the instrument, its derivation, and any interesting varients are
discussed, and after that any cases of apparent textual difficulty.
In these qhave, for the sake of conveniénce, written out the text

of the Arabic in full, in order to save a monotonous snd continued
reference to the MS. These linguistic and grammatical points having
been dealt with, the author’s theory of the invention is noted and
compared with other theories,a description of the instrument is
built Op eas far as‘possible from the text, and the commentary closes
with a note on the method of playing or on any special uses to which
the instrument may be put.

Such is the plan which I have tried to follow in each of the
chapters, although, as usual, it has proved impossible to meke any
hard and fast distinctions between one part of the commentary and the
next; the various parts inevitably overlap end fuse into one another,
and for that reason I have left the commentary as a unit, instead
of sub-dividing it into paragraphs according to content.

»My authorities, as nmust be the case with one who approéches an
unfamiliar subject, have been many and varied. For the general back-
ground of Arabic music I have been indebted to Baron R. d’Erlanger’s
translation of Al-Farabi, to J.P.N. Land’s famous "Récherches sur la
Gamme Arabe", to Salvador-Daniel (Farmer’s translation), and to the
very comprehensive works of Fétis and Lavignac, as slso to the many
articles by Dr.H.G.Farmer in the Encyclopedia of Islam. (s.v. %@§ig§,
thpéﬁ and biographies of theorists such as Saff al—D{n§°Abd al-Mu’min,
or singers such as b. Misdjih, etc.)

For the instruments themselves I have had recourse to a mass of

material/
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meterial which will be found in the bibliography (Appendix C), in
perticular to two recént works on musical instruments and their
history, one by-Curt Sschs and the other by Kerl Geiringer. The
former is especially valuable for a general view of muéical instruments,
and it is only to be régretted that Dr.Sachs is inchined to be &

trifle opinionative, particularly in regsrd to A¥abic and Persien

instrugents, of which he has apparently no first-hand knowledge;

~ he gquotes no authorities, but takes from the existing works of Aré&bic

scholars such points as sult his hypotheses, refusing to countenance
other evidence, ESpecially he may be accused of having done less
than justice to the one man who is pre-eminent in the field of Arsbic
music, Dr.H.G. Farmer, whose painstaking and exact work must put
every student of Oriental music inestimably in his debt. Inevitably
in the course of this essay I have turned time and agsin to Farmer,
more than to any other authority, and if, et times, I have ventured
to disagree with him, it has only been in the hope that T may add
some{?ew bricks to the iﬁposing edifice which he has systematicelly

built up. His works cover all the aspects of music, theory,
e

~f;§ractice, and influence, and I have used them all. In the last-

named subject I have also teken extensive advantage of the excellent
translation of Al4ggﬁz§lf by the late Prof.D.B.Macdonald which appearec
. 190/~ 190Q, - ~

in JRAS of seme—yesme’zge; 2lgs of the works of R.A.Nicholson and

A J.Arberry in the field of Islamic mysticism. Lists of instruments
with descriptions I have used with great caution, owing to the
prevalent uncertainty sbout the meenings of terms; besides the works
mentioned above, and various museum catalogues, notably that of the

Crosby—Brown Collection in New York and that of the South Kensington
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‘Notes on Early Spanish Music’, Chavarri’s "Musica Popular Espenole,

a0,

Museum, London, I have made- extensive use of such works aé'Riaﬁb’s
"

and Ribera’s”La Musica de las Cantigasi ThevArabic lexicons, being
compiled mainly by purists who refused admittance to such loan words
as instrumental names, are of little help, but in addition to Lane
and Dozy I have consulted the"Lisfn al- *Areb” and the T3] al—‘Arﬁst
Schiaparelli’s Vocabulista in Arebico’ is occasionally helpful, as is
Seybold’s"Glossarium Latino—Arabicﬁm? Finally>I have found much
useful material in a new book by Gustave Reese, entitled Music in the
Hiddle Ages: which, although too technical in parts for a musical
amateur, is an excellent piece of work, and in D.N.Ferguson’s recent
production, "History of Musical Thought

But all these authorities, however great, can heve only an indirect
bearing on a MS such as this; I have discovered nothing, either among
the printed works of Arzbic authors, or in translation, which can
aptly be compared with this work. The nearest I have .seen to it is 8
treatise by Mikh3’il Mushige, published by P.L.Ronzevalle in the
élanges de la Faculté Orientsle of the University of Beyrout, vol. VI,
pp.I1I4ff, But even this is very muéh more scientific than the
Kashf al-Humum, whose approach to the‘subject is anything but
scientific, a2nd whose authot, as he tells us himself (col.4) is only

speaking at-second-hand.
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A notable feature of this #S 1is the emphasis which the authdr
lays on the influence of music; his stories abound with cases of kings
and others, who, introduced for the first time to real music, found
themselves moved and thrilled beyond words. This idea, rather
sketchily indicated at first, is worked out more and more strongly
as the 1S advances, until it reaches a climax in the tale of the two
shaikhs, Abu ’1-Fath al-W&siti and Abu ’1-Fadl, a tale in which the
gﬁfi doctrine of music is presented to us almost in its full form.
Comments on individual passages will be found in the appropriate
portions of text and commentary, but it might be helpful here to
discuss the matter of the influence of music a little less disjointedly

It was, zamong the Arsbs &s among other peoples, a matter in which

observation and experience preceded science by countless centuries;

Combarieu (La Musique et la lMagie, p.220 ff.) insisted that the
influence“of music had its origin in the magicel, proto-religious
offices of primitive man, that, as primitive life and magic are
practically co-extensive, so ﬁe have the soothsayer?’s charms and
incantations to cover every aspect of 1life from birth to death. Now»
that seems an eminently reasonable theory; the whole point of magic
is the efficacy of a certein form of words, said in a prescribtdwey,
and accompanied by regulated actions; hence,nzturally, primitive
religious chants end ceremonialkdances, hence the music and dahcing
of circumcision feasts, hence the war song and the funeral weiling.
Andkgradually, according to & psychologicel law, these things which
were priginally the expression of a feeling, come by force of

associgtion to be, not the résult, but the cause of that feeling.

The religious chant is used, not because the assembly feels reverence,
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but in order to induce that reverence; the war dance is executed as
2 kind of primitive propaganda, not because it reflects the true
state of the popular mind, but in order to produce the requisite
pugnacity. And such s power of music is the commonest thing in the
world, even tdday; the writer is acquainted with one person who can
never hear Handel’s Largo in-G without bursting into tears, simply
because she once heard it played at a2 funersal. Indeed it is =z
tenable position for argument that anyone who is not affected by
music in some such way is lacking in spiritual understanding and
feeling. As Al-Ghaz2li quotes (JRAS I90I, p.2I8) "He whom the
Spring does not move with its blossoms nor the “Ud with its strings,
is corrupt of nature; for him there is no cure." And with that

may fitly‘be compared our own author’s Quotation, (col2I2) attributed
to Al—Epwérizmi, (He who does not listen; he who does not love, he
who is not charmed, such & man is not humén, but is reckoned among
the beasts.)

Farther proof of this, if any be required, is to be found in
philology; as in English the words '"charm", "enchant", etc. cre
derived from the Latin "cafmen", & song, so also on ﬁhe Arebic side
the word "tarab", used of music, 1s a purely subjective worﬁdenoting
"the thrill of pleasurable excitement " (Chenery on Al—ﬂariri)
exzerienced by the auditor. And not only so, but the ordinery word
for poet, "gbé‘ir" is derived from the root "sha‘ara', to know, and
indicates one who has a special or supernaturasl knowledge, almost,
in fact, a wizard in league with the spirit world. In line with this
is the tremendous reverence accorded to poets by the Aresbs of the
Jahiliya; the appearance of a poet in a tribe, with his power for
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good or evil was celebrated, s b. Rashig tells us, with feasts

and entertainments, music gnd rejoicing:-- "And they used not to
wilish one another joy but for three things - the birth of a boy,
the coming to light of a poet, and the foaling of & noble mare.”
(Nicholson: Lit.Hist. p.7I)

So the influence of music was visible everywhere, long before
any systematic dfoctrine of the Ethos was known. There were, for
instance, the religious songs, the "tahlil" and the "albive", songs
of the pilgrimage which Muhammad found and took over as a legacy
from the Jahiliya; they may best be compared with the pilgrimage
Psalms of our 0ld Testément, headed "®*al-‘alamoth." These songs
the Isliamic Prophet, forced by strength of opinion, took and madé
allowable in a religion which, originally aqﬂeast, proscribed music;
and to them he added the "adhan" or call to prayer, and the idea
of the cantillation of the Qur’an. Not only did Muhammad allow these
things, but even he seems to have been fond of them, (cf.“Tod,3,I76;
Al-Ghaz3li, op.cit. 209,246; Bawariq al-Ilma‘ ,pp.75,78.) and to have
permitted music also on the the occasion of the great religious
festivals, such as the "yaum ‘eshure", or New Year’s Day, and the
neid al-fitr"; that music was practised at leasst, permitted or not,
on such days appears frequently from the Magamat of Al—HarirE.

Another occasion on which music was prominent was the day of
battle; in pre-Islamic times, each side had its poet in the ranks,
chanting heroic verses to spur the warriors on to deeds of fame.
Typical examples are the verses known as "Al-muwathtgibét", spoken

by Basus at the commencement of the war which bears her name, between
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by Jahdar b.Dubay“a (NBldeke: op.cit.p.45) in the same war. CloSely
allied to this was the "hij®" or satire, of which Nicholson (Lit.Hist.
p.73) says that it "introduces and accompanies the tribdlk feud, and
is an element of war just as important as the asctusl fighting. The
menaces which he (the poet) hurled against the foe were believed to be
inevitably fatel. His rhymes, often compared.to arrows, had all the
effect of a solemn cufse spoken by a d4vinely inSpiréd prophet or
prieét;..... 8atire retainéd something of these ominous associations
at a much later period, when the magic utterance of the "shz ‘ir" hed

long since given place to the lampoon! Such satire, at first in the

"saj®”or rhymed prose, was later delivered in the common Arab measure

known as the "rajaz", the easiest of all poetic metres for'composition;
and as such it was employed extensively by the armies of Islamic times,
as shown by the stories of such heroes gs Abu Mihjan and the chief

of the Banu Tamim at the battle of Qadisiya (vd.Muir: Caliphate,p.IIB)
Al—QhazEli attributes such a custom also to the great heroes of

Islam, *Ali and Khalid, and quotes two verses of Al-Mutanabbi’ which
were commonly used to incite to war.

Again; perhaps the commonest and the most efficacious of zll

- folk-music was the work-song , familiar enough to us in our msny

traditional sea-chanties, or, in the East, in the well-song of

Numbers XXI, I7;
Spring up, O well; ~ Sing ye unto it!
Thé princes digged the well, The nobles of the people digged it,
By direction of the lawgiver, With their staves.

Huart tells us (Lit.Hist.p.5) that "the idea of Kbalil’s prosody came

to him from hearing the hammers of the workmen in the bazaars ringing
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on their anvils with alternate cadenced strokés. Until the wise
grammarian made this fruitful discovery, the Arabs had produced ,
poetry with no knowledge of its rules, beyond their own innste
feeling for poetic rhythm"; or, in other words, that, contrary to
Ribera’s belief (La Musica de las Cantigas,p.I7) music §id originate -
or at least a proportion of it- among the common people. 8o tob in
Aghani,I,I9ff., we find Me‘bad, when questioned by Ishaq Al-Heusili
about the composition of his songs, expleining that he composes in
the saddle, beating time with a stick on the pommel. This is an
interesting reference to what is probably the oldest type of Arabic
work-music, the "huda’" or camel-song; from earliest times the nomad
Arabs had known that the camel was susceptible to music and could be
made to accelerate his pace by the use of the appropriaste melody.
Conseguently the "huda’" was universal throughout the peninéula,
(b. KhurdZdhbib in Mas*udi,VIII,92, says that it was "the first
specimen of music and refrains known to the Arabs") and accordinglfo
Anas b. Malik, Muhammed himself used to request it. A story -

illustrative of the power of such singing is given, on different

authorities in Al-Ghaz&li:op.cit{,p.2I8, and in the Kashf 21-YMahjub,

P.399.
Finally; lyrical or erotic poetry was observed to have a powerful

effect on the hearer; the Kitab al-Agh&ni asbounds with stories of

those who heering music; could not contain themselves; of these we
shall cuote thre#which are not so well known as meny others. First
in Aggégi VI, 7-9, it is related how one day Siyat the singer fell in
with a beggar named Abu Raihana who desired him to sing; when Siyet
sang the first time, the beggar ripped his only garment to shreds in
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his ecstasy. Requested to sing sgein, Siy3t did so, and Abu ReihZna
in his delight struck himself in the face rendering himself unconscious
When he came to himself and was reproached for his folly in tearing
his only garment, he replied that Siyat’s singing gave more heat than

any clothes. Lgain,in ég@éﬁi I, 26-7, we read of Ma®bad singing to

Al-Walid b.Al—Yazid,and so charming him that the prince threw off his

O
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clothes and dived into the fountain, not once but three times; after
the first time the fountain was, by the royval commsnd, filled with
wine in place of the usual rose-water. And finslly in égbggi 1T,
74-5 there is a story, often told of othefs also, about b. A’ishe;
once at the pilgrimage he boasted to a friend that he could halt the
long train of pilgrims wending out to ‘Arefat; - challenged to prove
his words he sang a verse of Zuhair, at the sound of which the front
of the column halted,while those behind, being out of earshot, still
pressed onward. The result was a tremendous confusion, and b.?ﬁ’iq@a
was arrested and brought before Hisham b .fAbd al-Maiik, leader of the
“bajjf Accused of pride; his response was merely "When you can control
the hearts of men as I can, you have a right to be proud." Such
impudence apparently amused the governor who let the singer go free.
Such influences of music were too obvious to be overlooked, end

in the end Islem had to reckon with them. A1-Ghazzli specifies seven
types of music which are zllowable, and his clessification, although
legal rather then scientific, is interesting. Here sre his seven
types, teken fra JRAS’J:ZIpp.EZO ffoe-

a) Music used to incite to pilgrimsge, and the music of the

pilgrimsge itself, with the accompeniment of"tabl"an“"gbéhint

This type is sllowable because the subjects with which it deals
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are sacred and the result is piety.

b) That which is used to incite men to warfare against the
infidel. This is music of a differnt type from the first,
and is permissible only when warfsre is ﬁermissible.

c) That which is used to hearten men on the actual field of
battle, as used by °Ali and Khelid. It must be strong and
martial, end therefore such instruments as the shahin'are
forbidden for it, as being too soft and enervating.

d) Songs and music of lamentation, produced by sorrow.

But this type is only permissible so long as the sorrow is
praiseworthy, that is, so long as it is not sorrow for fhe
dead, since that is rebellion against the decree of Allzh;
the sorrow must be for one’s own faults and shortcomings.

So Adem and David made sorrowful music which was legal.

e) Joyful music which promotes innocent happiness, as on the
occasion of a feast-day, or a marriage or anykthér femily
occasion, So the Prophet permitted music when he entered
Al—Hadina; the reason wes that it showed joy at his coming.
(cf.text col.I90). Such joy may be indicated, not only by
songs and music, but even by dancing.

f) Erotic poetry and songs, becauggignduce forgetfulness of
self, and the individual is lost in the depth of his longing.
This, of course, is permissible only where the lover’s desire
is legel. |

g) The song of the mystic, or the music of mysticism, because
music in this case arouses the ardour of the devotee, and stirs

in his heart that love of God which is the basis of ell piety,
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It will be observed that never once does Al-Ghezzll argue that
music per se is a good or even permissible thing; he hgs no conceptior

of it as an art which supplies an end in itself. ©Solely he is

interested, as is the author of this MS, in the various influences

which music can have, the way in which it can induce in the auditor

humility'or pride, love or hatred, joy or sorrow. Such manifestations
of the power of music had slready received their official stetus under
the aegis of Al-Kindi’s doctrine of the FEthos. 1Into that doctrine

it is not our place to go at the moment, but it was very fullly worked
out in a1l its ramifications; music took its pléce in the scheme of
the unification of the sciences,end of the bringing of 21l things

down to the common denbminator of number. Thus the twelve modes were
linked up with the twelve signs of the Zodisc, the four-fold principle
was related to both and to the four humours; these things so far as
they affect this MS will be discussed i—iﬁg—a&eme% But here it will
suffice to notice that the doctrine of the influence of music was very,
thoroughly systematised under the school of Pythagoras, from whom
A1-Kindi borrowed extensively; so, smong the Greek modes,"the
Mixolydian is piercing and suitable for lamentations, the Lydian is
intimate and lascivious, the Phrygian is ecstatic, religious,

strongly affecting the soul, snd the Dorien is manly and strong.”
(Reese: Musié in the Middlé Ages, p.44) So too it was with the
Arabic theory: certein modes were linked with ceftain emotional

states -- and also with certain physicel states, it would seem, as
therapeutic mﬁsic’was well recognised, even among the medical
profession. (cf. Ikhwan al-Saf£?,I1,87; Kashf 21-Mahjub,407; Farmer:
Sa“adyah Gaon p.6). Neafly all the theorists deal with the Ethos
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doctrine, but unfortunately their accounts are 211 different; from
Al-KindI (®@th.cent.)to Safi alepfhfﬁbd al-M¥u’min (I3th.cent.) the
great writers on music describe their version of the doctrine, which,
however much it may vary in detail, is fundamentally the scme. $afi
al-Din (Kitzb al-Adwir,I4, guoted in Farmer:Hist.p.I97) remasrks that
every mode has a different influence on the soul; ‘Uq@gbéq, AbT Salik,
and - NaW“ produce courage and simplicity, Rast and three others pacify

the soul, while Buzurk and its associates influence a2 man to grief

and lassitude. Ibn §In§ connects the verious modes with different

times of the day and night (Farmer:Influence,p.24); asnother reference
to this theory is to be observed inccol.25 of the present text; the
Ixhwan al-$afa’ worked out in considerable numerical detail the idea
of the Harmony of the Spheres, while Al-Kindi hlmsei¥zdfi composition
into three kinds, sad, cheerful, snd medivum. (vda. Farmer:Influence,
p.I6) Reinach hed much truth in his saying - although not intended
for the Arabs - "Les anciens critiques....ont bezucoup raisonné et
méme déraisonné sur....l’éthos des modes."

Another feature of interest to the Arab theorist was the ease and

‘the rapidity with which, by the changing of the modej; the hearer

could be swayed and ruled. b.Khallikan (III,309) tells s story of
Al-FErabi which finds a parallel in the present 1S (col‘Iﬁé 186),

he relates how Al-Farabi, e brilliant practicsl musician as well as

a great theorist, played one day in such & way as to produce pleasure
in his hearers; then, retuning the instrument, he made them weep,
and retuning agein he sent them to sleep. For an Fnglish comparison
in literature, one might cite Dryden’s poem "Alexander’s Feast",
wherein the varying moods of the musicien’s song are feithfully
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reflected in Alexander and his cbmpanions. Or, in the words of
Burton (Anatomy of Melancholy) "Music is a roaring-meg ageinst
melancholy, to'rear and revive the languishing soul;...... Lebouring
men that sing to their work, can tell zs much, and so can soldiers
when they go to fight, whom terror of death cannot so much as affright
as the sound of trumpets; drum, fife, aﬁd such like music animetes.
It makes a child guiet, the nurse’s sbng; and many times the sound
of a trumpet on a sudden, bells ringing, a carmsn’s whistle, 2 boy
singing some ballad tune early in the street, alters, revives,
recreates a restless patient that cannot sleep in the night, etc.
In a word, it is so powerful avthing that it ravisheth the soul."
But while such were the views of the musical theorists, the
influence of music was regerded in quite a different light by the.
Sufis; to them music wes e meens of zttesining to the ecstatic state
in which they found their deepest religious experience, as, for
instence, practised in a crude wey by the dervishes with the
monotonous chants and rhythmic movements of the "dhikr? (vd.Lene:
iod.Eg.,chap.24 ,etc.) In such an aspect, music loses its
intellectusl appeal almosf entirely, though it is interesting that
our author, in the story of Abﬁ ’1-Fadl, seeks to introduce the idea
that the q@g}%& is applying intelligence to the sounds. In sctual
fact this does not seem to be so, and music as a means to ecstasy
is in reality being used almost as & drug. As Falla ssays, music

is not made to be understood, but to be felt --"la musicez no se hace

)
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para que se comprenda, sino para gue se sients." (vd. J.B.Trend:
Manuel de Falla and Spanish Music,p.45) And both Al-Fujwiri and
Al-Ghaz3li insist that to those who hear music properly, thet is,
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spiritually, the notes end the modes mean nothing; they sre not
interested in its technlc« deteils, but in the music itself,
irrespective of its method of production. (cf. JRAS,ISOI,pp.705ff.;
Kashf al-MzhjUb,pp.402f{.) Like Schopenhauer, they see in music the
Ultimate Reality which trenscends thought and is a matter, not for the
intellect, but‘for the affections. Interesting Side-lights on the
SGfi use of music are to be found in Nicholson:Studies in Islémic
iiysticism, notsbly in his biography of Abu Sa®id b. ibi ’1-Khs

AbU Se “id, who was a Pir or director of the SUfis, used music,

. . ) " —_ v vecrlber
including the chanting of & qawwal or peet on all occasions: (op.cit.

0p.25,32,35,etc.), although & later SGfi, Ibn 21-Farid,(IZth.cent.)
denies that music 1s necessery for the ecstasy of the true mystic,
since Mmy spirit is my musician! (T&’iyya,line 4I4;vd. Nicholson,
op.cit.p.265) These two conflicting schools of thought are Well‘
represented in the story of Abu ’1-Fath and Abu ?’1-Fadl in the preéent
work (col.3I8ff.); in this, Abu ’1-Fath is the contemplative, self-
sufficient mystic whose method is that of monastic seclusion, while
Abu ?>1-Fadl is of the type of AbU Sa id, rousing himself to ecstesy
by external stimull, by music and dencing and sll the appurtensnces
of mass hysterie

The §ﬁfis were not by any means completely in favour of music,
even for religious purposes; their epproval is generally cuelified in
more ways than one, because they realised that music was cepsble of
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stirring uo emotion of a quite un-religious charecter. Al-Chs
(oo cit.,2.220) puts the metter succinctly when he quotes AbTU Sulaimen
as saying "iusic and singing do not produce in the hesrt that which is
not in it, butAthey stir up what is in it." Or in other words, music

will/
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will not make a good man bad, nor ﬁill it make a2 bad man good, but it
will accentuate his native cheracter. Underiying such a saying is
the clear realisation that rezction to music is essentially personally
conditioned, én& that therefore no sweeping generalisation can be
made sbout its legelity. The same thought lies behind the saying of

that those who listen to music cen

Al-Hujwiri (Kashf
be divided into two classes; first, those who appreciate the spirituel
meaning of what they heer; and second, those who apprecieste only the
sensual or material meaning.

This line of thought can also be traced in the present MS; in col.
50I-2, the author, speaking of the delight and the ecstesy expefienced
by mystics on hearing the sound of the"shu®aibiya®, says "Such is the
case with the gnostics (ahl a@zﬁgjgigq) whose aim is the Heavenly
Kingdom., But as for the devotees of devilish charm, verily Satan comes
to any of them who hear the sound of the instrument, and enhences it
in their sight, and whistles in their ears." -This is closely perallel
to the story guoted by Al-Hujwiri (ﬁashf al-Hahjub,p. 402) of David,
under Divine inspiration, playing the pipes to an enthralled crowd,
while Iblis plays over against him &t the same time. The result is
that to half of the audience the music is Divinely inspired, while to
the other half it is a gulde to perdition. The whole of this attitude
to music could not have béen better summed up. 'As our author says,
"It depends on the hearer what he hears, and everyone hears what is in
accordance with what he hss grasped" (col.268); with this sentence we
are introduced to another story illustrative of this same point, the
story of the pious man who heard a hawker crying his wa res in the
bazaar, shouting “Wlld Thyme!™ So, his thoughts being on things

religious/
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religious, he was struck down in a faint, imegining thst the voice had
cried "At once shzll yvou see ¥y righteousness.m (cf.A‘—QEeéElE,op.cit.
0.238). The same idea is to be found in English in Sir Thomes Brown:
Religio ledici, "And even that tavern music which m:kes one man merry
and another mad, in me strikes a deep fit_of devotion." (Quoted in
de Quincey: Confessions,n.I95) |

Allied to this thought 1is the doctrine,common to many ﬁﬁffs, that.
audition, while harmless and even baneficirl for those advanced in the
art of mysticism, is positively harnful for novices and for young men

who have not exorcised the lusts of the flesh. Such

[

s the argument of

Al-Ghazali in his limiting clzsuses on the value and

ct
g

. N,
e desirsbility

H

of music, (op.cit.,pp.243ff.) and a similar thought is to be found in
) and in the biography of Abu

Satid by MHuhammad b, al-iunawwesr, entitled Asrer e2l-Tawhid. (cf.

Nicholson: Studies, ».58).

As has already been remarked, 2z notable feature of this MS is the
way in which this doctrine of the influence of music is worked out on
what Farmer calls its "objective side} i.e. formally, arithmetically,
and astrologically. To say that there is a "system" behind these

parts of the book would be to go too far, in view 6f the general

confusion of ideas which prevails, confusion in which I2 and 24,A7 and
560 are mixed madly together. But the truth would seem to be that
our author has had not one system, but four in mind, and has sought/to
apply them ail to the instruments which he discusses, with the result
»that he has succeeded with none of them. As the scope of this essay

does not, strictly speaking, include anything except the actual
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instruments, I have omitted the numerelogical passages in general from
i .
my trenslation; some, however, are so.deeply imbedded 1n the text that
thrclude '
I have had perforce to kesse them, and for that reason, as well as from
the point of view of general interest, a brief discussion of the basic

to be indicated here.

n

arithaetical oprinciples employed seem
The fundamental idea of number having an influence on human life 1is,

of course, no new thing; indeed it would secem to be inextricebly bound

—N

up with magic - and therefore also with proto-religion -~ throushout the

course of man’s history. The influence of magic numbers is to be seen,

-~ ) .
(V>for instance, through the Cld Testament; in Num.23,v.I, Balaam causes to

O

be built, not one altar as was usual, but seven, the magic number, in
order to make his secrifice more efficacious; and in Josh.®,v.I5, the
Isrzelites on the seventh day merch seven times round Jericho, headed by
seven priests with their trumpets, so that the walls fall down. So

even today meny religions hear the marks of the seme srimitive influence,

e.g. the offerings of Hindu religion are sevenfold; seven is particularly

<

4]

(

a Tavourite number 1in such connections, as being the syvwmbol of perfection,
and therefore applicable>to all things concerning God, or even concerning
the King.(cf. Esther,I,v.I0) Even’the root yaw in Hebrew had ritusl
associations;'yggjis "an cath" and 2’3\?ﬁ is "to retify an oath". Nor

vas the matter different in other early civilisations:; Sir FB.A.Wellis
Budge (Egyptian Magicy,p.222) speaks of the_seveﬁ Hathor goddesses ﬁho
predict the time when an infant must die, and Thorndike (History of
Megic,i,I6) testifies to the freguent use of the same number in early
Babyloniea. "The number seven" he says,"was undoubtedly of frequent

occurence, of a sacred and aystic character, and virtue a2nd perfection

o)

18}
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were escribed to it. ind no one has succeeded in giving

setisfactory
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satisfactory explanation for it other than the rule of the seven

o

blanets over our world." And instences could be further wultiplied
almost indefinitely.

But it was with the advent of the Pythagorean school of philosophy
that the theory of the influence of numbers really came to its climax;
all things, said the Pythagoreans, sre number, end accordingly they
worked out a complete numerical cosmology. Into its details we need
not go here, particularly into its purély scientific aspect; but the
Pythagorean doctrine of the influence of number on the ordinsry things

‘(iﬁf life, as expounded by Pliny who made extensive use of such teachings,
are exceedingly interesting. Once again we are faced by the potent
number, seven, a8s e.g. when Pliny lays it down that g2 hunter will the
more easily capture a hyena 1f he has seven knots tied in his girdle; or
three, as in the case of his frequent prescription that 2 cure be
repeated three times (ef. Pliny:Net.Hist.,28,27;and 26,60,& 28,7). Anc
the magical powers of other numbers can be similarly traced, e.g. five
in the femous pentacle of Black Magic, twelve in the twelve great kings
and twelve evil spirits of.the Manichean doctrine, or nine as in the

<:§heban Ennead. Some of these are of later occurrence than others, but
basically 211 go back to a common folk-theory which will prove almost
any number to be possessed of su@ernatural powers.

But particularly was this theory applied to music; the classical
doctrine of the Harmony of the Spheres is found not only in the Greek
philosophers such as Plato and Pythagoras, but zlso in the later applied
scientists such as Vitruvius and Hero of Alexaendria, and'even in the
Gnostic writings, (cf.Thorndike:Hist.Mag.,i,I84 f£f.,37I) until we meet
with it again in the works of the Arabic theorists, notebly of Al-Kindi.

(vd. Farmer:Satadysh Gaon,n.8) From his time onwards Arebic music was
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fixed firmly in a course ruled by number. A11 the theorists have their
own ideas, which they work out in detail, though without any agreement
one with another, in & mass of scientific calculation and gquaint conceits

P

~which makes the investigation of the subject, as Farmer justly remarks
"fraught with difficulty to anyone who seeks to unravel its mysteries,
although to Hediaeval thinkers there was in it a definite "raison d’étrel

With‘fhese féctors in view we may proceed to examine, however briefly

and superficially, the presenthS in the light of its earithmetical

4 éections. Two words are commonly used of the process of calculation,

<:Ebis§b" and "gisma"; the first of these presents no difficulty, z2s it is
the normel word used of the celculations of the theorists. We are told
for instance that Isbéq Al-Mausili used "hisab" in his musical theory,
(cf,qEnc.Is.,iii,75é) and the word is also of frequent occurrence in
A1-F2rebi and the Ikhwan s1-Sefz’.  But it is difficult to find a
suitsble meaning in English for "gisma"; on several occasions it seems to
mean "proportion" (e.g. col. 226,853), as forvinstance the way in which
a standing string is to be measured off in order to produce =& giﬁen note,
as in the placing of the frets on a lute; or again it seems to have the

‘<:>ame meaning in regard to the placing of the finger-holes in the flute.
;@ometimes it would seem to mean "measurement! without regard to |
§¥op0rti0n,(e.g. col.243) or, most comuaon meaning of all, it appears
frequently to refer purely and simply to the numerical value of the
instrument. On the occasions of its appearance in the translsted text,
I have not been happy about its rendering, snd consequently translated
it in a variety of ways; sometimes even, when no alternstive seemed to
offer I have contented myself with transliterating the Arsbic word.

Broadly speaking, our author’s calculations may be ssid to be ruled

by/



by four basic principles, three of which are cosmological in significance,
and one ?urely mathematicsl. Let us examine them in turn.

2) The Law of Twelve. Under this, all things are bassed on a system
of twelves; there are for instance twelve modes (%gggég), viz. Rest,
“Iraq, Zirwakend, I§fah5n,‘28nkulé, Buzurk, Rahawi, Husaini, Mayah,
Busalik, Nawa?®, anchgbgyéq. These are,with one exception,the same as
those given by Safi al-Din *Abd al-Mu’min, the nearest in time to this ¥5,
of the great theorists (vd. Farmer:Hist.p.QOé); and seem to have been |
(f\the standard modes of the time. The ezception is that Saff 21-Din gives

“~Hijaz as a mode, and Maysh as one of the Awazat or secondary modes.  The

Keshf al-Humum reverses the order, giving as its Awazat the following:

Nirtz, Shehnar, (= Shehnaz of Safi al-Din ?) Salmak, Zarkashah. Hijdz,
Kuwaght; Cols. 98 ff. describe in detail the manner in which these
Awézﬁﬁlarise; "the six are pnroduced by the twelve......For Aries is fire,
and Taurus is esrth; fire is male, and earth female, so fire marries
earth; Aries corresponds to Rast, and Teurus (text has ,,o— $1) to‘Irzc,
end from them comes Nirugz." And so on with every other pair of the
twelve original modes. Thus the six Ayézgx are linked up with the twelve
fp\modes,'to be referred to hereafter as "the law of the twelve snd the six!
With the modes are associated, as we have seep, the twelve Signs of the
Zodiac, and the twelve months of the year, both Muslim and Coptic, and
much other material which may be seen in the table reproduced at
Appendix A, Also, connected with the twelve Signs of the Zodiac, we
have the three hundred and sixty degrees of the geometrical'circle, and
the three hundred and sixty déys of the year. This latter conception
is not unfamiliar to astrology, nor in fact to astronomy; reference to a
in Babylonia
360-day yearkwill be found in an article by Prof. A.C.Baird in the
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Transactions of Glasgow University Oriental Society, vol.V,»p.9ff.,
and at the time of the French Revolution, the calendar set upufor the
revolutionaries by Romme was founded on the same 360-day system. (cf.
Carlyle:French Revolution,iii,Ib8) Another idea in connection with the
560 is the conception of 360 veins in the human body, each of ten members
having 36; it is on this theory that the story is baéed of Al-Farabi’s
supposed invention of the ten-stringed lute, each of the ten strings
‘having 36 threads to bring the number up to the cosmological reguirements

_of the theory. (cf.cols.II5 ff. & commentsry ad loc.)

<i> Another matter connected with the principle of the I2 modes, and with
the principle of twenty-four, to be mentioned shortly, is the introduction
of the rhythmic modes, the "khafif" and "thaqil! (cf.commentary on the
"tar")  Each of the melodic modes is regerded ss capable of being
played in two rhythmic modes (sometimes thrée},"gbafif"or‘ﬁpaqil"(or

| mutawasit), whereby the total number of variatiqns which can be derived

from the modes comes to 24, in harmony with the 24 girat.(cf.infrz)

b) The Law of the Twenty-four Qirét. This would seem to be a2 law,

purely. arithmeticel in the sense that no cosmic significasnce attaches to
(i}t; according to it, 24"girat" (i1 ,3 plur. ks, ) ,3) a2re regarded s
being equivalent to unity. "Qirét" is a curious word; a late usage ih
Arabic, I can find no trace of it in the earlier writers on music. It
is, of course, not & native Arabic word, but a loan-word from the Greek
KepdT1ov , the parent of our word "carat!", the unit of measurement,
particulsrly of gold. In later times "Qirét“ in Arabic seems to have
become a common word in popular, and even in scientific, speech;
Burckhardt (Arabic Proverbs) quotes it in a proverb —-—3 p o, )75 oale
--"let him who owns a fraction of the mare mount her", though the word is

here/
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ﬁere given in a slightly different form. Dozy in the Suvplément gives
._'b!}fB, the form read by our MS, although his plural is shown as hegal,B,
with the following meanings: I) "obolus¥; so also in Schiaparelli’s
Vecebuliste in Arebico. |
- 2) "doigt (mesure)"; thus slso in Heve, as
& Syrian usage.
3) M"écaille" or fish-scale.
4) in the phraseby,), ) bl it refers’to a
type of calculation.
<i%his final mesning, which involves the same form of plurel as is found
here, is very interesting; it is based on a referencé to Quatremére:
but it would seem that the reference is exactly to some system such as
that used by our author. Mﬁqpéqa also uses the word in the same form,
as a measure of léngthgrequivalent to e finger-breadth, or as meaning
one twenty-fourth part.(vd; .F.0.B.,VI,pp.57,108) Theoretically the
use of the term can be explained also by reference to the magical theory,
24 being the first denominator of a vulgar fraction which will contain
(i)evenly the fractions I/8 I/6 1/4 1/% I/2.
¢) The Law of Seven. Reference has already been made to the
supposed power of this number, and our euthor is very strongly influenced
by it. The basis of his belief is taken from the cosmic significance
of the seven planets and their presumptive governance of humsn life; he
guotes meny things as‘corprehended by the lew of seven, the week having
seven days, the flute having seven holes, and the lute having seven --
among other numbers -- strings. The earth also is divided into seven
KA et 7d r44133)according to the teaching of Hipperchus (cf.Fnc.Brit.
XVIiIiI/
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¥VIII,736 c), and therefore the best of the musicel instruments are also
seven in number; these he details as those with which he proposes to deal,
"¢4d, "oBnln, “jank, Tebab, tar, shabbzba, and shu‘aibiya’ and from these
seven arise other seven, similar. (col. I08)  "From the” “Ud comes the
Turkish ‘qubuz which is similer to it, and from the "qdmun”comes the
"santir which ig the same; from the Persien "jenk” comes the Egyptien "jenk,
which is of the same type, and from the"pér"comes the Guff which is
equivalent to it; from the"qgabﬁéba"comes the"mausﬁl".... sand from the
"rabab’ comes the kamanjd; from the "shu‘aibiya comes nothing, beczuse it is
C:htself derived from the “gasab."  Similarly, there are in the Persisn
theory of music seven courses, (%EEE?) andkthere are seven substances
from which musical instruments are mede, viz. copper, wood, skin, reed,
threed, silk, and gut. (coi. IIO) |

With this law of seven and with the following law of four (cf.infra)
he joins enother cosmically important conceptiqn, that of the 28
Mansions (@ﬁgégi}) of the Moon. This is and always has been an
important matter in the science of astrology; it 1is to be found in
English as far back as Chaucer, (cf. Frankeleyne’s Tale, line 457) and

<:>prevails to the present day in the horoscopes of 0l1d HMoore’s Almenac.

d) FinaXly, and most important of all, we have the lzw of the four-
fold thing. ( &= ,Yl %selaf)) All life, indeed the whole cosmos is,
according to the theory, built up upon a2 system of fodrs. And our
author elzborates the thesis; there are four quasrters of time, for
instance, Spring, Summer, Autumn and Winter, the seasons of the year;
there are also four seasons in human life, babyhood, youth, middle life
and old age. The materisl world is composed of four elements (enasir)
fire, earth, air and water, while the human constitution (Eigig) is made

up/
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up of four humours (%y&;gggéﬁ), blood, biie, black bile, and phlegm.

These features are elsborately worked out in relation to the four winds

which work the four doors of the "musiga'; each wind produces a sound with
~a peculiar influence on each humour of the humen constitution in each

quarter of like.(col.3I ff.)  Subseguently (col.205 ff., to be found in

the translated text) the basis of music, as referred to the "tar" is

worked obut as four—fold,'as is also the basis of poetry; four chief

poets are quoted, Imru’ al-Qais, Zuhair, <Anter, and Hesszn b.Thabit.

In line with this, out of the seven best instruments quoted ebove, we
(,ave a final choice of four, (col.II0) €ud, “¢irun, jenk, snd duff.

This belief in a four-fold basis for all created things is no noveity;
i1t has been Worked out yime'and again in the history of astrology end
philosophy, and its musical application will be found in Arabic in msny
places, notably in the Thousand and One Nights (vd.Story of Nur el-Din
and Ealiya). Pliny ascribes to Democritus a work dealing with the four-
fold principle; it is prominent in Philo Judaeus, (cf.Thorndike, i,356)
and the "divine quatefnities" of Raoul Glaber the mystic asre well-known.
(ivid., i,874-5) TFor the Arabic version of the four-fold thing in musical
theory, see Farmer: Sa‘adyah Gaon, pp.8,9; Influence, passim.

<:> It is against such & background that we must place the srithmetical
"sections of this MS, a background compoéed egually of scientific
calculation and astrological superstition, striking its roots not only
into the coldly scientific shallows of Greek theory, but slso into the
warm living depths of humen fear, to which numbers are not mathemstical

abstractions, but forces potent for good or for evil.



The biographicel portions of this work ere nerheps the most
disappointing of all; not only are sll our author’s cited suthorities
unknown, but thefe remains a lurking suspicion that either their names
or their periods are not correctly given. Into this point we shall go
in detail later, but in general it may be said that there is something
suspicious about’the fact that out of seven authorities quoted (znother
reference to the magic seven) as having been the leading masters of the
musical art, (col.I0) and as havihg written books, (col.4) not one can be
identified; and it is the more suspicious that, according to the writer,
(i)these men lived in times which are today fully apd even lavishly

documented for us by many referenée books. Had he been guoting men who
lived before the coming of Islam, or even before the peak production
period of Arsbic literature, had he been referring to a period whose
history is relstively little known, such as his own, from the fourteenth
century till the eighteenth, then we could have understood the mystery
surrounding his musical heroes. But his Al-Farabl is said to have |
lived in the time of Al-Ma’mun, which, if true, mekes it certein that

he is not referring to the famougvAl-FErEBE who was not born until

. Al-
‘ roughly 870 A.D., some forty years after the death ofAMa’mﬁn. But even

<:>so, it is remarkable, to say the least of it, that seven eminent
musical authorities, handing down the same tradition, (col.I0) & whole
school of musicel theory, flourishing in a well-lighted period of
history, should have disappesred completely, leaving no- trace.
For that is the truth of the matter; this MS is our sole suthority
for the existencé and works of these seVen men, I have made
extensive search for their names, in places likely and unlikely, but

without success. Nor have I been alone in my failure; Dr.H.G.Fermer,

from/
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from whose collection the S comes, informs me that he too has been
unable to trace the names, snd I have his permission to cquote 2 letter
from Prof.R.A.Nicholson, to whom Dr.Farmer applied for help in the
matter, to the effect that he too was quite Withdut information
concerning these authdrities. Nor is the idez of textual corfuption
of much assistance; to read; for instance, Al-Faryzbi for 21-Farabi
is no help, because such a person as Tagi al-Din Al-Faryebi is eqgually
unknown, And it would teke a lot of emendation to twist the neames into
a shape which would be recognisable. I have a theory which might explain
<:}he facts, if not ideally, then at least feirly satisfactory, but before
discussing it; it might be better to study the names and biograzphies as
they appear in the text.(cols.5-9)

a) First comes (col. 5) "...the wise and léarned shaikh Tzgi 21-Din
Muhammad AbU¢Abdallsh b, Al-Hasan Al-F&rebi, the master of this art, snd
the leader in this science; and[ﬁy material is takeq] from what he
related from other learned and excellent authorities of the pest, who
explained in their books; end proved their explanations by practical
experience.," Also on Ai-Féfébi we have the story of his building of the

<:§mﬁsiqa" for the Calibh Al-Me’mun (col.I2 ff.) and his invention ofthe
ten-stringed lute, by reason of having seen & decomposing foot protruding
from a grave. (col.IIBFf.)

b) In col.6 we have ; "One of them (i.e. the asuthorities who followed
Al-Farabi) was Ahmsd b. Muhemmad b. Ayyub Al-Khwerizmi, who lesrned the
sciences and studied intensively in them. At first he was a transmitter
of the tradition of the authorities at Al-Besra, and he studied meny

sciences with very greet diligence. Then he emigrated from €Irag al-CArsb

to ‘lggg al-¢Ajam which wes his birth-place and his home ac a2 child.

His/



“wy

His father, Muhammed b. Ayyub Al-Khwerizmi tells us that he himself had
already been occupied with this science of music, and had studied it
thoroughly; so his son learned it from him, znd beceme the foremost
authority of his day in it." In sddition to this, Al-Khwerizmi is
mentioned in col. I27 as handing on a tradition of Al-NisZburi concerning
the "‘Ud muhkam", and in col. 2I2 he is quoted as the originator of a
seying, "He who does not listen, he who does not love, he who is not
charmed, such a man is not humen, but is to be reckoned smong the beasts?

c) The next suthority listed (col.6) is "SZ1lih b.“Abd211fh b. Kerim

—Al-Nisaburi who studied at Baghdad and was very learned. After that, he
took to travelling in the pursuit of thet noble science, the study of the
Qur’Zn and the Sunna, and he met AbU ’1-Hasan Al-FErabi (note the misteke
in the name as compered with col.5), from whom he learned this science.
He was a pious man and an ascetic, who never spoke save on the subject
of the Qur’an snd the Sunna. He had meny pupils who quoted his authority
in the study of religion, and this science of music was one of those
teught him by Allzh the Bxalted?  Al-Nissburi is further mentioned in
col.IxZ7 as going in quést of information concerning the "*ud mubkém“

(:}o the town of Shushtar in Khuzistzn, to interview a certain sage by the
name of Hasen Al-TUrizi.

d) After £l-Nisaburl we have (col.7) "Abu *1-CGhaliys b. SZmen, the
poet, who ceme from Kutariys,(presumsbly Kuthariya is intended; cf.
Al-Idrisi: ed. Jaubert, ii,I6I) the neighbourhoed in which was born
Lbraham the Friend of God, (%i"ﬁgiii}) upon whom be the best of blessings

and peace. Now this sheikh was a great lover of learning and study, and

when he met Al-Farabi, he sttached himself to him and worked under him.

And he was the leading musicsl suthority of his day." Abu ’l—ggﬁliya

is/
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is further mentioned in the same story in col. I27, where he qubtes
Al-Nisaburi to his junior Al-Khvwarizmi, and a different form of the neme
Lbu ’l—@pﬁliya,b. Sulaimgn is given in col.I0, in a description of the
"tabaoét" or grades in which these authorities stand to one another.

c) Then we are told (col.8) of "Abu ’l Fath b. Nasr:b. Al—hu azzimi
who also engageo in this sclence; he hended down the opinions of the
eninent suthorities, and from them he learned the principle A great
number of people studied under him, and sll were successful. By means
of this science Al-Mu*® a221ml attained to the courts of Caliphs and
/ >121ers and nobles, and through it he engoy their fevour. He hed the

patronege of Al-Me’mun, until he roused the jealousy of some of the
Caliph’s courtiers who saw how many favours were heaped upon him, how
neer he was to the Caliph, snd how many gifts he received." After
Al-Farzbi, this Al-Mu* a“,lml seems to be the best-known of the cited
authorities. A story (col. I3% ff.) is told of his heving hed =
disagreement<with.Al—Ha’ﬁﬁn, and being forced to fly from the Caliph’s
court; he wanders through the streets until he comes, vnrecognised, to
a house into which he is accidentally teken; music is provided for the

(:juests of the household, and Al-Iu®s zin 1i%s musical talent, which seems

'N

to have been outstanding, procures his recognition and a2 werm welcome.
Such stories of musicians are by no means uncommon; an elmost identical
tale is told of b. Misjeh in Agheni I,I95. He too ceme &s a stranger to

& house in Damasscus, having hed to fly from Mecca in order to zvoid being

%ﬁéiged with corrupting the youth of that city by his music, He too,
unrecognised, corrected the singing of a sleve-girl, and , after being

almost expelled from the house, charmed the compeny into recogni ing him
by the beauty of his singing. L similer story is told of ¥e®bsd in
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Agheni,I,24, end of b, Jemi in Aghani,V,45,

/

f) We ere next (col.8) told of "Khalid b. Ahmad b. Isma*Il b. Hasen
A1-FirGzi, whose great-grandfather, Hesan A1-FirGsi wes & preacher in
A1-Trag. The latter owned many booRs, which contained all the sciences,
and»whentﬁgélid reached manhood, one day he was looking at the books when
he noticed in them something ebout a pert of this science of musicj; he
committed it to memory and learned it, and then he searched for someone
who would teach him the science, He 'heard of one such, so he encuired
after him, and when he met him he learned from him the science of music,

(j)nd he handegzghat science on his suthority." There is no other mention
in the ¥S of Al-Firlzi, but it is worthy of notice thet he is the only
oné of the seven authorities quoted here who does not seem to have
belonged to the school of Taqi al-Din Al-ﬁEfEbi. It is the latter?s
tradition that all the others use, but A1-Firuzi stands alone, his

- teacher and his tradition being. elike anonymous; 50 it is that he 1is
not mentioned in the "tabagat" in col. IO.

g) Another who only appears once throughout the #S is (col. 9)
"Abd al-Mu’min b. Hasan b. Zakari who was brought up as & child by

’<:§l—F§r§bi and who was his servant for & long time. And when the shsikh

saw his interest and his keenness for music, he knew thet the boy would

be his éuccessor, so he applied his energies to teaching him,with the
result that the lad made rapid progress. It is relsted iﬁ some of the
sayings and the stégries that he acted as Al—FEfEbi’s servent for twenty-
~three years, until he was thoroughly acquainted with the science of
music. . He was more learned then 21l his contemporaries, and he 1t was
whom Al-Farabi appointed to be his successor after him.,"

Such is our author?s list of his sources for his work; whatare we to

make/
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make of them? It is to be noticed first of 211, thet the "nisbal of
three of these authorities can be recognised; Al-Farabi is well-known
as the tenth‘century philosopher of the school of Aristotle, but hié
full name was Abu Nasr Muhammad b. Muhammad b. Tarkhan A1-F5r3bi.  In
the same wey Al-Khwarizmi, as already known, was Muhammad b. ﬁbmad who
lived in the second half of the tenth century and composed the work
known as the Mafatih 21-°Ullm. £nd even Al-Nisaburi is not unlikely
as the namé_of<a musician; Al-Shalahi (I6th.-I4th. cent.) quotes &
- certain AbU Sa°id Al-Niszburi. (vd. Farmer:Studies ii,29)  And finally
iij%he name Abd al-Fu’min, found in this ¥8 with "b.Hasan b.Zekari} is the
"ism" of §afi al—Dfn, the famous musical theorist of the thirteenth
century. Now these things are admittedly very slight evidence on which
to base deductions, but the following facts zre clear:-
I) There is manifestly something wrong with the names as they are
here quoted. |
2) From the context of the stories given, e.g. sbout Al-Farebi and
Al—KhwErizﬁi, it is apparent that the reference is sﬁpposed to be
to persons who are exceedingly well-known, too much so to need any
<:> ‘ introduction to even the casual reader. (ef. cols. I2 ff., II5 ff.,
212 ff.)
3) The “laqab"; Taqi 21-Din, given to ALl-FArabl was very uncommon
at the time ,either ofAl-Ma’mun (i.e. the time to which this writer
is referred,)or at the time of the real Al-Firabi. vBut it was
very coummon indeed, like Saif al-Din as previously instanced, at
the period at which we mey conclude thet this MS was written.
%) In sddition to these things, it is to be emphasised that our

author is not over-accurate in his writings, & point brought out

more/
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moTe than once in this introduction.

In view}of these faCtdrs, I would suggest very tentatively that,
either by the author or by a careless scribe, more probably the former,
the names of the authorities have been hopelessly confused, and ﬁhat,
while part of the name may still be accurate, the rest is so corrupt
as to baffle all efforts at a definite identification. Such a theory
is, frankly, not very Saﬁisfactory, but it is at least better than no
explanation of the curious position that a group of men, all living
within the space of roughly I50 years - because (col, I0) they quote

e

{:bne another - should have vanished without trace from literary history.

0

Such is the S entitled "Kitab Kashf al-Humum"; its very neme is

&)

‘sufficiently suitable index to its contents, for it is of 211 things
book designed to entertain the ordinery men in his hours of ease. Its

translation, though it has been interesting, hes been by no mesns easy.

In addition to such prima facie difficulties as anonymity, lack of date,
etc.,, its problems have been vexed by the ever-present possibility that
the srithmetical sections which have not been here attempted may yet

(:Fonceal some farther data on the instruments, from the theoretical side.
On the balance of probability I do not believe that such is the case,
but it remains a possibility; in any évent, if in‘truth it be so, such

Someone wilh
passages will reguire the asttention oan greater degree of nmusical
écholarship. But, viewing the #S as a whole, its main interest would
seem to lie not with the musicographer but with the ethnologist, not
with the student of Aresbic history or biography or literature, but with
the student of the manners and customs of the common people of 211

nations and in every period.
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X. MEMBRANOPHONES.

50,

| THE TAMBOURINE. s :
A, Text. o ' (Cols. 189-198, 201-223.)

The "duff" is a modern[ﬁnstrumenﬂL the ancient forerunner of
which was the "§5rﬁ, used by all the Arabs. In appearance the‘Qgﬁf
is like a large }ég, resembling a thin sieve (ghirbal) as made during
pre-Islamic times. Tt (i.e. the duff) consists of a coarse cattle
skin with a circle of many small rings (gg}gg), and is heavy to raise
or lower; it has a low rough sound. When anyone plays it, it emits a
sound like a drum (tabl), and every time it is moved the metal rihgs
give a lowyand gentle tinkle which haslno_great volume.

The Arabs used to love its sound and preferred it to all other
instruments. Legally, it ié the most permissable of all instruments,

as is shown by what Al-FarqadE]related, viz. "I have heard that when
the Prophet - Allsh bless him and grant him peace - emigrated from

Mecca to Al-Madina, the people of Al-Madina came out of their houses

rejoicing at the arrival of Allah's apostle; each of them brought a
gift to give him according to what each could afford. They rejoiced
greatly at his coming, and went out to escort him when he came out of

the passes of al-Wada®, The first to meet him were the daughters of |,

tAl-Najjar with tinkling tambourines; they were escorting him, singing

as they went

'The full moon has risen over us from the passes of a14Wadé° $

We must give thanks as long as prayer is offered to Allah.!

The companions of the Prophet rebuked them for that, but the Prophet
said 'Let be ( ‘o4 : vd. Wright I,2954); do not stop them: for they

rejoice at our coging.' So‘they commenced to play their tambourines

in/ + The Banv al-Najjar were altribe of rhe Ansar (vd. Lisan s.v. <)



in the presence of Allzh’s apostle. Now if it had been forbidden to
play the tembourine, the Prophet would have stopped their doing so, or
would have forbidden it."

191, - Also, in the tradition[}e read]thatgthere were certsin women of
L1-Madina with ‘ﬁ’igga the Mofher of the Feithful - Allzh be pleased
with her ~ in the house'éf Allsh’s apostle; they were playing tembourines
and striking them noisily, until the place resounded with the din. Then
Abu Bakr Al—Siddiq came in - A11zh be pleased with him -, but they were
not silent; they kept on as they had been. After him A11Z8h’s spostle

“¢ntered, snd yet they did not desist from what they were at, but
continued playing their tambourines and singing. Then ¢Unzr b.
Al-@gatﬁgb came in - Allah be pleased with him - and when they saw him,
the women were silent and stopped[blayin%ﬁ And ‘E’iq@a t?qn fell into
a rage with them, and said "What is the metter with you? | You are not

92, afraid of Allsh’s apostle, nor of his friend{and‘kinsman AbﬁvBakrg they
came in but yet you did not stop what you were doing. You ohly'fell
silent when ¢Umer ceme in; of him you were afraid, snd you fell silent,
gll of you. What is the metter with you?" Then they answered '"Oh

<:fﬁéiqga, the reverence snd the respect due to your father Abu Békr are
great, and that due to the apostle of Al1lzh is yet greater and more

binding, so be not angry. For Abu Bakr is clement and compassionate,
while Al113h’s zpostle is gentle and noble. But ¢*Umer is hasrd and
forceful, and we are afraid of him; for that reason we desisted and held
our hand.m" Now if the playing of tambourines had.been forbidden, they
would not have been played in the house of Allah’s apostle, end he would
have forbidden them to listen.

Again,[ﬁe fir@]that they asked him - Allzh bless him gnd give
him/
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193, ‘him peace —1about the playing of tambourines, and he said "Listening'
to any amusement (1zhw) ié forbidden when they quote'the pagen odes to
it, or poetry set to music; but when they repeat the religious odes or
the poems sbout the Prophet, then it is allowable. Legel zuthority
(lit. the master of the lew) permits it."

Or agein @re reacﬂ in the Tradition that the Prophet entered his
house when ‘ﬁ’igﬁa was there on a feast-day, and AbuU Bzkr Al—Sidqu
with him. He heard some women of the Angﬁr playing tewmbourines, and
Abu Bekr bade them cease that. But All3h’s apostle looked at him and

<A> said "Abu Bakr, let them alone, for it is a feast-day." The meaning
'@f}thié]is directed towards the pre-Islamic "tar} and not towards the
Egyptian "duff"; for the people ceased entirely to use the former, and
evolved in its place these latter instruments with their shining rings
194. (halaq) and their soft parchment skins,land also the cymbels, inlaid
(muta® ama} vd. commentery) with gold and silver. To listen to these
is forbidden, as against the former precept.(nass.)
TheEnethod oé]playing these two instruments ("@gr" & n"quff") is
well-known, and consisfs of rhythms ( 3132} :vd. commentary)

represented by rhythmical blows'(tgggi:ét) of the hand, either 3 or 5

O

or 7, beginning with the first and ending with the fifth, sixth, or
sevemth according to the prescribed rhythm of those biows. Thet
rhythm again is determined by musicel notes which fit in with them

in playiﬁg, the rhythm of blows of the hand corresponding to the rhythm
of the syllsbles of speech; and that rhythm must not vary from its
station (martebs) if the playing is not to be ruined.

| When the playing is divided between the two hands and the tongue,
and when the rhythm in both embraces the twelve melodic modes ( 2 L;j\)

whose/
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§3.
whose rhythms ( — == ) we have referred to as Eg@g@,[ﬁhe playef]j,
begins in one section of the modes and ends in another. Or if he so
desires,lhe may derive additional (reading %3 Ly for ¥,219 )
in the rhythm and the value of their stations in number. As regards

these two methods, there are four kinds of neople; there sre those who

~ start by modulating (g@%;;j) ard who finish in the one mode and that

is better than the preceding wey because the principle of the art lies

in the finishing. Some again begin in the one mode and finich by

‘modulating, which is a defect in the artj others begin by modulating

and end by modulating, and such =2 5ne is defective in art, is far from
the playing and is not st all fine; and yet others begin in the one
mode and finish still more excellently, which is perfect in skill,
near to the playing and not far off. (See Commentary)

The man is also known who loseslthe playing; when he is alone
the reason for his losing it may be one of four things, two connected

with the hands and two with the tongue. The man from whose tongue

- come familiar words in distinct rhythms, arranged in metre and scanned,

being neither too long nor too short - when such a man falls into an
error concerning it, he either adds letters at the beginning[@f the
verse] or drops letters at the end; so that the playing becomes too
short and he does not perform the whole of it but breaks an art which
others have perfected, and, through his ignorance, corrupts it;‘he'is
defective in art, knowing nothing. |

Such is the rule for[mistakes arising from]the tongue. As for

[the[?ase of thé}hand, if there are a certain number of arranged beats,

[a man] sometimes increases them at the beginning or at the end, or he

decreases/



198.

MY

lod,

da,
decreases them at the beginniﬁg or erd; so the beat is decreased and
again he does not do the full playing. We have seen a man take one of
those forms (aghkzl) whose number ié certain words laid down in the
arﬁ.@f poetri} fitted together according to the precedent of the
principle in the art of music, a form to which nothing can be added,
and from which nothing can be taken away from what the authorities and
cultured men have laid down in their wisdom; to such a form the fool
comes and spoils it by his folly{or inverts it by his performance or
distorts it because of the paucity of his skill. Bu£ for inteiligent
people there is no difficulty in it at all, since the rhythm is
distinct according to the playing, in sections, and its number is[aﬁ]
acceptedfhumber oi}beats with recogniSed signs[és t5 howlmaniﬁ "If the
playing is done with the finger-tips, then the number is plain td any-
one who has knowledge and understanding. If the playing is done with
the palm of the hand, then it is z generally accepted type and has a
rhythm understood by anyone who is familiar with the art of music.

As for the rule for playing with tﬁe pélm of the hamd, it consist
of mixed rhythms increased and decrezsed in the playingg'there is no
end to'its rhythms, but all of them embrace the whole circle of the
playing, making no difference in operati?n; nor is playing with the
fingerslexcluded. This [method of playingjis more musiéal and sweeter
and of a more delicate skill; a2 sweet voice can follow it with great
art and with much accompaniment; it is suited too to the poems which
are set to music when plectfum and instrumentzlist are discarded. (See

Commentary.) Here the art of music is brought to perfectiongAbebause

it is a2 spiritual art induced by bodily movément, rooted in human

souls/
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souls, tending to satisfied intellects, an art which men understand;
it is weakened by neglect and strengthened by constant practieéa

| There are four élasses[@f peoplé]according to the value of the
grades of created things. Those who have been éiven‘fine tkeory but
not fine voice, those who have been given ¥ine voice but no greatness
in theory, and those who have been given‘fine theory but not sweet
notes. These it is whom Allah forbids[from musiéL and not ordinary
mortals, For if two meh.play together, one on a2 tambourine and the
other on a flute and if they confuse the playing, then there will be
some who will say “The tambourine is following the flute", while
others say "The flute is following the tambourine." But the soundest
opinion is that the two follow one another, according as it falls out;
if the flautist begins, the singer follows him: then afterwards the
singer pours forth the modes one after anothep,while the flautist
follows him. And the handiest method is for the singer to be hélped
by the flautist and to rest upon him, so that in their grades neither
transgresses upon the other. [But if the two of them fall into error,

they add to what the experts have laid down, or they decrease from it

in some way, so that they both lose the playing. Or else one of them

H

is in one grade while the other is in'another, but is sometimes too
loud and sometimes too soft; so they both lose the playing but imagine
that they are still on ihe equzal path, though in fact they are not. If
one falls into error and not the other, he is lacking in skill, some-
times rushing and spoiling his partnef, so that he loses the playing,
sometimes lagging so that he is far from the playing and’ from what
agrees with it, wandering. The worst fault in this art islto rush; as
they‘say "e who rushes has not 1earnéd to play, he who,goes'sléwly‘

is praised, and he who knows his grade is at rest.," For there are
some/
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some who do not know their grade, so that they scream Unrkythmlcel ly
like the_ass, (cf. Qur’sn,XXXI,18) braying Wlthout princip e. (agl;)
And it is possible that a man may play correctly, even if his grade 1is
low, while another may not play correctly tnough his grsde be high,
becausé of his lack of skill. As the experts have said, "Fundamentélly
the éheep which are inside are of our number, while the lions which
are outside are not." "(See Commentary.)
The bases of this art[@f the tambouriné}are: sweet notes, a

20?") powerful playing of the instrument, a knowledge of the melodies, and 2

menmory for poetry. For the art rests on four foundations :- ta’lif,

tasnif, tgggig and talhin; ta’lif is fitting the notes to the poetry
which Wasvcomposed in enclent times by others of the poets; tggﬁif is
teking words in prose and making them into ordered poefry, fluent, one
oart following upon another; §§h51n is teking two words and adding to
them other two, similar to them; so that they become speech; the name
of thst is malw o tah51n in speech; and tall E is trilling in singing

~which is the attraction and the power of music, for without it there

20y. would have been\only ordered goetry and no music.
g Poetry also has 11-known foundstions, four in number, namely

metre (wazn), znd rhyme (¢Efiya), music (mughnz), and corposition
(tartip); these four are well-known in the musical world, snd need no
explanation. = And the poets are four in number, Imru’,al—Qais, Al-Behe’
Zuhair, . ©Antar b. Shaddsd, and Hassan b. Thabit, each of high rank in
the poetry which he‘iaid down as his aim;' Imru’ al-Qais takes water
frbm-the river, Zuhair culls from the'flower, “Antar cerves out from

* the rock, and Hasséh tekes from the treasures of time, The last-named

r08. 1s the highest of all the poets - thst is, of!the Islamic poets - &and
is/
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is their leader towards Paradise; and Imru’ al-Qais is the greatest of

the unbelieving»poets, and is their leader towards Hell-fire. (ct.

- Ahmad b, Hanbal, I1,228.) Famous men have seid "Verily, during pre-

Islaﬁic times three men were praised for three things; Hétim of Tayy
was praiéed for generosity, “Antar was praised for bravéry, and Imru’
al-Qais was praised for eloguence in poetry. But when Al11ah the
Exelted revealed the faiﬁh of Islam, and 21l those old laws were
blotted out, there came three of the luslims who wiped out the memory
of those others, and who did more than they. Hatim of Tayy was praised
for generosity, but Abu Bskr Al—$idd§q came in Islamic times, and spent
all his wealth secretly and openly\until he was left destitute in his
clbak, and had no opportﬁnity left for.generosity. (Cf, Muir: Caliphate,
p. 79.) ‘Antaﬁ was pralsed for bravery, but when there came the Sword
of Allah and His Emissary:(5tihi), <A1I b. ABL Talib, he left no
opportunity for braverylv_HAnq Tmru’ al-Qais was praised for eloquence
in poetry, buf when Hasséﬁ?§£étAn$§ri appeared, he left to the other
poets no shred of’eloquence."

The singer, then, mﬁst be skilled in poetry as well #r 2s in
singing; and a singer’s memory ﬁﬁst be present and his hearing must
go along with it, never departing’ffom it for an instant; Whenever
he lets one go away from the other, | then music deserts both. There are
some wh§ listen with their ears, and their heart in one place but their
eyes ih another direction; they neither hear hOr appreciate, for it
is the general opinion thst "There is no sudition (sam2¢) without

seeing': like a man who listens to music behind a curtain; some of

the music comes to him, but another part he loses (resding Yo' Y

for _¢*-=! Y ) so that his zudition remains incomplete and without

pleasure/
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pleasure, For audition pertains to the eye as hearing (§§gh§)
pertains to the ear. So if the mind of the hearer is away or departs
from the singer for the twinkling of an eyé, the music deserts him,he
can have no pleasure, and is left wandering without enjoyment. So it
is best that his mind and intelligence should not depart[from the
'singer[eve@]for the twinkling of an eye. Because the singer is held
a prisoner by his music and is ;roubled.in mind because of it; if they
do not listen to him they are not acting fairly, for the speaker is a
prisoner (asir) and the hearer a prince (amir) and between the asir
and the amir is a great difference. So when those who are present
liéten to the speaker and look at him, then &11 the conditiéns are
satisfied.

There remains the condition[ﬁo be fulfilleé]by the singer; and
his'mémory and intelligence must be on the playing‘so that the music
does not escape him for a single moment; for if the singer haé no
music nor happiness, then neither has the listener, like the preacher
lwhen the heart of his hearer is not humble. So there are some who
listen to and enjoy music while others neither listen nor enjoy. 1In
the words of Al-ngérisz "HMe who does not listen, he who does not
love, and he who is ndt charmed, such a man is not human, 5ut is
reckoned among the beasts." |

It has been related that Ayyub Al-Qarmuni said: "I asked the
concerning music, whether it was a devilish profession or a divine art:
But he léwered his head and gave me no answer. _So.I went away and
stéyed away threeidays; on the fourth day I came to him. and around
him was a great érdwd, listening toﬁwhat he was saying. T waited till

the/
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the gathering broke up, and he remained alonej; then he fose from his
place to go to his house, and I stood up, went forward to him, ahd
eaid 'Masterlgive mé] an answer to my question or I shall go away.!
Then he said 'Be patiént with.me.ﬁ and he took me by the hand and.
went of T to his house. Then he said to me 'Sit down in your place
until I return to you with what you asked me.' He went into his house,
and T sat in my plaée waiting for himj but he was away for an hour
until T thought that he had overlooked my business and forgotten me.
But before long he came out to me and said ‘'ufy soﬁ, I have been
réading the sciences and~studyingpbooksfand poring over writings,
pondering on the question which you asked; and I have found that it is
plainly based on four foundations which are the root of.all musié and
all singing. They are: a strong art, desirable modes, instrugents of
music, and well-tuned strings. As for the strong art and the desirable
modes, they‘are a dévine art, bestowed by the Lordléf Creatibn; but as
for the instruments of music and the well-tuned strings, thev are a )
devilish profession which corrupts the minds of men.(c.f.Al-Tirmiqbf

46, 17) DNow after that you have no need of another word.' Then he

- left me and went away, and I had learned from his:speech what he made

me learn, end had understood what]he made me understand. For the wise

‘man knows and understands, while the fool neither knows nor learns.

And the art of music is bestowed by Allah the Exalted; it is not(@o be
gaineé}by money or power or wiles, but Ailéh gives His knowledge to
whom He wills, and He 1s the Wise One, the Omniscient."

The art of music is to have a mellow and pleasing mode, and
delicacy in its accompaniment by the fingertips so that they play
gently. This is only found in young beardless children or in women,

for/.
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for in the melody (1lit. mode) they are softer of voice and have a
sweeter music than men, Hence the séying\ "o audition save from the
wearer ( reading‘ 53 fof 49~3 } of the veil." Because, since a
woman 1€ not elegant until|her singing is gentle and fresh, souls are
cheered by her[@u31§L especially if she is beautlful ‘ahd her voice is
good; for then her singing is completely perfect. Whereas a man's
voice is crude, so that he boasts of it if he has a pleasing voice,
ané pléasaniness of tone isrnot given to him; so that the listener
gets no pleasure from him such as he gets from a woman, nor is he
gripped by excitement or amazed parficularly, because a man is not
beautiful and has no pieésing voice; So whence should there come
pieasufe or excitefnent in his case\such as comes fromﬁistening ‘t‘cj
women? . /
A»storytis'told of A1l-la’min that once he made enquiries about
the prison, and all the prisoners were paraded Béfore him.‘U¥mong them
he found a man of uglier.éppearance than any of them, so he made4him

come forward only to find that he stammered. Then he said to the

 keeper of the roll "Strike off his name, and send him away." So he

struck off his name and sent him aways; Then he asked - "Why did.you,do
that, Ch Commander of the Faithful?" He answered "Irheard a wise man
say that when the Spirit takes pity on a man's external neture, the
result is beauty, and when it pities the 1ntern91 nature, the result

is eloquence, But this man has neither external nor internal, and

“when a man is neither elbquent nor beautiful, that is when neither his

face nor his voice is fine, then the only thing expected from him is
sk11l of hand in the art [of music! and greatlgenlus with the Dlectrum
which he wields .in his playing, So when he has the knowledge which I

have/
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have'méntioned, music issues from him and hearts incline to him and
yearn for that spiritual art which he has fgained by his learning.'

_A Story. it is related of one of the kings that he had 100
slave girls who played on stringed instruments, on the lute, the harp,
the psaltery, the violin (ksmanja), the viol (rabab), and all siringed
.instruments, but no others. The king was very fond of them and loved
to listen to them, Then in the city at the house of a certain
merchant he heard a slave girl playing the tambourine, which thing had
never occurred[in his time. The king wished to hear her so he asked
that merchant for her; h%sent her, and when the king examined her he
found that she was superior to the 100 girls whom he had; not one of
them could e§ual her in melody or perfection}of art, in delicate
fingering or strength of genius, and the king was astonished at her,

Then she started to play the tambourine before him and he was
charmed by her. So he summoned her ovmer the;merchant5 and gave him a
great sum of money to take her from him. Fe said to her "Who taught
you this art?" and she answered "A famous §Q§§§2 named Ismé‘gl of
Al-basra who used to come to my master|every year to be entertained
and honoured. He is the greatest man of hié time in the art of music,
for he ?lays éll the instruments and surfers nothing of them to escape
him." The king said "I should like to meet him" whereupon she said
"He left us at the ?igmggiggpg,,and he will not return untii the
beginning of the month of Ramaqén; Ask my master about him, and when
the shaikh returns he will arrange a meeting between you."

So the king asked that merchant about the gggigg and he told him

whai the girl had told him, so the king charged him that when the

shaikh came, he should be brought to him. So he remained looking

forward/
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forward to the cominz of Ramadan, day by day, week by week, month by
month. }Then the month of Rama@éhkcame and 30 days of it had passed
when at last the merchant came, and with him the man about whom the
king had erquired. ¥hen he saw him, the king rejoiced very greatly
and made him sit down in his presence; then he said "Oh iﬁaikﬁ, I
have heard that you can play all musical instruments. Now I have
slave girls who play their instruments without knowledge of the
fundsmentals of thebart, so I wish someone to teach them the

fundamentals and explain the playing to them. So can you stay with

me and teach them until they are your pupils and have lesrned from

you? And I will favour you and pay you honour."‘ Then the shaikh séid
"H11lingly. " |

[So the king brought before him the girls who were in the palace,
and he examined them, perceiving that their voices were musical but
that their hands were inept in the playing, there was not oné of them’
who was perfect in technique or who knew the complete art. So the
shaikh said "Oh king, these girls need one who will teach them the art
from the beginning, for there is not one of them who knows how to hold
the instrument in her hénds. But their voices zre pleasant and their
singing is exciting so that hearts incline to it because of the beauty
of the voice and not because of perfection of technique. If such has
been their performance betfore you, that is nothing." Then the king
proposed‘to him to stayland teach them, and he would givé him whatever
he desired; so the égaigg agreed to that.

The king gave him a great sum of money and showed him ever

" growing favour so that he could not go away; and he gave him great

affection,so that he would not leave him for[a single moment, even for
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eating or drinking, sleeping or travelling. But he was constantly in
the presence of the king and in his assembly, playing the tambourine
before him and showing him forms of playing; of technigue and of music,
and producing strange melodies which bewildered his judgment and

amazed his intelligence,

B, Commentary.

With this chapter we are introduced to the only percussion
instrument mentioned in the MS, the frame drum or tambourine. Reference
is made id?assing to the sunuj or cymbals (col. 194), but of all the
membranophones, a numerous arnd important family in Oriental-and
primitive music, only the tambourine is noticed.

This instrument, as our author remarks, is among the oldest, the
commonest, and legally the most permissable of all musical instruments.

(cf. col. 18¢ and Ahmad b. Hanbal V 353, 356) The last point is

“interesting and is developed at some length in this MS§ four traditions

are quoted to show the permissibility of the tambourine, and, although
none of them is given in exactly the form in which it appears in the
§§§§E§ literature, two are familiar as loci classici on the question
of the legality of listening to music., On col, 190 is found the well-
known story of the reception of Muhammad at Al-MadIna with the verse
on the rising of the full moon from the passes of Al-Wada®. This
tradition is given in a slightly less detailed form in Al-Ghazali
(JRAS, 1201l. p.224) and in a different form altogethér in the Bawarig
alfIima® of Majd al-Din (Robson: Tracts P. 83.) Again in col., 193 is
quoted a form of the famous tradition according to which Muhammad
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allowed the use of a tambourine on a feast day. Here too the:details

. do not exactly correspond to other occasions of the traditionj it is

x“ found again in the Bawarig al<Ilma® (Robson: Tracts pp. 78-9) and in

Al-Ghazz1i. (op. cit. pp. 224-5) In the original Tradition literature,
different forms of the same story are given by Al-Bukh3ari in three
places (Idain 25,JikBd 80, and Wan3gib al-Ansir 46) ard by Muslim
I, 299.

In fact the Prophet does not seem to have set his face very
rigidly against the use of music. As Dr, Farmer has pointed out
( History p. 23) little or nothing of definite opposition to music is
to be found in the Qur?an, and if traditions may be quoted in which
he‘condemns it, others no less definite and equally authentic go to
show that he approved it. And most especially is this true of the
al-Arab (s.v. Ghirb3l) the Prophet specifically commanded the use of
tambourines on the occasion of a wedding, saying "Publish the wedding
and beaﬂ the ghirbal for it." This tradition is also given in
Al-Tirmidhi: Nikah 6. And that the Prophet had no very rooted
objection to singing and playing the tambourine appears from a
tradition on the authority of Ikrima and b. Al-Abbas, that Muhammad ,
visiting Bassén‘b. @bébit, found S@Erin} the latter's singing-girl
entertaining theccompany by songs and the playing of a mizhar; when
appealed to, he said with a2 smile that the singing and playing‘
constituted no sin.(vd. Kitab al-Malahi of b, Salama p.9 and “Igd
al-Farid IV, ©1) Tn addition we know that the Prophet used to urge
Anas b, k¥alik to sing the bggéf or camel song while on a journey
(Farmer: Yistory p. 25); the effect of the gggé’ on camels arnd men is

strikingly/
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strikingly illustrated by Al-Ghazali (op. cit. p. 219). Perhapé that
fact may afford a key to the understanding of WMuhammad's outlook on
music which seems to have been almost entirely pragmatic; if music was
pfofitable, or;'negatively if it did no hafm,'he'took no exception to
its but'if, as it frequently did, it constituted a danger to religion
and morals, then he condemned it. FHow else can we understand the
seeming contradiction of his allowing ard even advocating the
tambourine at a wedding or on a feast day, and forbidding its
accompaniment to the recitation of the Qor?an, except thus, that he
was concerned to keep all the rites of Islim clear of all taint of the
0ld pagan worship. In time even this rule came to be relaxed, as
later legists permit the singing of pilgrim songs and the use of
pilgrim instruments such as the tabl and ggégigA(c.f.‘Ai-@baiéli op.
cit. pp 914, 220, 237) Tn line with this position is our author's
tradition that Muhammad himself forbade "lahw", here to be understood
as music, only when it formed the accompaniment to the Qasidas of the
Jahiliya, but that he officially permitted it in association with
Islamic poetry, such as the poems of Hassan b. Thabit (col. 193.)

In treating of this vexed subject of the legality or otherwise
of musical instruments it is essential to bear in mind that,originally
at least,many instruments were proscribed,not‘for any inherent vice of
their own, but solely and simply because of their evil associations.
So, for instance, the kuba, a narrow\waisted shape of drum was

forbidden because it was the badge of the effeminate mukhannathun,

(Al1-Ghazali op. cit. p.237) and the harp likewise because of its
associstion with the singing-girls of the wine-shops. (c.f. supra
chap. 3.) The tambourine too comes under this suspicion, in spite of

the/
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the pre-disposition to regard its playing as legal, for Tuwais one of
earliest of the professional singers of Islam and one of the despised

mukhannathin, invariably played the square tambourine or duff murabba¢

(c.f. Kitab al-AgQéﬁi II, 174), which inheriteé its immoral flavour

from him., Yet even so in the Kitab al-Malahi pp. 11-12 we have a

story ofnsome ten respectable shaikhs in the house of one Al-Awsi who,
under the influence of music, themselves played square tambourines.

Again, some of the legal authorities assert, as doés our author
in this S, (coi. 194) that it is only the original Bedouin far
without the metal plates round the circumference which is permissible.
Sd for instance Evliya Chelebi in describing the dafj; Evliya
incidentally is guilty of a strange inconsistency in this section 6f
his work: he states clearly that '"the legally permitted instrument
must not have bells nor metal plates", but in the following section,
dealing with the da’ira which was a round tambourine with beils round
the circumference, he states that it was played at the marriage of
411 and Fatima. Apparently the legal.distaste for the instrument had
not then taken shape. 1In direct opposition to Evliya, of course,
Al-Ghazall states (op. cit. p. 237) that the use of the duff is
pefmissable whether or not it hés bells,‘and though he viewed music
more from the mystic than the theological pointbof view, he would not
have ventured on such a statement unless he had a respectable bhody of
7legal opipion to back‘his decision.

Taken all in all, it will be seen that there is less argument
about the iegality of the tambouriné in Iélém than in the case of
almost any othér instrument. Though there are traditions and legal
suthorities ovposed to it ( c3f. b. Abi ’1-Dunya: Qbaﬁm al-Malihi fol.
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5%b, Robson: Tracts p. 31) the great mass of o?inion is in fsvour of
its being permitted, and its deferders have in the laét resort a firm
grounding in that irrefutable basis of Tslim, the Sunna; as Majd
al-Din says (Robson: Tracts p.75) "In the rejection of listening to
singing and listening to the playing of the tambourine and to
beautiful voices there is oppesition to the usage (sunna); and belief
in‘prohibiting them is unbelie?®, and to turn away and refrain from
them is wickedness,"

The vocabulary of this chapter, so far as it touches the
instruments themselves, is plain and straightforward. Two words are
apolied to the tambourine by our author, §§§ which he revresents as
the original Bedouin instrument, and duff, the modern descendant of
the tar. ‘“hether or not this entirely accurate is open to doubt;
it is true that the word 3@; is preserved yet amohg the more primitive
tribes of ﬁhe North of Africa to signify the original iﬁ;trument
without any tinkling devices round the outside, as described by‘Shaw
in his "Travels in Barbary." Similarly the word is still used in the
dialect of Syria of a round tambourine, such as is called by the
Persians 'dayere” (c.f. Hava s.v. Gar). But the more general words for

tambourine in early times seem to have been ghirbal and mizhar or

mazhar, The former is found in the Tradition of the Prophet
concerning weddings, referred to above; the word persisted in use at
least until late *Abbasid times, (c.f. Farmer. Fist., p.211) and
Al-Ghazali (1lth, cent.) also uses it quite freely. Tt seems to have
been used along with'the term mizhar which was also a tambourine, a

fact which,suggests that there was some difference between the

instruments designated by the two words; nrobably, as Farmer has

suggested/
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suggested, the difference lay in that the ”g@irbél" had snares stretched
vacross the head, while the "mizhar" had not. (cf. Enc.Is.,iii,74)

Yet b. $slame quotes a line of poetry (Kitab al-Malshi,p.39) which

distinctly refers to snares increesing the sound of the mizhe This

word was certeinly in use in pre-Islémic times; it occurs for instance

in Imru’? 21-Qais whose singing-girl uses a mizhar of harsh sound when
played with the two hands. In spite of the opinions of Arsb commentetqrs
this "mizhar" is much more likely to have been 2 tembourine than a lute.

(va. Diwen of Imru’ zl-GQais, ed. de Slene, p.30.)

FT(t> ’ "iizhar" is not used in this MS, end "g@irbél",is used only once,
and that in its literal sense of "sieve! 1In line with ordinary usage,
particularly in Egypt, "duff" is used zs thé generic name for all types
of teambourine, though in particular it is given its own description
which will be discussed later. Another instrumental name mentionéd,
though no more, is "sunujy the castenets of copper inlaid Qé;iéﬁk) with
gold and silver;(col.Igé} For the meening of "sunuj? vd.Farmer:Studies
1,58-9, The word 4e=les should certainly be pointed as above, to read the
pass. part. of the second form = to inlay. cf. Quatremére:Alfﬁgkyig;v

<:>iii, p.1I4, note 2.

So much for the names of the instruments; the text itself is by no
‘means so clear to one unverseé in the theory of music, snd hes given
much diffieulty. First (col.I94 ff,) comes the use of the word ©adad,
plur.efded. Normally this word mesns number or quantity, but in this
context it 2lmost certeinly bears a technical meaning which I have
been unsble to trace accurately. I have conjectured that €zdzd here
is used in the sense of rhythm or rhythmic mode, & sense which at

least/
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ieast brings out a meaning without straining the Arabic; an English
parallel is to be found in the use of 'numbers" for verses at least
as late as Pope and Dr. Johnson (c.f. Pope: Epistle to Dr., Arbuthnot
1. 1273 and Johnson's '"numerous prose" in Boswell, chsap. XXXVII)
The two critical passages of the Arabic both occur in col. 19435 in
line off., Ry ),a-', N UL TS B S
LR R N N L -V P where to rerder
Jl.&ci literally is to make nonsense of the passage. The,second
case is yet more difficult; in line off, —_ Sl LB 1N
O K sow bt Sl oLy a3l et e s
SUPEN SRR I I i e Y L=y M jme gV Lyl

In this rather involved sentence, the protasis, introduced by )JQ

’

must have two parts, since grammatically the amodosis cannot start
uniil the word _¢oag 3 consequently the relative clauseAmust extend
from %;JLII to So=Sfl and the prevosition r¢iﬁ is to be taken
with the relative s3I . (though strictly speaking both words
Shoula be feminine siﬁce they refer to the broken plural 1 Lzéi )

If this translation of what is,at best, bad Arabic is correct, it

usage
. o 7 > . £
since «— ,-= plur, *27;“2’ is the regularpfor that term. (Farmer:

(:> corroborates the earlier conjecture of fadad meaning rhythmic mode,
~ Satadysh Geon p. 44)
The term 3= is also used in this passage, apparently with

a different meaning. (col. 125 line 2) a2s ‘'rhythm" in this context
would have no meaning; T have rendered it as'number. The sentence in
question is also obscure, but it would seem to have reference to the

Meycles" of modes in which a musician introduced modulation. (c.f.
Al-Kindi and the Tkhwan al-Safa quoted in Farmer: Sa‘adxgh p. 87ff.)

This/
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This seems the more probable in view of the passace which follows, a

'passage which, however, brings its own problems. The main difficulty

lies in the antithesis of two pairs of words; in lines 3, 4 of ¢0l.195

we have t\..po e 9 ~€,L=‘- SN g r.-—u . Now,just as

g dJw and  ledy are obviously opposed to one another, so also

are 7., s and ﬁ.duz 3 the antithesis is satisfactory in the case

of the verbs, as v gk’ to finish is the obvious meaning in
opposition to g .8iuy . But there seems to be no connection what-

ever between ¢, L+ and laadw , indeed they cannot, as they stand,

‘be even the same part of speech. It follows that one word is

erroneous, and must be emerded; the probabilityiis, in view of what
has preceded, that <. L= is correct and is to be retained, the more
so because ¢ 5= is, with § Lo l,r, the recognised technical
term for passing from one mode to another.,(c.f. the reference above to
Safadyah) But it is quite uncertain then what is to be made of e
the best suggestion \w'hich I can offer is some form such as the
participle of V i"'\! g ‘with the meaning "to persist in," 1i.e.
E\,L:a . The meaning of the whole passage will be discussed later

under the method of playing. | ‘

Tn col. 198 occurs the =nomalous form J9 3=SIl ; the root
is obviously intended, and the sense or J 3¢ ,1‘;ts_the'context, so
I have emended o reaé accordingly.

Col., 202 line 4 reads a form c'/b’) ,___au which I have been

unable to find in any Arabic dictionary; it would seem to be an

Arabicised form ot the Persian plural,ending in le. The word 9 F—

is given in Vullers' Lexicon Persico-Latinum as meaning "Imamus,

it would seem to reter to the instrumental music which generally

forms/
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forms the prelude and accomﬁaniment to Eastern song. I have rendered,
rather freely perhaps, 'plectrum and instrumentalist."

In the same column and the following one, there is an obvious
mistake in the text; the author specifies four classes of people and
names only three, the first and third of whom are, in any case, the
same, We would expect to find 1. Those with fine theory and vractise,
2. Those with inferior practise. 3, Those with inferior theory.

4. Those with neither theory nor practise. But the text is faulty.

Finally in col., 205 we have thé curious proverb | T?TLQJLJ’ |

Lo o B0 leosatly W (<131 . Again there is the faulty
antithesis; this time of ?5ﬁ42_§ and le~o , for the latter word
is unknown to the dictionabies. The form suggests, by a transposition
of points, the root kzgako which can be made tb give a reasonable
sense; for Ze— Lo is commonly used in Arsbic of a lion, and one of
the meanings of 7§4Ja_9 is a flock or herd. This only inﬁolves
reading kLA—NQ for la ..o , as I have done in the text. The
point would presumably lie in the strength of the lions outside being
yet inferior to the weakness of the sheep inside; so by analogy the
man whose tabaga is high may, by reason of lack of skill be ihferior

As to the original invention of the tambourine, our author very
wisely refrains from attributing it to any person or to any one people;
simply he says that it was used under‘the name of gé; by all the Arabs
of former times. This shows considerable understanding, for in the
case of such a.primitive instrument as this, its history is to be
sought not individually but in the general history of civilisation.
Evliya Qgelebi is another who prefers to give no drigin for the daf,

- though he does yield to popular rumour far enough to say that the
da’ira/
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da’ira was first played at the wedding of Solomon and Balqis.(Farmert.
Ev. Chel. 12) b. Salama on the other hand (Kitb al-Malahi P. 20)
~definitely claims the tambourine as an Arab instrument, while
b. Khurdddhbih (Mas®hdi VITI 88) ascribes the whole drum family to
Tubzal b. Lamk. The only\hint of local origin which our author gives
is his application of the adjective Misri or Egyptian to the modern
duff.(col, 123), and this would seem to be on a level with his use of
Jark Misri in chap. 3; to indicate the provenance of a certain
modification‘of an instrument, rather than its original home.
Regarding the description of the gén and duff we have little
direct information; there is no formal catalogue of constructional
details, perhaps natural in the case of such a well-known instrument,
but much is to be gathered incidentaliy. With respect firstly to the
shape; Sachs (History p.246) states categorically that the Qg£§>Was
always square or octagonal, while the names da’ira and ghirbal were
reserved for the round.forms. Where he gets the grounds for this
statement is unknownj Al-Mutarrizi (13th. cent.) distinctly states
that the duff could be either square or round, the later Persian daf
was definitely round (v.d. Farmer: Ev. Chel. p.12), and this MS
betrays no knowledge of a difference in shape between the,gé; and the
duff; further, our author, in likening the @gﬁf to a ghirbal
indirectly informs us that it was round. JIn addition to these facts,
Sachs himself admits (Hist. p.108) that the Febrew toph was in the
shape of a hoép; there is also the philological argument that the very
use of the phrase duff murabhz® implies that the normal duff was round

and not angular., It was sometimes square as Al-lutarrizi says;

Farmer in his notes on Salvador-Daniel describes a square dof, a shape

also/
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also found in the Indian duff of the Crobby-Brown Collectlon, but it -
seems more probable that the usual duff was round, the more so because
the instruments which sprang from it (as for instance the Spanish |
aduf@) conforms to the conventional circular shape.

Over this circular frame according to our author (col.189) was
stretched a skin (not two skins,as Sachs asserts) and the circumference
was studded with "jingles", metal plates or rings which gave a
tinkling'sound in accompaniment tn the rhythmic'beat of fingers on
skin. Curiously enough in col. 193 we are told that the duff was also
covered with "soft panchment" (ruqug na€ima)., There is no mention of
snares. It seems from this latter passage which contrasts the early
@éy with the later duff, that there was a difference between the two
which led to the former being permissable while the latter was not.
Probebly this difference consisted in that the author's t@y had no
jingles (c.f. Evliya Chelebi quoted above); Lane (liod. Eg. chap.lS)(
describes the tar as having five sets of jingles and Fétis gives it as
having an unspecified number of sets of four ivory rings, while in the
Meccan musical instruments described by Farmer (Studies I, 84) the Eéy
has four sets of metal rings. Possibly our author was confusing the
Jlnoles. Indeed the size and weight of the instrument mentioned in
col. 18¢ s together with its general description suggest the moderh
instrument of N.W, Africa known as the pgg@if, or even more forcibly
the Egyptian instrument described by Villoteau (Désc. de 1'Egypte I
988) as the bandair. |

More emphasis is laid in this chapter of the NS on the function
and operation of the tambourine than on any other single feature, We
might note first that, as might be expected, its use is always
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conceived as being supplementary to singing, the recitation of poetry,
or the playing of another instrument. This has always been a feature
of the tambourine, as noticed as early as Salvador-Dazniel who
commented (Arab Music pp. 109ff) on its simple construction and
rhythmical use. \In particular it has always been the favourite
instrument of women on all the occasions of domestic life such as
weddings, funerals and circumcisions, as Lane has described them in
Egypt and Snouck Hurgronje in Mecca. So we find it used in the Alf
Laila (c.f. Burton: Arabian Nights I 306), as the Hebrew toph is used
in the staries of the 0ld Testament (vd. Judges 11%% ,I.Sam. 18¢ ). |
was alsé the indispensable accompaniment to the voice of the singing
girl at convivial parties.(vd., Imru ?1-Qais, Waliba b. Al-Uubab, and
‘Amr b, Al-Ttn3ba, all in b, Salama.,) So it comes about that in this
chapter, the author's discussion of tambourine playing leads him
naturally(on to a discussidén on singing and poetry, together with a
short excursus in cols., 203-5 on the tambourine as a member of the
rhythm section of an ensemble,

Much of this part of the chapter is written in a semi-mystical
vein, in langusge which recalls that of Al-Ghazali; for instance the
concentration of mind, ear and eye on the singer in order to gain the
full effect almost of self-hypnosis is strongly reminiscent of $ﬁfism.
The sharp differentiation between al-samat the technical term for
listening\to music as an aid to devotion or ecstasy, and al-isgha, the
mere physical function ot hearing (col.210), the mental state of the
singer who is held captive by his music, and the idea of a kind of
psychic link between performer and listener, all these are famiiiar
ideas of mystics ot all ages and countries, ideas to be more definitely

chapltess

developsd in the subsequent ehantureS of this NS.
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As to the actual method of playing the tambourine, two methods
are indicated, but only one is described in any detail. Playing may
be with the palm of the hand s> or with the fingers g L~of~
This may well correspond to an apparent’difference in methods of
holding the tambourinej Lane, describiﬁg the‘Egyptian,practise of to-
day {(or almost to-day), says that the instrument is held in either |
hand and beaten by the fingers of that hand and the palm of the other.
Sachs (History p.247) says thatthe Egyptiéns hold tﬁe instrunent in
both hands, but that in Tunisia only the left hand is used for holding,
But however it is held, the tambourine is struck, according to our
author, in rhythmic fashion to correspond to the beats and cadences of
the verses which its music accompanigs; and the beats of the
tambourine must coincide exactly with the stresses of the poetry,
otherwise the effect is spoiled (c01.196). THence the daﬁger of
mistakes on which he descants at 1ehéth; either the singer may fall
into error in delivering his verses, adding or subtracting syllables,
which will throw out the rhythm, or the §layer may add or miss a beat,
producing the same evil effect (cols.196-7). |
| The passage which deals with the physical actions of the playing,
number and time of beats etc. (col.194) is abstruse; it has already
been partly discussed under the vocabulary of the chapter, but in-
general the language is too little technical and too vague to bear
comparison or collation with the musical authorities on the subject of
rhythm such as those given by d'Erlanger in his Musique Arabe, and
discussed by Farmer in his Safadyah Gaon. I have tried in vain to
find in either of these any resenmblance to the words and phrases of the
present MS, so that it seems that a full discussion of this portion

must/



must await the attention of an expert musician. In the meantime the
following.commente"might be made, chiefly in the light of the two
works meﬁtioned. | .

We are told thét the rhythmic médes (q;@é@) were composed of
groups of three, five,‘or seven beats. The first of these, groups of
three beats repeated g@m;ipiggm might well be the rhythmic modevcalled
al-thagil al-awwal, described by Al-Fzrabi as being "three consecutive
beats'; Al-Kindi and Sa¢adyah give three consecutive beats followed by
a quiescent beat, but if the beats occup in groups of three, the
quiescent beat is to be understood as marking off one group»from the
next. Similarly the mode known as the gggﬁigmg;:pbggig which consistec
of groups of three beats with a beat rest between the aroups, or the
khaflf al-ramal which was "three movent beats" according to Satadyah
and the Ikhwan al—Safa y Tthough ﬁot according to Al-Farzbij all of
these three modes would answer to our author's describtion, perhaps
the last best of all as it contains no quiescent beat.

Similarly with his groups of five; Al-Kindi and Sat adyah give the
phggi;mggngégi mode as a qgintuple scheme of threes consecutive heats,

& quiescent beat, and & movent beal, which might be marked on the

tambourine as a group of five beats. The khafif al-ramal was sometimes

also treated as a quintuple scheme embracing different arrangements of
beats and rests (for a summary of such srrangments vd. Farmer:
Sa fadyah p.85) |

Nor is it impossible to find parallels for the group of seven
beats; the Ikhwan al-Safa’ define the makhiiri mode as a septuple scheme
of two consecutive beats, a héavy solitary beat and then four beats.
b.Zaila also, following a definition of Al-Kindi gives a sentuple

scheee for the thag;l al- thanl mode, of two COﬁSPCUthQ beats with a
beat
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beat rest between them, then a two beat rest and 2 solitary beat,
ending with a quiescent beat.

So all our author's threekgroups can be tracéd in the great
theorists, perhaps most clearly and consistently in the Ikhwan al-Safa?
and pending further investigation it might be concluded that the
present text has affihities with the rhythmical theories of the
Brethren. A fuller examination by a competent musical scholar is
demanrded. |

Beyond this, there occurs in the same passage of. the WS the most
curious phrase '"beginning with the first and erding with the fifth,
sixth or seventh." "“hat has this to do with groups'oflthree, five or
seven beats? The most obvibus solution to the difficulty is to regard
it as é textual error and to presume that the author ofiginally
intended ‘"ending with the third, fifth or seventh." Such an error
could easily creép into the text, e.g. by the omission of the word

>3 ana the restoration of the missing term in the wrong place,
and therefore in the wrong form. But assuming that the text as it
stands is correct, the only probablé explanation seems to be thatA
whichever group is in use, triple, quintuple or septuple, it is to‘be
repeated five, six or seven times to each line to supply .the requisite
number of beats to fit the metrical length of the line. This again is
a matter-bn which a greater musical background might suggesﬂ other
theories,

There follows in col.195 a rather clearer, though still rather
involved passage, apparently concerned with thé practise of modulation
(intiqal) from one mode to another. It starts with a stétement of two
possibilities; the performer is regarded as singing and playing the

tambourine/
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tambourine (i;e. "the playing is divided between the two hands and
the tongue'") and it is laid down that he may start in one rhythmic
seetion of the melodic modes and end in another, modulating, that is
to say, from the_kh@ﬁif to the thagil or vice versa, according to the
author's theory of the divisioﬁ of the modes (c.f. Introd.); or,
alternatively he may abide by the one rhythm throughout; and, within
its compass, modulate in the melodic modes. Some general remarks
follow on the’general subject of modulation and where and when it is
best used. For the results of such chahging of the modes to change
the moods of the listeners c.f. Tkhwan al-Saf3’ quoted by Farmer:

Sa.fadyah p.87 and the stories throughout this MS, particularly cols.47,
162, 186 etc,
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II., AEROPHONES.

THE MUSIQA. | {
A, Text, (Cols. 11-29, 30-31, 52-66, 72-75.)

Know then, Ovsfudent - may Allah the Exalted direct you - that ti
foundation of this whole material world- i.e. that from which the whole
of the material world is composed- is fourfold, namely fire,earth, air
and water, And scholars tell us that the elements which compose the
human body are four, blood, bile, spleen and phlegm. All time also is
composed of four seasons, spring, summer, sutumn and winter. And the
stages of human life are four, babyhood, youth, middle ége and old age.
Similarly this science which is set forth completely in this book of
ours is composed|in accordance with these four foundations which have
been mentioned. So whoever comprehends these four foundations and. seeks
through them to acquire a knowledge of science, he has already écquired
it'and has grasped the whole of science; for the four foundations in
their turn rest upon a fourfold principle, viz. the heavenly bodies,
time, movement, and mankind; and these comprehend four "courses" (gphgg>

Such is the opinion of the people of Iraq; and as a result all the
older authorities used to derive the science of musicA(ggggp) from the
science of human nature; on this basis Al-Farabi derived the science of
the "mﬁsiqé" and its rules by means of which he surpassed all others who
wrote on this science of music. And there is a story about the reason
for his making it. \

Al-Ma’mun used to hear about Al-Farabi and the knowledge which

Allah the Exalted had given him, and his understanding, so he desired{to

“meet him, wishing to test him in some of the sciences in order to see

his sagacity and his knowledge. Now a strange thing had happened to
Al-Farabi which brought him out of his.own country against his will and

secretly/
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secretly. So he travelled night and day untii he came to the city of
Baghdad which was the seat of the Caliphate, and he entered the city in
disguise so that not one of the people recognised himj; and he thought
that he would make his way to the Caliph in order to earn his favour by
means of his learning and his knowledge.

So he came to Jaffar and requested him to bring him to the Caliph;
but Jacfar eaid "O man, what do you want with the Caliph? If he asks
me about you, what am I to say?" ’He answered "I have brought him some

ood advice and a gift, so ask him if he will/permit me to see him that

\ .
I may tell him my advice and give him my gift." And Ja¢far looked at

1, him}appraisingly, noting his disgraceful appearance and the travel
stains upon him; he was dishevelled and covered with dust, wearing
threadbare garments which bore the stains of dirt, and he was emaciated.
So Ja‘far'deSpised him, and said "O man, I think that you are disordered
in mind and know not what you are saying. For if you are ridiculing the
royal honour or making a jest of the Caliph, I fear he will be angry
with you; for the sanetity of the Prince is unequalled among mankind
whiie you are a poor man with no money and no retinue. Andvif you are
<:haking up this story as a plan, or devising it as a stratagem to gain
veccess to the Caliph, then return whence you came, and take from me
something to help'yourself and to spend on your family. And T will give
you some advice: do not appearibefore the Caliph with anything that will

not please him, else he will do you harm and nothing will avail you; and

‘& \&

I fear he will be severe to you. For the royal honour is immense and the
sanctity of the Caliphs is a mighty thing, while you are in weak

circumstances, having no comparable power. But T will give you some help
for your needs; and if you return whence you came you will receive praise

for/
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for your journey, and on your return you will not be censured for being
repulsed. "

And Al-Farabi said "I must do it; so if you will not ask
permission for me to see him, then I will ask someone who will bring me
to him, and then I will tell him that I asked ydu fof permission to see
him; that you refused me and that you concealed my appeal from him. So
the matter will return upon your head and I fear that he will punish you',

So when Ja¢far heard him speak of punishment, he rose immediately
and went into the presence of the Caliph,%telling him that there was at
the door a man of such and such an appearance, and he related what had
passed between them and what he had said. And the Caliph said "Bring
him to me " énd gave him permission to emter. When he stood before
him the Caliph looked at him and saw éhat what Ja¢far had said was
correct, so he turned to Al-Farabi and said “Ovman, what is your advice?H
He answered "Commander of the Faithful, I have brought you a piece of
advice and a gift." And the Caliph said "Then what is your advice and
what‘manner of thing is your gift, seeing thgt you are a poor man with

> : ,
neither money nor retinue? I think you are making up this story as a

<::blan, and devising it as a stratagem in order to gain access to the

presence of the Caliph that you may have something to talk about and that

your future may be assured before him. Now then, All3h has brought you

. to him and led you|to his presence, so say what you will; tell your

story and what you have come for; Allah has given you an easy approach to
him and he will hear what you have to say. ‘So speak briefly, ask what
you need and it will be granted; if you have a debt we shall pay it in
full; if it is some business, we shall execute it for youj if you have
been oppressed, we shall take away from you what you fear."

-~
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He answered "Commander of thé Faithful, my purpose is not any of'
the things you have mentioned, and I have no need of the things of which
‘you have spoken; but'I have some very important knowledge to present to
you and a gift with which to draw near to you. And the gift is this
knowledge which All3h has taught me; with this I come to you that you may
see such wonderful and‘strange things that your fanpies will be.
pef@lexed and your thoughts astonished. For I have made something

ns,according to}a principle Whiéh no one has ever used beforé, composed of
(ioleces of wood and copper and strings, and it produces every pleasant
“ melody and gvery agreeable sound so that it charms everyone who hears it.
And already, Commander of the Faithful, I have expended much thought on
it and have been ﬁept awake planning it, until it became the desire of
kings and the glory of every poor man and beggar. It pleases the fancy
and the eye delights in ity it is the perfection of every degree, and is
dear alike to high and low. Nome listen to it save all the intelligent,
and none is moved by it save him who understands all fine conceptionms.
And I, O Commander of the Faithfuly have devoted it to your service that
you may boast yourself over all the kings of the earth in its length and
gﬁz:%readth. So if I have done{that, what reward shall I have from the
é%.Commander of the Faithful, may Ailéh prolong his life, may those who
envy him be overturneq,'and may he conguer his enemies?"

He answered “At our court ydﬁ shall have the highest privilege
and the greatest riches, among us you shall'obtéih glory, and you shall
be honoured above éll your'peérs and your fellows." Then the Caliph
continued "Producé.the knowledge of which you spoke to us, and hasten
with your answer that you may be given our generous gift." He answered

"It will appear before you now." The Caliph asked "What things do you

need/
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need to produce'it for me?"

He said '"Bring me copper and smiﬁhs and wood and carpenters.," So
the_Caliph?sent for them; and all who were present stood silent watching
him to see what he would make. And he ordered the smiths]to melt thg

20, copper and make it into long thin sheets, light, engraved and ornamented;
and he ordered the carpenters to saw the wood and to cut it into rods,
round and hollow, in two sizes thick and thin, the thick cut eight-sided

- and short, the thin cut four sided and long. They were to stand upright
their heads upward and their tails down. And between each pair of rods
he fashioned a peg fixed on a crossbeam, twelve pegs above at the heads
of the rods with the heads of the pegs‘turned downward; and twelve
similar pegs at the tailé of the rods also, arrangéd in the same way on
a c}ossbeam, steady and fixed at the botiom so that the heads of the pegs

%1.were§upward standing alone.

Then he took silken strings which he stretched across the rods to |
right and left; and over these he rolled the sheets of copper on the
outside until ail of them were covered with copper ard the instrumen#
resembled it (There is an omission in the MS..at this point.)

(:khen he fastened it up and connected the various pieces together, and
stood it upright and erect like a pulpit (minbar). Some said too that it
resembled a physician's ointment box,(marhamdan) eight sided in size and
dimensions, Others said that it was like a box turned in a lathe,
rounded in the cross-section and long; and yet others said that it was
square in length and breadth like a coffer. But this is generally

23 |agreed; that it was square, its height off the ground being less than the
height of a men, while the breadth of the éircumference of its four sides
was 12 dhira‘, each side being 3 ghira‘.

It/
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It had 4 doors each in two ieaves and each opening and shutting;
around each door was a small aperture (taga: lit. window) in which was a
copper pipe going in to the inside. On the outside of thie pipé was
| fixed a wild beast's skin secured to it and folded over upon itself like

a bellows with two wooden handles which were opened and closed
ﬁechanically to deliver air. It was worked by men who sat blowing with
the bellows, and others who stood beating with the plectrum on the 4

23, |sides around the 4 doors.

@ﬁ:) Each door has a front, eéch front has an entrance, each entrance
has a channel, each channel has a mouth and each mouth has an end to
which the air comes and goes round. By whichever door it entefs it has
no exit by which to escape, so it masses and collects all together and
rises to the top; but finding no loophole or exit by which to get out,
it sinks back to the bottom to go out where it came in. But there it
meets the air which has been blown in on top of it, and the pressure
becomes stronger and stronger. The blowing of the bellows prevents the
air from sinking to the bottoﬁ, and the beating of the plectrum keeps
it ffom rising to the top, so that no exit remains for it, nor any

Q

abl

-

—fmovement to escape, but it is enclosed and can find no way out. So it
- circles between the upright pegs and strains at all the strings but
finds that they have checked all its efforts to escape and have driven
it out of its place ard prevented all its movements to reach its |
destination (i.e. outside) and made all its efforts vain by opening the
doors and closing the windows. | |
| E So the four blasts of air (i.e. from the 4 doors) are hihdered in
their way and circle found in that copper boxj; and the pressﬁre grows

strong and the force continues to increase and to grow and to become

- great/
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great until the air is confined between the four doors. Then the
pressure becomes too strong for it and forces it back to the topj so it
ascends aﬁd finds 12 windoﬁs which had been made|in the top,
4§corresponding to the 12 hours of the day and also to the 12 Signs of
the Zodiac, Under each window was one of the 12 inverted pegs which had
been fixed there and across which the strings were stretched. Each of
these windows had a use and all were common to the 4 doors through whi;h
the air came, because they assisted in‘opening and shutting; whenever
A (jfhe doors were open the windows were shut, and Whenever the doors were
- shut, the windows were open, and so on success;vely. ,
He made 12 windows in the bottom]also, corresponding ton;;;ﬁisgrgs
%f' of the night, like the hours of the day, so that the whole scientific
system might be .complete there; above them were the, 12 pegs upright,
fixed on a crossbeam, standing alone round the circumference of the 4
doors, and what surrounded them above and below. In the middle he made
4 doors, their tops upward and giving outward, their mouths open and
turned inward from the bottom, opening inwards; they were to collept
the air from whichever side it came. One was marrower than the others
<:>anothgr was broader, one shorter and another 1onger}acc0rding to the
{j- constitution whose principles are laid down in the misiga, ordained and
ordered according to the precedent of the 4 elements. Through these 4
doors the air enters from whichever it comes of those 4 sides which are
exactly alike, not an atom too big nor a scrap too small.
Then he made those flue pipes (bug, plural sabwag) fixed between
the strings to collect the air from whichever aperture it came of the 4

which he had made between the 4 doors as an entry for the air. And in

them he fixed 4 bellows from which the air should come, flowing through

copper/
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copper pipes which had been prepared, like channels. Sé the air enters
28, by them and is cenfined!in,the centre; and when it moves it resounds and
: roars, so that there is heard from it a sound and an uproar until from
underneath it comes up between the 4 doors., When it rises from the
bottom those 12 windows at the top are all shut; and when it comes down
from the top the 12 windows at‘the bottom are all shut. The air, having
no opening or ;utlet left to it, circles round and réturns}to its place
between the 4 doors which form the centre. And it finds that there has
(jpeen made something like a girdlé in which are 4 small holes, and when it
collects together and grows sirong it can find no butlet except through

/i ithese 4 holes, They were made in the middle of the circle of the 4 doors

.

above the 12 lower windows and below the 12 upper windows between the
strings which were stretched across the framework to right and left.
'{9 From these 4 holes also come the notes,VQO coming from each hole
according to the law of the quarter of the 360 degree circle, They
constituts the kernel of the musiga and they regulate it, since it is
from them that the air issues regulated according to the principle laid
down; and it fises in the cbnstructed pipes from their lower ends. And
when it is established there and rising in the ?ipes, it goes up
(reading ¢ for ¢« ); and every time it rises, the place expands to
hold it; and every time the place expands,. the sound becomes great and
loud; and Xhus it continues as it fises, increasing in strength and |
B, volume, until it emerges from the mouths of{the 4 pipes; and as it
emerges it makes a piercing noise and a powerful sound. Every time the

sound becomes loud they beat from above with the plectrum (??Eh%@a), and

the/ v D
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the strings on the inside move also, so that all contributes to make a
mighty noise. The result was that the place where the instrument was,
resounded with a great noise so that a man could hardly hear anothgr man
at his side because of the strength of the sound and the noise of

- confused médes totally unlike one another, divided into 4 "Genres" (nau®
plural ’anwa‘ ),

N - - - B - - ——. G- -~ —————

52, He said: And when the building was finished ard the instrument
f}ijporrectly assembled, he neededga key for it to start opening and shutting
@?: it; so he made fop it a key of yellow copper weighing one Syrian rotl
(5 1bs.) hollow in the head and curved in the middle like an Alexandrian
anklet (dawwar: cf, illustratidn'in Lane's Modern Egyptians Appendix A»)
to open and close . it. When he wanted to open it he inserted the key at
whichever of the“tweive windows he wished and twisted it until
(reading &> for s~ ) it passed completely inside and came near the
strings and met the pegs which had been made standing upright fixed on a
cross-beam stretched across the breadth of the instrument. And each peg
was opposite one of those twelve windows: in the case of the upper
fg,ﬁdndows, the pegs were below with their heads turned downj; and in the
case of the lower windows the pegs were standing upright above them.
When he inserted the key at a window and twisted it, it came to the peg
opposite the window at which the key entered, took a hold on the peg and
,twisted it violently. So it dragged at the strings until it pulled them
oﬁt of place, and every string dragged at its neighbour, one pulling
another, till the effect reached the door on the side where the key had
entered; it dragged at the two throats (i.e. "leaves" of the door) and

the door was opened. So the movements of the air gained strength and it

flowed/



flowed in its channels and the tension on the strings became great;with
.si the effect of the plectrums beating successively. (This reading entails
. the omission of 4 words which have crept into the text by dittography. )
Sudh was the method in the case of all the windows, and such was the
course of the air entering from the direction.of the four doors.

When heZWished to close the instrument he removed the key from it
without haste, so that it came out slowly while he twisted it to the left
because when he was opening it, he twisted it to the rightj so all the

<:povements were revgrsed and the first process was nullified. He continue
to withdraw it stealthily, little by little, taking care that no string
should be drawn too tight and raised above its pitch, or loosed and
relaxed from its pitch, and so spoiled for the task he had set it. So
when he removed the key, the pressufe was excluded and the‘plectrum made
useless, and the instrument was left empty and idle|with no movement and

q}. no action, the four doors being open, and the 24 windows above and below

being closed since they were the apertures for the key. 'As we have
already noticed, the doors and windows acted successively; when the.
windows were closed, the doors were open, and when the déors were closed

<D’c.he windows were open. Thus at this juncture the 12 upper windows and
the 12 lower were élosed, while the 4 doors were open.

When he wished to start it, he took the key in his hand and with it
he struck a violent blow onbthe upper beam of the doors ﬁntil those

gjczstrings, which were stretched across the rods round about between doors
and windows, quivered. And he continued thus, striking door after door
with the butt end of the key until the 4Idoors closed while thé 12 upper

windows and the 12 lower windows opened; when that happened the aperture:

for the key were open, so he inserted it as we have described.,

Such/
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Such is the descriﬁtion of the "musiga" from which come all the
modes, some deriving from others. It has no equal in all the range of
instruments, except the "vurghal™ which the Franks made upon the paﬁtern
of'the,mﬁéiqa to have the same performance. It is very like the;mﬁsiqa
i@%in dimensions and is played in the sé@e way. Some say that it is half
the misiqa, fesembling it.in dimensions and appearance but having only
some of the musicj; for it can produce the section containing the six
Awazat but not that containing the 12 main modes. For it is also based
<:>upon the fourfold principle on which the musiga depends; and there come
~ " from it modes similar to those which comevfrom the latter., Its action
is not unlike that of the mUsiga because the idea of it was stolen from
the musiga and the man who‘built it was one of the Frankish savants.
Here is the story:- | |
When this man heard of the misiga and had it described to him, he
went to look for it to diScover how it was made. Now he was a learned
and eminent man to whom All3h had given knowledge such as perplexes other
;jh}intelligent men; he travelled night and day until he came to the city of
Baghddd; the musiga had already achieved fame in Baghdad and the Caliph
<Dhad appointed men to watch it night and day. So this‘manﬁlaid his plans
when he arrived, and pfetended to be dumb, saying nothing; he dressed in
ordinary clothes‘and became a servant, going from one master to another
until he was employed by one of the servants of that prince who was in
charge of the mﬁsiqg, and who was responsible for it. One day this man
went to Al-Sarha with the Caliph and instructed his slaves and his
servants to look after the instrument, sinee the'Caliph guarded it very
carefully, being anxious on account of it because it was an instrument

whose like had not been made at that time. The Frank continued scheming
and/ |
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¢o and drew near little by little until he had a favorable opportunity; and
- there were near him three slaves and two servants. He produced some
incense which he had made, being a skilled physician and with it he
raised a smoke in that place where they were, whereupon at once they fell
asléep.

Then he procéeded to walk round the instrument in both directions,
but he got little information from it as to its construction and could
not complete the matter, nor find a way to it. He was afraid that one

(ﬁff the people Wouid catch him and find fault with him for what'he was
doing; so in a twinkling of an eye his soul would be near to death. So
hé placed something under his feet and climbed up till he got on the top
of it. There he walked round the top, and from the outside he saw

éi through {the key holes in those upper windows a sight that was plain to
him; and that was the origin of his knowledge of the instrument and of
the principleé of its construction., Then he walked round it on all four
sides and considered it for a2 long time, descended to the bottom and
walked round it, looking at it from the bottom as he had looked at it'
from the top. HQ looked at the 12 windows which formed the key holes

(:>and saw that they were open, sSo he 1ooked'through them ard saw inside
the upright pegs across which were stretched the strings extending
inside as far as the 4 doors. Then he knew how it was made énd how it
worked.

Some say that he spoiled its action so that it would not work and
no music would come from it. Now no one could know what was wrdng
E}_ except Al-Farabi and he was not to be found, Then Ahmad said "Vérily
this cannot be sorted" and he left it and went away from them secretly
so that no one knew anything.of him, He went. outside the city and
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plucked some of the herbs of the ground, which he remembered; he pounded
theé and mixed them with water; when it was thoroughly wet he spread the
mixture over all his body so that he was covered with black and his fair
skin and light complexion disappeared, and at once he became a black
slave. He slipped off the clothes which he had on and put on others so
_that his appearance was changed: then he took to the highway (reading
%:;Eﬁl ) with the people.

Now the rest of the people knew what had been done, and they
6%:>looked at those men who remained{and saw that they were unharmed, with .
€. nothing amlss' then they missed that deceitful one and found that he had

disappeared from among them, so they set out to look for him in all
directipns, and phey kept passing him and meeting him as they went,
without recognising him, and asking him "Good slave, has ﬁhere passed
you a dumb man, light.in colour and red haired?" And he would séy "T
have seen nothing of him," And they would leave him and go their way.
None of them recognised him and he contipued on his way until he passed
out of Muslim territory into that of the Franks. Then he took herbs the
opposite of those he had first uséd‘ané boiled them over a fire until
they were pulped and their\properties came out in the water. This he
wgggpoured over his bodyland it peeled off all that black, so that he
became light in complexion and hairless as if nothing had happened to
him, And the effécts of the suh~which had burned him disappeared and he
bore no trace of dishevelment or dust. Then he put on his clothes in
his usual way and rose ﬁp immediétely to design an instrument like the
misiga. So he built for them the yurghal which was like the musigaj; its
appearance was the same and its construction ( Jh: 1lit. ordinance). He

intended it to be an honour to him above all thelothers of hié art, the

'famous/
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famous sages‘of his day and generation: and he hoped to gain from it
lavish gifts and advancement at royal courts.

Before he made the yurghal for them,vthe people had in their

churches Byzantine gongs from the time ofithe Byzantine empire; their

é{ésound was like that of bronze bells and they used to strike them at the

¢t

hours of worship so that the people gathered together when they(heard
theﬁ; and they had a mighty sound. But when the accursed one built the
yurghal for them they found that it made a mighty noise and a sound that
(ifould be heard at a distance of a day's journey, (readimg%;¢7; far%fvmoé
‘and that it had a powerful notej when horses heard it they could not
control themselves, but shied away from under their riders and the wits
of the latter deserted them by reason of the violence of the sound.
hen he played on it all the people of the distriet heard it; and
the King ﬁeard it and asked zbout it. He was told "So and so, the sage
‘has made a gong and is striking it." So he semt for him. When he came
into the presence of the King the latter said to him "Where did you get
this?" He amswered "I made it for you, O King,gthat by it you might

surpass all the kings of the Franks; because its like is not to be found

(:>With them," He said "Play it." So he played it in the King's presence,

S G W S G~ ——— - G S W M -

But the concensus of opinion holds that the yurghal is half of the
miisiga because the inventor studied the externals of the,science but not
the hidden things of it; and the truth is that he wobked on the outer
appearance which was apparent to himj but the inner parts of the science
were unknown to him, which A113h the Exalted taught Al-FgfébE. And if
that sage who)built iﬁ had not had knowledge and learning ébove the

ordinary,hé would have studied neither the outward things nor the inward.
Others/: -
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Others say that if the yurghal had given rise to any other musical
instrument of the same kind as did the musiga, then it would have been
perfect; as for the mﬁsig@ it gave rise to all the instruments of music
and to the yurghal. But the yurghal gave rise to nothing except the
"little yurghal" an instrument of the game type which was invented from
it and which was often smaller than it in dimensions. The reason for its
invention was that when the people started to play the yurghal, there

came from it a loud noise and a screaming sound and a powerful clamour:

2 063

(:%reading ek&lé for eaks ) so their hearts were afraid and their horses

thrown into disorder and their riding beasts were scattered; and it

Z@harmedmed those of the women who were pregnant{and injured the weak among

O

%

them. So he made for them the little yurghal, like it in every
particular, but it was small, with a sound in pronortlon to its size,
faint like camel bells: (readlngU-J,al for wue l,;; ) sometimes 1t gave a
rough harsh murmur, at other times a piercing murmur, sometimes a
delicate piercing note, at other times a delicate soft note. So they
started to play 1t in their churches at the times of prayer and services,
relegating the great yurghal to be played only on feast days. Then the
king gave him great gifts for it, finaily feeing to him certain islands
and giving‘him much. gold and silver; and he started to play it/in the

royal presence,

B. Commentary.

Undoubtedly the most interesting point in this portion of the text
is the use of the word "musiga" ( s%xr—9» ), While this form has an
obv1ous affinity with \544—«)4=, the Arablc form of the Greek poveiKp
(501ence or theory of mu51c), it is ecually obv1ously not a Synonym for

it/
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it; the whole passage makes it abundantly clear thai the reference is to
some specific musical instrument and not to any theoretical aspect of
the subject. In addition it is perhaps worth noting that although the
form &y~ with vocalic ya representing the long 7 of the Greek
feminine termination is of common occurrence inmérébic, I have been
unable to trace any instance of e&x—so with the @gwggggﬁgg.
Two hypotheses suggest themselves; there is first the possibility
that this form with the feminine ending follows the usual practise in
(:ﬁrablc of the "nomen unitatis" (c.f. Wright: Grammar 1 147B).
Accordingly while ég*——yo referred to music in general, the feminine
form a&ﬁ—T)PP would refer to one individual instrument of music. There
- is, further, a subdivision of this usage called by Zamaghgharzaﬁsﬁﬁn! sUy!
according to which the feminine ending denotes a specific part of
someth;ng, such as a dish of food (e.g. from vdé meat comes &exf 3 dish
of meat); an analogoesuse of the principle in this case is surely not
impossible. By this theory E3¢—1)43 would mean "the.musical instrument®,
the instrument par excellence, a conception gquite in line with the
general thought of the author who ranks the musiga far above all other
<:>instruments (c.f. col. 73 ete.) |
The other possibility is rather more interesting:lfrom‘various
points it would seem that we may have in this passage a reminiscence, or
even a description of,that familiar puzzle of Oriental musicographers,
the Jewish Magrepha. The facts for this possibility may bést be
summarised thus: |
1 Obviously in this passage, disregarding various technical
difficulties to be mentioned iater;we are dealing with a pneumatic
organ of some primitive type. The two passages of Talmud, Arakin II,6

and/
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and Tamid V, 6 in which the Magréphid is briginally mentioned have -
roused much controversy. But at least in the former it is agreed by
scholars from Abraham de Porta Leone omwards that the réference is to
‘the‘same.type of early pneumatic organ. ,

2 There is a marked similarity between th%@two words Misiga and
Magrépha when written in Arabic; ‘ee2,3 could quite easily become

‘ais— 50 in the hands of a careless or ignorant scribe.

'3 Arakin IT, 6 describes a handle projecting from one side of the
magréphz and the Shilteé haéGibbeim of Abraham de Porta Leone goes
even further - though not explicitly mentioning a handle - in -
likening the instrument to "the shovel of the bakers.ﬁ ( Ugolinus
XXXIT p. bW ) These citations form an excellent paraliel to the
Arabic descriﬁtion in this MS. of a box with a handle protruding from
the side. | |

4 The present Arébic text agreeé very strikingly with the §§il§§
ha-Gibbdrim in placing the organ pipes within and the bellows without
the casing. This is in contrast to Kircher (Ugolinus XXXII, 371) who
~imagines the magrephd as more after the fashion of the conventional
’Chufch organ with pipes above the casing. Abraham de Porta Leone is e
course, not an ideal witness, but the very circumstantial nature of his
~evidence suggests that he may have had further unquoﬁed authorities,
not now available to us. | _ |

5 In the passage Tamid V, 6 the magréphd is described as making
such a noise that "no one could hear the voice of his neighbour in |
Jerusalem because éf the sound of the magrsphi." It is remarkable to
‘say the least that that identical phrase should be ﬁsed of the mﬁsiqg'
in this WS (vd. col. 31.) Again the magréphd according to Tamid III,¢
could/



. 7e.
could be heard from Jerusalem aﬁ Jerichoj; ard although Bishop
Lightfoot dismisses this as an exaggération,Dr. H.G. Farmer (Organ
of the Ancients D. 35) reminds ﬁs that the Mﬁfistﬁs hydyaplué.could}
be heard for 60 miles - reputedly. This in turn is supported by the
account given here of the mﬁsiqa being so powerful in sound that it
caused horses to bolt and men to lose their wits, while -
inconséquently enough - the sound was so loud as to be harmful to,
pregnant women; and audible at a distance of a day's journey. (vd.
:COlS.‘65, 734)e |

6 Finally Tamid V, 6 describes what is at least an incidental use

O O

of the magréphi, namely to warn priests, Levites and others that the
Temple service had commenced. In the present Arabic the yurghal or
offshoot of the musiga is represented as béing used by the "Frénks"
for exactly the same purpose. '

These are interesting points but in the very nature of the case
they can hardly be expected to provide conclusiye evidence, So little
is known of the magréphé at first hand that failing further details
anent its appearance and method of operation little definite
‘(:>identification can be hoped for. |

Again the instrument here named;the yurg%al prompts some

interesting speculations; at first sight the form of the name has obvious
affinities with other Arabic names of musical instruments, notably with
the reed-pipe described by Lane (Modern Egyptians ch, 18) as the \[féj; ’
and even more with the.normaiAArabic word for organ, \73;f as found e.g.
in Kitab AleAgbéni IX, 20. Other forms found elsewhere, such as ‘)‘i i
and \)“‘)” ‘demonstrate the possibility of the last vowel being either
short or long. There is in fact a close phonetlc 81m11ar1ty in the three

words/
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words cri);,‘}&fﬂ and J}P&)?, and indeed all may well have come from
the same root. The chief difficulty from a philolégical point of view
is the long vowel in g,¢,!, but it seems that that vowel is not
unchangeably long; Dozy, in his Supplément ‘aux Dictionnaires Arabes, gives
both Jk,; and j)i,ii, the former being the root form as found in
Freytag: Chrestomathia Arabica 74,_7,‘and the latter the form of the
Egyptian dialect as in Lane and the Dé§g;ig§iqn de ;!ﬁgypﬁe. It is
rendered as "haut—bois," and no derivation is givqn.é&upﬁwh*ﬁv ro—Larerd )
<i> Assuming then the hypothesis bf a common root for the three terms,
the original would be a loan word cré)f‘ taken from the Greek éeyxvcv
an original which, besides»%tself pe?éisting, gave rise to two side
forms )i,; and ji;{',
phonetic change of "1" and "n" as in the parallel cases )2 o 45 and

%

The former is gained by the easy and familiar

'}gb oY ans quoted among many others by Lardberg (étudgg IT,1759 ff.)
This change of final "1" and "n" is the more likely in the case of a
loan word such as this (O'Leqry: Comp. Gram. p. 64). From the point of
view of meaning, the connection of {;L,’ énd. gi,l is easys; we have
~ Dr. H.G. Farmer's careful research to prove that-'"organ' stood for a
C)"pipe'" in- English as lateras Shakespeare and Iilton, and that a similar
meaning can be found for organum in the Latin of Quintili;n_and for
in the Burhan i Qépifand in Evliya Chelebi (Férmer: Organ of the
Ancients p. 2ff.)
| The second derivative form }&,3. with which we are more directly
concerned here is apparently the result of two phonetic changes, "1" for
"n" as above, and at the beginning of the word the substitution'of va
for g%if and hamza. Precedent for the latter can also be found, as e.g.

7 .
the colloquial Egyptian usage of Jﬂ's for o9 hand; and still better

in/
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in the twin forms u,,B: and UL)Jg, meaning furnace.

To sum up, supposing that the Greek op y*¥VeY hecame Arabic oi,7J
still embracing its double meaning of "organ" and "pipe'", we may
reasonably surmise that in order to differentiate between the two
meanings, different forms emergedg and that while o¢)7 was preserved as
a general term - subsequently in fact to outlast boﬁh its derivatives -
the form Ji)? was evolved to refer to the pipe, and the form §&,J to
refer to the organ. In ény case whatever the explanation of the form,

rghal in this text is manifestly a pneumatic flue pipe orgar.

It is interesting also that the name yurghal is given to the
European‘or Frankish form of the instrument. It has long been maintained
by musicalkhisto?ians,notably br. Farmer, that the use of the pneumatic
organ in Western Europe was borrowed from the Near Eastj it seems in the
light of this story that the term "borrowed" is to be interpreted in its
widest sensel During the Middle Ages there were inevitably contacts,
cultural as well as political ahd militéry between the growing West and
the declining Moslem empire, and it may well be that this obviously

Npopular,étory preservés the tradition of a European savant who lived
<:>among the Moslems and who took home with him,among other things,the idea
and the working prihciple of the flue pipe orgamn.

Again ii is to be noticed that although the parent organ or mﬁsiqa
seems to be considered purely as an ihstrument of music for entertainment
a fact which seems to indicate a late date and a lax social environment
for the story, the yurghal is commected immediately with European Church
services, taking the place of the "Byzantine gongs" formerly used to call
to worship. And, yet more striking, a further development, the "little
yurghal® of the text is referred to as being played "in their churches

at/



at the timeﬁbf prayer and servicés", a reference apparently to the very
early use of organ music as an integral part of the worship.

With these brief and necessarily rather umnsatisfactory references
to the tefms employed, we may more fittingly tﬁrn to the actual
description of the instrument as contained in the text, though with the
caution that here is no scientific description, no accurate detail on
the construction and operation of the organ. There is for instance no
comparison between this text and the careful and scholarly work of the

(Nmﬁristus treatises, or even between this and the deécriptiop of Ibn

\:Busta. It is notable too that our adthor is alone in referring the
énvention of the organ to an Arab source, Al-Farabi, all other Arab
writers from Al-Khwarizmi to Hajji Khalifa agreeing that it was a Greek,
Byzantine or Hebrew invention. -

The instrument here presented to us-then appeafs in the shape of
a square box standing on end; its height was roughly 165 centimetres
(i.e. "less than the height.of a man") while the circumference of the
section was as we are told 648 centimetres (12 dhira‘ ) each side being
162 centimetres. These dimensions present to us an instrument.almost

<:>cubical in shape. - Thét it was strong in construction appears from the
fact that a man cbuld walk about on the top of it, and that it was
completely enclosed)from the fact that he could only see inside through
one of tﬁe apertures. Sheets of copper were used to enclose the box ,
in which the flue ﬁipes - for we have no mention of reed-pipes - were
fixed, copper perhaps being specified to give resonance.

The construction of the instrument is very sketchily indicaﬁed in
the text; two materials only were apparently required, viz. wood and
copper. The wood was cut into hollow pipes (gadib pl. qudban lit. rod)
of/ ‘



of various sizes, some 4 and some 8 éided; These presumably were the
sounding pipes, different dimensions giving the various notes, and over
and round them the qu was formed, the pipes starding upright. Between
each pair of pipes he fixed a"peg“ (the word is watad, tent peg) on a
crossbeam (*arida), twelve pegs in all, so that there must also have
been 12 pipes. The same arrangement was carried out at the foot of the
pipes. Round about this erection amd at right angles to the upright
pipes were stretched silk strings, and over them the copper covering was
:<:}aid. Whether the copper was rolled rournd the strings individually or
-laid as a covering over the whole is not exp11c1t1y stated in the text,
) the Arablc runsé?hxﬁl Dﬁu.uyal and the verb may be taken either as Q::;
irom\r or &s ,;:i both of which mean to 'collect or gathe_r. But in view
" of the later passage which indicates that the instrument was entirely
enclosed, it seems likely that the copper formed a complete sheath.

The inclusion of strings as an integral part of the instrument is
extremely interesting. That they were not merely designed as partsof the
mechanism e.g. to open stops or ﬁpallets" appears from the fact that

_they were beaten in the orthodox string instrument fashion with plectra.
Ai the same time we are to0ld that during the operation of starting the
instfument, the player inserted his key wh;ch gripped a peg and twisted
ity this motion was somehow transferred to the strings, each of which
pulled at the string next to it until the reaction was felt on the

| leaves of the doors, which thereupon opened. From which it would seem

that the strings had some mechanical purpose also.
The description of the string part of the instrument, and indeed
of the organ as a whole suggests irresistably thét the author was

writing on something which he did not understand very well himself.

That/
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That in turn suggests a possible theory of the uncomfortable and
unnecessary inclusion of strings in a pipe instrument. The phrase
@fde°V modu)Yopdevig used in Greek literature; e.g. in Plato: Republic

39¢c we have 5(”Y¢V* noduyoeSy. But it is debatable whether in any case

- 5(%&V°V‘refers strictly to the organ in the sense of this MS; as we have

3

already seen, the word was used simply of an instrument, particularly
perhaps of a pipe. Then again Modvyep dos is often used in Greek to

signify "many-toned"; so e.g. in Simonides 56 where it is used of the

C}‘lute, or in Euripides Medea 196 where it gdes with gf» Sot_l . Thus o:f,WVW

ToNo)Yoy 80V can mean merely an instrument of many tones which would be

an admirable description of the organ (cf. Byzantine organ,"instrument

of 1000 voices") though the.phrase has nothing to do with organ or

strings in the literal sense. Yet in the hands of an Arab unfamiliar
with the nuances of Greek,who found his material,as he tells us in his
preface,largely at second hand, it could have serious results in
influencing his description.

Wind was supplied to the instrument by hand worked bellows of skin
fitted to the sides. At the orifice were "doors" which, though the
detail of their working is obscure, seem to have acted as primitive non-
return valves, As far as the bellows and their position go, the
description here squares well with that of Ibn Rusta in his Kitab
al-Aflaqg al-Nafisa, though the latter does not mention any val&e
arrangement to keep in the air (Quoted in Farmer: Orgén). From the
bellows the air, now under growing pressure was carried through copper
pipes to the interior of the casinnghich seems to have acted as a
pressuré chamber, 7

| At this point again the description of the action breaks down

into/



into a confused medley, we read of the air rising and falling‘as it

seeks an outlet until, when the pressure becomes tob great, it finds its

outlet in the centre of the instrument, between the four doors, |

"something iike a girdle in which are four small holeé." From what

follows we may gather that these four holes are the apertures to the

oﬁter air of four copper pipes ( 5ly4) ) through which the air passes
’under pressure, thereby making a sound which is enhanced by beating with
the plectra. And there with sublime assurance our author leaves his
<:ﬂescr1ptlon of the working of the musiga: he has no word to say of any
method of distributing the air to various pipes; 1ndeed from the mention
- in col. 31 of M"confused modes! it might even seem that there was no
method of playing any individual pipe, and that the instrument was
merely a noise-maker., But in that case it would hardly merit the term
"musical", and in any case the whole tenour of the passagevis against
such an idea, Compare e.g. col.52 (a passage which I have not included
in the printed text.)
"When an invalid hears such music he is cured of his sickness
---- for that reason there is kept in hospitals along with one
afflicted with madness or insanity someohe té play to him on an
instrument until his mind is clear and there is taken from him what
possesses him of that illness. Because music is beneficial to the
Body which is ill, and takes away the intellect of the sane."

The idea of music as a ‘curativeis of course by no means newj
parallels may be found e.g. in the story of David charming away Saul's
evil spirit, in the Kitéb”aleﬁiyESQ, and, most interesting of all in the
Kashf al-Mahjub of Al-Hujwiri where there is mention of an instrument

-— > .
named the "angalyun" (Greek &veyy&¢dov) used for the precise purpose

stated/



stated in this MS. But the very fact that this is here mentioned of
the musiga is proof that it could produce various modes at will. But
how? We have no mention of stoppers or pallets, no indication of how
the air was directed into a specific pipe,‘no word of key board or
sliders or any other such mechanism.

Finally‘we are told of £he method of étarting the instrument,
apparently a key was necessary, so a massive copper key was made "hollow
»in the head, and curved ﬁi,oaSLJ)’g,aJUS." This is interesting; the

(:)ollOW'head apparently refers to the grip or handle which was cut much
like a modern key, but the succeeding phrase is difficult. Ha%a‘s
Arabic dictionary gives ah Egyptian dialect meaning‘for )Jfg as "anklet!
and Lane: Modern Egyptians has a sketch of an Egyptian ankleﬁ, though
under a different name, in a shape which would entirely suit the

requirements of the passage. If my conjecture here is correct the

shape of the, key would be something like this D——=0 , an ideal
form for the function described, that of taking hold of a peg aﬁd
twisting, Thereafter the operation of the key is not so clear; passed

<:>within one of the windbws made aboVe and below the 4 doors, it gripped
the peg opposite to it and twisted. By some unspecified means this
motion reacted on the strings and through thém on the doors, which
thereupon opened, and access Was given to the air from the bellows. It
is interesting to notice fhat while the instrument was in use, the keyr
apparently remained, jutting out from the side, a fact curiously parallel
to the description of the mégréphg quoted above.

Such is the chapter on the misiga and its offshoot the yurghal, a

rather unsatisfactory and, we may surmise, incomplete description,

particularly unsatisfactory for an instrument with any pretensions to

science/



' séience>such as the primitive organ definitely had. We are told that
the musiga could produce 2ll the modes, but we are not told how; we hear
of hollow wooden tubes, some eight- and some four-sided, but we are

- given no hint of their purpose; we are told of copper tubes leading from
the bellows and copper tubes leading to four small holes, but we have no
indication whether or not they are the samej we are given a detai1>of
the fixing of pegs on a crossbeam between the wooden pipes, gripped by
the key and working on the strings,but nothing is said of how they

(ﬁyorked. Only the following facts seem to be plain.

1l. The instrument took the form of a cgggigé2 cm., on each side with

a handle protruding from one side.

It was fitted with bellows, one pair on each of the four sides.

o
L]

. It had copper flue pipes (but surely more than four.)

B0

It had a wooden framework, strongly constructed andApossibly

sheathed in copper.

Ion
*

It had strings which fulfilled the dual purpose of resonating and
acting in some mechanical way. '

_<:> 6. The main construction served as a pressure chamber.
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THE FLUTE. | o
- (Cols, 225-262)

The flute (shabbaba) is of two kinds, the old and the new; the
forﬁer is the Arab flute, named the'minjara, and consists of one piece
without a junction. It was so named by the[beople of the] pre-Islamic
age who used to chant the pagan odes to its accompaniment,,whiié
others used it in the recitation of elegies in metrical poetry. From
it emergéd the"maugﬁf; it is[formed of]two pieces, a body‘and a limb
(wasla) and was therefore named "joined"‘(gégggl). And scholars say
concerning its name ‘[Tt ig] that we[eall it]mausul because it is
jéined, and it is not that we[call iﬁfmaﬁsﬁl'because it is separated
and parted." (See Commentary. )

A strange secret is to be found in the flute, not to be found in
any other instrument,fa divine secret in which there is gain. From the
seven holes in the instrument the air issues in measured proportion
(qismaxmgggﬁgg) and splits up into ordered modes which are varied in
sound and from which comes all music. These[holeé]are set in
accordance with the principles of the seven planets, and the
proportion of the origin of the modes is derived from the planets. You
multiply the 7 by 4 and the result is 28 according to the number of
the Mansioné of the Moon which is 28. They are the circuit of tﬁe'
seven plahets and in them lies the path of the planets., Now when‘you
divide out the 7§x 4[§mong the planetéL each proportibn is composed of
a group of 4 parts (ashum); so the air, issuing from each of the holes
is made ﬁp'according to the fourfold principle which is in the human

body and according to which all the members are composed, viz. blood,

‘bile, spleen and phlegm; and these in turn are of the nature of the

four/
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four elements, fire, earth, air and watér.’ So the law of playing is
the law of these things (asm® 1it. names) enumerated, so that the
playing (darb) corresponds to the beat (darb) of the members of the

body which are stirred by music. And whichever vein encounters{the

rhythm of the corresponding mode, coming from the appropriate hole,

that vein experiences the whole of music. These[hodeé}are derived
from the 7[hole§)by the rule of the circulation of the modes, a
circulation which embraces the 12 modes already mentioned} ¥hen you
multiply the 7 by the[fourfold]vprinciple, the result is 28 as we said
at firstj; subtract from that.the fourfold principle andbyou are left
with 24 which are the 24 qigéglpeculiar to the flute, i.e. 24 parts
for the 12 modes, or 2 parts to each mode according to the rule of the
thagil and khafif modes. |
‘Sudh is the rule for the calculation in reckoning the twelve
modes distributed over the seven holes., As for the rule for the seven
holes: they used to play with[bnli]six holes (emended text: see Comm.B,
butithe jpitech (pggggg) was a strain on them and they became tired of
using it; for such a pitch belongs to women, ard not to men. So they
had<récourse,in the matter to extra holes for the true pitch., And they
found a solution to the matter;'for they deliberated about it and took
counsel concerning it. And one of them sai@ "I know a man who has
knowledge of thiSVSCience; ask him about this matter of which you are
speaking, Perhaps he may know what to advise|you to do." So they
went and asked him what they had agreed and he said "Yhat wili you
give to him who shows you an extra hole which contains the whole of
music, and which bewilders your soul so that you find rest in the
playing and the pitch is lowered for you?" So they gave him much

money/
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- money and he revealed tb them the hole at the top of the flute which
he called the §Q§géf ; and its position suited their pitch so that
they all found great pleasure in using it.  Thus there was shown to
them a part (i;él) from which came all the modes, and a pért whose

ipitch was low.,

The whole of the.m@ggg;'consists of 24 gigégj when it has.9[‘
a3l [holes] there attach particularly to each Jjoint (ka¢b) five of the [34
girat, which leaves 19; for the main part, 12 for the 12 modes, and
for the limb 7 ?eckoned according to theb7 planets, divided over ﬁhe
(:> 7 holes from which come all the modes. As for the hole at the bottom
of the shabbaba, (text here and in next col. line 7 has sabbaba -
fore-finger) it is based upon the fourfold principle, not on the 12 or
the 7. And when its position agrees with that of the principle, the

‘reckoning of the principie is in it and it suits some of the modes,

231, although not others. It is otherwise with the %bgjéf.which suits(all
the modes from highest to lowest. Tach of thefboleé)has a law in the

. proportion according to its derivation in respect of place, and
apcorﬁing to what is given to it of the flow of air. And note that

(:) ﬁhe law of tﬁe C is the same as the law of the 5 in numbering and
reckdning but not in proportion. |
Most foolish people say that the dagab from beginning to end of
the shabbaba (see note to previous col. ard c.f. comméntary.) is
. reckoned in gabdat, but that is only exclusive of the lower part

(dhail) which is the basis of the reckoniﬁg, and indeed the best
method‘of counting is that the lower part be reckoned in the mausul,
each 4 ggé;gfor one gabda having one isbat in the reckoning. Thus the

231, 5[hole flutd)has 5 agabit,|ami the o[hold is reckoned the same way.

The/
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The soundest of that which arises in the matter of proportion is :=-
five, less one isba® because in the numbering that represerts 5 gabdat,

less one isba® , the total thus being 1¢ agabi¢ with which go 5 as eb1<

making in all 24 asabif which correSpond to the 24 q;g§§; this is the
total of the @gggﬁ; from beginning to end, reckoned with the lower
part.

This represents ?é parts which embrace the 12 modes, divided so
that each mode has two parts. 'If you want to know of that, multiply
¢ by 6 and the result is 36;|subtract the fourfold principle and you
are left with 32 which is the limit of the Lesser Circulation. Or if
you wish, add to the 36 the four which you subtracted, and the result
is 40, so that the playing attaches to the Circulation of the 40,
These are circulations which comprehend all the modes, shared by ail
musical instruments. Or if you divide the 36 which Voﬁ "had, into 3

parts, each con51sts of 1¢ according to the 12 modes already mentioned,

. each mode having 3 parts according to]the playing of the 12 and the 6,

‘one part weak, one strong, ané one between the two. Such is the

reckoning according to the law of the playing of the 12 and the 63 and
it is taken from the[?amé]measurement which enters into the numbering
of the reckoning in the iaws of the 9, the 7, and the Sﬂﬁxole fluta.
All make up 24 girat, each having 5 asabif and 5 girat whether the
pitch be broad or narrow, whether the maggﬁl increéses or decreases
its number in g@b@é&.

The law in respect of the 12 is different from that in respect
of the 6, viz, that you multiply 12 by]the fourfold principle so that
the total is 48 equivalent to 24 gigé}, each with 2 parts; the law of
one part lies in the strong modes whose vlaying ié loud énd strong,

and that of the other part lies in the low modes whose playing is low
and/
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and-weak. Every time the breath is lower, it is.more musical énd
sweeter, because the mggéﬁl is the best of all the instruments and the
most lawful. Tt is also the Mass" of music, that is thét when all
the instruments are silent, the maQ§ﬁ} plays on, never failing|to give
pleasure; and on it is played the accompaniment for the singef.

It is more lawful than the zazmr and more musicel, because the
zamr is one of the works of the devil, but the gasab hag in it a
secret of the Merciful. Kalb Al-Ahbar was once asked ébout the zamr
and the gasab, and he said "The gasab is lawful, but the zamr is
forbidden, because it is of the handiwork of the people of Lot." Then
he said "Allah cursed the people of Ldt; they were eating spiders and
drinking wine and marrying males and listening to zamrs and
disbelieving in the Lord the Forgiving." Now if the gasab had not
been lawful,|the Companions woul& not have 1istened to it, for they

loved to listen to the gasab as against other instruments. An

indication that they did so lies in what dUsama b. Zaid relates, sayine

"I was with the Prophet on a journey and he heard a shepherd playing
the flute behind his flocks; he put his fingers in his ears and said
"Oh 2Usama, do you hear what T hear?" I said '"Yes, Apostle of All3h;
I hear the sound of a flute from a gagsab played by one of the shepherds
Then he was silent for a little, then said "Do you hear it[?tilﬂ?" I
said "Yes, Apostle of Allah." I said - "Yes" and he continued asking
me time after time unﬁil the sound ceased. He said "Do you hear it?"
]and T replied "Oh Apostle of All3h, the sound has ceased." Then he
took his fingers out of his ears and I said "Oh Apostle of Allah, is
listening to.it forbidden, that we may forbid it after you?" He said
"It is not forbidden, but it is one of the pleaéﬁres of the world, and

listening/
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listening to pleasure is forbidden to a2ll prophets." Now if listening
to it had been forbidden, he would have prohibited ’Uéémé-from
listening and would have forbidden it to the Companions. But in the
mattef of forbidding. it is disliked, as something to be avoided but
not to be forbidden. It would be forbidcden by a definite law, were it
not for the profitable secret and the Divine light which Al1l3h placéd
thereiﬁ by His power; but it was made excellent by that Divine secret.
Tt is related|in the Tradition that Al13h the Blessed and
Exalted, when He wished to converse with Moses, revealed His power and
His might to all the mountains of the whole earth,l}ayingj "I am about
to speak with one of My servants on one of you mountains." And all
the mountains were proud ard haughty except Mount Sinai, and it
humbled itself to Al113h the Exaltea, and was lowly, submissive, and

not proud. So Allgh spoke to it "I am about to speak with that

‘servant, that noble servant and mercitul prophet, on your[?ummiﬂ, Oh

mighty hill," ©Now before that|day, there had peen sown at the foot of
the mountain a small quantity of reed grass (gasab) which had formed
one stem in which there was no hollow ﬁhatever. But when 6ur Lord,
Great and High and Exalted is He, revealed Himself on that mount, then
the mountain was flattened, and Mosés fell down thunderstruck (Bell:
Qur’an VII, 139), while that region and all round it burned with fire;
and all betweén heaven and earth shone, and there was a brighﬁness
upon all the plants at the foot of the hill, so tba£ they became green
and brought forth fruit, and grew and became sweet. And when the reed
produéed its ripe fruit, Al18h gave to it this strange secret, namely
that His fire went in at one side and came out at the other, so that

it was pierced through by the fire of Allah the Exalted;{and thus it

gained the Divine secret.
For/
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For that reason people went to great lengths with the gasab,
making it of silver and gold, bronze and wood, and everything to take
the piace of reeds; anything excent the reed itself. So praise to Him
who caused water to flow over the hard earth, so that it is submerged
and produces herbage, making to grow a plant, wondrous, like the
colour of gold, into which'aiﬁfenters, coming out with a plaintive
muéical sigh; and Oh what a wonder it is! Is the secret in thé breath
or in the>reed? ‘Tor when one blows into it,\there-appears in it the
wonder of the might of Allah the Exalted, namely thaﬂ the air comes
out at one exit and goes in at|one entrance; it is one breath from one
single person, jet when it comes from the holes, there émerge from it
all the modes which embrace the whole sphere of music, some deriving
from others, |

And in the numbering of them there is a great total, gained by
measurement and numbering. For we say that thé modes are 7 coming
from the 7 holes, for each hole one modej from the 7 are derived 7 and
from that 7 other 7, doubling till you get 7 x 7 or 42. In this there
is no derivation for the 12 modes or the 6 Awazat;|for the fourfold
principle is‘forfeited here since from the proportion of the seven are

derived proportionate modes, divided and distinct. In the proportion

of the reckoning of these modes, the fingers are separated according

to the grades of the rhythms. So if a man falls into error in[blaying]
the flute, or if something seems to be lacking, the reason is that hé
has forgotten the grade of that finger of his two hands which he is
using; or he has separated hig basis from the basis of that mode in
which he is playing, and has overétepped it, going from one note to
another, If he is alone, with no singer, then he is corrupt%ng in the

arj that which others have set up, and is wandering from his playing.
So ) N
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So he remains perplexed, going on without any rule. But if he has a
singer with him, when he goes from the note, be it ever so little,
with no rule, then he has departed from the path(tarig) in which he
and the singer‘were{goinéb so that he is in one path and the singer in
another. The best thing for him is that he should know each of his
fingers, where to put it down and where to raise it up: so he does not
leave the path in which he is going. Then men will say of him "He
has graSped‘the playing" ana not "He has lost the playing."

If he blows on one hole harder than he requires, the pitch of
that hole becomes too strong (? high) for the pitch on which he is,
and the pléying will be confused, and he will be perplexed, will
overstep his pitch without kﬁowiné it, and will depart from the [proper]

~playing., Or if he blows less (readingv d;;&,]\ for ASudas! ) than

he requires, its pitch will be too weak (low) for the pitch on which
he is, and he will spoil the playing, and those notes will be confused

with him§ he will be left, going on without rule and away from the

[bropefﬂplaying without being aware of it.

This art is ruled by a law, governed by a measure (reading ,,iGJL
for WJSL to make up the parallel with o ljadl e For the form &34 ,de see
Wright I 47@, SOﬂD P s> is a quadriliteral form from L)‘,.J[:see Dozy.
Additions s. v.) namely the measure of technique; for it is built up on
a basis and arranged according to a principle, and constructed on a
clear foundation; if it is spoiled, then the defect which enters into i
arises from a weakness in technical skill in}the[player'é]hands, and no
from the art itself. For it is a perfect art to which glorious
-inkéllects incline, and it is only uhderstood'by him who possesses a
pure (reading t;&xo for the impossible rﬁJ;__-of MS.) understanding,
and is only gained by him who has great good fortune. Well did He who

set it in order and ordained/
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ordained it, and happy he who worked at it and perfected it, to

embrace 211 the modes which compreherd the sphere of music, all in
one breath as we said.

Now breath without utterance partakes of the nature of speech
but is weaker than the voice. It is of two kinds, warm and cold
breath; the nature of the warm is akin to fire without moisture or
pleasure, andllacking musical quality. But the cold is 1like a zephyr
(gggig) when it blows, givihg pleasure and moist air, The science of
the breath is that these qualities appear in action if not in speech;
whenever the mouth opens, the warm breath goes up from the bottom of
the heart, and it is warm, dry and weak with no music in it. For it
goes up from the birthplace of thought and the home of sadness; so
that breath coﬁes only from regret and care; it is short-lived because
it is a single breath and is then cut off, When there is a sustained
breath of it, it leaves the heart weak and the head emnty,|and every
time there cémes from it bile in the brain and it causes weakness of
the body. Such is the law.

As for the law of the orincipal breath, whenever the mouth is
shut, that cool breath comes out from the lips; it comes like a zephyr,
and as cool and moist, the origin of joy and happiness. From it comes
music which is a wind (yi@) or more correctly a spirit (y@?} because
the breatﬂis the spirit; whenever the breath stops, a man dies, but
while the breath lasts the snirit remains for the same length of time.
It ié one breath,ibut when it‘énters the gasab and comes out from the
holes, it splits up according to the numéricalivalue of the 7 holes;
from each hole come 7 modes. This is the extreme limit of the number;
but the most likely figure is that each of the 7 modes produces

another/
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another like itself, giving 2 total of’14. Add to that the fourfold

principle and the result is 18 modes embracing the éircle'of the 12
and the 6, Subtract the 6 and you are left Qith 123 multiply them by
the fourfold pfinciple and the result is 48 divided into 24 qiféﬁ each
having 2 pénts of the music, one part whose playing is high, and
another whose playing is low. »

Each of them has a distinct plaving, according to rhythms which
are marked off, shared between the breath and the fingers, the breé%h
setting the[musié]in motion, and the fingers dividing it out. And ome
can'speak with the fingers just as the tongue speaks with words.- But
the breath is not like utterance by words because the speaker does not
become weary of words nor does he tire in any space of time. Whereas
if breath were used in the place of Words, it would be cut off and
would cease, and the body wouldvbe tired by it{and wearied and sickly;
the spirit’would shrink, and the breath be cut off. But the breath
has been made half of words because it is inferior to them in speech
and weeker than articulation. But often if a person shouts in a strong
carrying voiée, his breaﬁh is taken away and he loses it; whereas if
the breéth is bloWn strongly, producing a loud noise iﬁ the blowing,
louder than the voice, as when one blows a bugle (g@fig); then it
produces 2 great loud sound which can be heard from afar, as against
the voice. TFor the wind carries the voice awzy to the limit of its
range, and it diés away before reaching\the distance at which the
sound of the bugle dies away; and it is not egual to it, but is shorter
than it in range., Thus it is reckoned as higher than it in degree
(daraja). Tn this theré are many rules anent rhythms and provortion

whose explanation would take too long, But All3h has plaéed in it

something/
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something of the stfange secret, némely that the g@ggp speaks between
your hands just as one speasks with the*tongﬁé; and in it there is
something of Divinersecrets; And the strange law of it is told in a
story.

Alexander Qhﬁmjl;gayngiq had conquered both the ends of the earti
from Fast to West; and so he was named Dhli ’1-Qarnain, meaning "King
|of the Two Horns of the World" from end to end. Tt is said a1so that
he was named Dhu 21-Qarnain because he had two forelocks of hair which
the Arabs called "Horns'" and therefore Possessor of the Two Horns. It
is said, too, that he had two small horns on the middle of his head,
like a small cock's spur; they were not obvious, but hidden and
concealed in his scalp. And he used to say to whoever washed him aﬁd
combed his head "What did you see on my head ?" They would say "I
saw such @nd such", and then the king knew that he could not keep it
a secret, éo he would cut off his head. ©So he remained some days and
months with{no one daring to[apnroach] him, but flying from him in
terror of death. But one man siid "I will risk my life, and go in to
the king. If I remain safe, tﬁen he will favour me and be pleased'
With me., But if I perish, then he will give me rest from the world."
So ﬁe requested one of the king's persbnai servants to introduce him;
this was done, and when the man stood before the king, the latter
imposed a condition on him, and he accenpted it. Then the king handed
himself over to him, and he washed him and cleansed him and combed his

head, and saw there what he saw. And when he had finished with the

- king and had clothed him in his garments, the king said to him |"What

did you see on my head?" He answered "I saw nothing." The king

repeated his question and he answered "I saw nothing." Then he said

a/



a third time "What did you see?" and again he answered "I saw
hothing.ﬁ So the king left himj; then he began to come regularly to
him, and the king wbuld question him, and the man would answer "I saw
nothing,"

Then when the king grew tired [of asking)and the man still gave
no answer, he paid him great honour and macde him remzin in his
presence for a long time. The man told no one of what was iﬁ his
heart, fearing that the news would spread among the people so that the
king would hear about it, and so his spirit would go like the spirits
of others|before him. And his health failed, and bile‘overwﬁelmed'him,
his body grew thin and his belly swelled, so that he[almosﬂ perished
through keeping his secret. So he said to himself "IF yoﬁ revéal to
any person what is within you, if they are your friends they will
convey the story to others, and if they are your family they will
reveal it to their neighbours; so the story will spread from one to
another, which is not desirable. But go out into ?he open country and
tell the content of your secret to the birds and the beasts, for they
have no dealings with mankind,,nor have they tongues to repeat what
you say." ©So he went out into the open country; there were no birds

and no beasts,{nothing out of all the creation of Allah the Exaltéd;

‘but he found there a well which had been forgotten and neglected., He

s

said to himself "This is a place which no one but Allah will look
upon; there is no one here except yourself, so reyeal the content of
your Se¢ret, and you shall not die for your deceit." So he bowed his
head over that(well, and shouted at the top of his voice, saying "Oh
well, Alexander has two horns, Aiexander has two horns." He repeated
that several times until his heart was cheered (Reading 0_337 for‘fijjj

his belly lightened and his care ab=ted. Then he returned in haste to

- e ’
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his home,

But Allﬁh the Exalted, in His power and His wisdom permitted
some parties to encamp)round that well; they drew water from it to
wafer their animals, and the water flowed over the earth. And from
that Allzh éhe Txalted caused a thicket of reeds to grow; so there
grew up the finest of reeds, the longest, and the most musical. Now
one of the musicians whomiﬁyéwking had summoned to his presence heard
of it, and he travelled until he came to that place where the reeds
were; he cut some of them and.made a flute whose sound reverberated
and whose note was sweeter thanAallether flutes at thatlﬁime, and
more melodious. One day he played it in the king's presence; and
when the music was at its height ané the sound was strongest, Allzh
the Exalted brought forth|from it the secret which He hadbplaced in
by His wisdom, so that it said as that man had shouted int® the well
"Alexander has two horns."

All vho were in the presence of the king heard it speaking
clearly in Arabic, as if the man were speaking himself, All were
amazed at it, and said one td another "Do you hear what that reed is
saying?"' One of them said "I hear it saying such and such", and
another said "I hear the same", and a third said the same as his
companions. They continued repeatinglthe saying among themselves
untiliit came -to the ears of the king, He.listened attentively to it,‘
and heard it saying what his companions had heard. Then he knew that

it was a secret from All3h the Exalted which He had placed in that

reed, and he wondered at that, realising that no existing thing can

i

hide a secret from the creatures of Allah the Exalted, and that what

Al113h/
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" A11%h has ordained will take pléce until the Day of Judgment. So he

oAb

bestowed very great favour on that man until he had enriched him and

brought him nearer to himself. The king was exceedingly attached to
him and said to him "Stay, and do not leave me." So he used to sit
in the king's assembly, playing the gasab, astonishing those who were

there and amazing|those who saw him,

B. Commentary

With the wood-wind instruments we enter another sphere of douﬁt
and controvérsy; history, nomenclature and operation of the various
instruménts are so confused as to be almost beyond all hope of clear
understanding; nor does the conflicting nature of the Arabic evidence
make the matter any easier. Certain it is that the history of such
instruments as the flute goes back beyond all records; Evliya Qbelebi
indeed says of the gawwal or rustic flute that it was the first |
instrument of music, though it is to be feared that hé post-dates it
considerably'in attfibuting it to Pythagoras., Of the wood-wind family

it is probable that the oldest representative is the flute, whose

" ancestors go back to the days of pre-history. Primitive man bored out

reindeer joints, inserted frontal holes, and he had his flute (c,f,
Geiringer op., cit. 54 and plate); bone flutes are actually extant from
Europe, dating from roughly 2500.B.C. and from that time onwards their
history is to be traced in zl1l guarters,

Bven earlier than that, evidence ofbthe use of the flute is to

- be found from pictographic and literary sources in the older

civilisations. TFor example & slate found at Hieraconpolis bears the

‘likeness/ \
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likeness of a hunter playing on a flute to entice.game towards him.
This slate 1is estimated to belong to the fourth millenium B.C., (Sachs
History p.g0) and theﬁflute,in_Egyptian ma*t or ma-t, is héeld and -
played in exactly the same way as the Persian nay or the shabbaba of
this MS, .

- An interesting literary reference to a 'ecrystal flute" is to be
found in the closing lines of the old‘BabyiOnian poem entitled "The
Descent of Ishtar," (vd. Jeremias: HSlle und Paradies béi-den
Babyloniern, in Der Alte Orient (l900)‘p.86.) a passage which cohtainé
a reference also to the use of another instrument along with the
flute; unfortunately a mutilation of the text robs us of the
interesting knowledge of what instrument was thus used. In Palestine
too we have early evidence of the use of the fluteyinISam. 10, 5
Saul meets a company of dervishes)playing)among other fhings,@@gg
wg7h§lil; in Exod. 15, 20 the Elohist writer describes liriam,
atterded by her women,playing tuppim u-meholoth which Stainer (iMusic
of the Bible) conjectures to have beén the familiar Tabor and Pipe;
this meaning of NiSinn would better suit the context here and in
Jud. 11, 34 where the same phraée occurs, than does the traditional
rendering of "dances." But even without this use of $Ii n , the
use of the $'$n is well substantiated.

Among the Arabs also the wood-wind is of as great, if.not

greater, antiquity than any other instrument. The mizmar is mentioned
by Al-Muzarrid in the sixth century (Mgfa@@@i@xép, 17) and the word is

of frequent occurrence in the‘Kitéhwal—Aghépi.(vd. Farmer. Studies I,

66, 72)., Tt is mentioned too in b. Salama (Sth. century) together

with various other instruments of the same family such as the Zammara,

nay/
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nay and yara®. Some of these are mentioned also in b.Salama's

quotations from earlier writers, the qussab for example being referred

A

to by Al-A€sha, a contemporary of Muhammad, while Al-Ahwas (8th. cent..
mentions'the’zagép;g, another species of flute, Mubammad‘s own outlool
on the music of the flute is doubtfulj épeaking of the Qur’an - feading
of Abﬁlmﬁséfal—Agp?ari he likened it to a mizmar of the mazimir of
David, (vd. Al-Ghazali: op. cit. 209) although in the strongly
authenticated tradition given in the text, he stopped his ears at the
sound of the gasab. At any rate, both names seem to have been well
known to him.

In Europe this family of instruments is copiously represented;

to argue whence they came there, by what channels and through what

races, is a waste of time, as in all probability they are indigenous
in all primitive civiligations., Names and species may have been
borrowed or transmitted from one people to its neighbours, as, for
instance, the Arabic ghabbaba became the axabebe of Spain, (Farmer:’
Hist., Facts p.137) and as the Arab pablmwa;gpébin became the tabor and
pipe of the Cantigaé de Santa Maria, subsequently tb be passed to
Scotland, So also the mizmar and duff, ihe military band of the
Jewish tribes of Al-Hejaz, (Aghani TII 172) became the fife and drum of
the Swiss lanéquenets in the late Middle Ages, and passed fhencé, by
way of Buropean mercenaries into the British Army, until to-day,

carried by William of @grange to Ulster, the combination forms the

distinctive mark of many an Orangemen's procession. But the fact of

names and species having been borrnwed by one country does not

invalidate the claim of the instruments to be native to that country;

there were flutes in Spain before they were named axabeba, and there

were/



were wood-wind instruments in Europe before the coming of the tabor-
pipe. |

Few of the many Arabic names for the wood-wird family are used
in this MS, and the five which do occur seem to be used
ihdisbriminately, with no differentiation between reed-blovm pipes
aﬁd flutes proper. Shabbaba, minjara, W%H§ﬁla qasab and zamr all
occur in this section, the second and the last only once, and they are
taken almost as interchangeable termsj; the mausul is the sole exceptio:
and it is differentiated solely by its twin shape and not_by its
method of operation. In fact this is inaccurate, as there were marked
differences between the instruments thus designated, although tﬁe. |
matter is conSiderably complicated by the uncertainty of the Arabic
terminology.}‘?or an illuminating discussion of the confﬁsion in the
Arabic wood-wind vocabuléry see Farmer: Studies I,65ff.

In the éhaptef heading, the instrument is introduced under the
name of @Qgpﬁépé, which may serve to indicate that the type under
discussion is in reality the flute. For ghabbaba is in all its usages
a small flute or fife or flageolet, its diminutive size being indicéatec
by its name, since shabbaba is derived‘from §ﬁ§bp - young. Villoteau .
(Désc. de 1'Egypte I, 951), followed by Fétis (Histoire de la Muéique I3
153) equates shabbaba with suffara as the small form of the Persian
nay (i.e. nay abyad or flute, as opposed to nay aswad or oboe). With
this identification Farmer agreed in his Studies I p.83, but in a
“later work (Turkish Instruments of liusic in the Seventeenth Century
P«23) he iﬁclines to separate the two words entirely by identifying

§§§§:§g with the Persisn sutak, a brass bowl with a whistle attached

Tor imitating bird-notes., According to Sachs also, the §bgp§ép§ is
the/
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the small version of the nay, parallels (or rather derivatives ?)
being quoted (History p.247) in the sobaba of iadagascar and the
Spanish axabeba of the Middle Ages, modern ajabeba. |

The term minjara is of infrequent occurrence; it‘is‘quoted by
our author as being the pre-Islamic name for the shabbaba, but this is
highly doubtful. In any case the form of the word usually found lacks
the ta marbuta which occurs here, and the word in ome form or another
seems to be a modern Syrian usage. It is not mentioned, as far as I |
éan.discgver, in any of the classical writers on music, and is not
given in Lane., Two forms of the word are foundg Lis3n al-Arab and
T§j alffArﬁs give L, b~» as "a toy With_which boys play," and the
same form is given in Steingass as "a kind of flute or pipe." Bozy’
in the Supplément~gives ¥ jo>+a on the authority of Al—Bisténi, and
the same form is given in a note by P.L. Ronzewalle to a modern
Arabic treatise on music,published in the tfansactions of Beyrout
University (Mélanges de la Faculté Orientale VI, Egzlas being the
Syrian name for the "pipeau."

Another flute, as opposed to reed-blown pipe, mentioned in this
section is the qasab ( _f/—;L; Js an unusual form for the name of the
instrument. The simple fbrm gasab in Classical 4rabic méahs simply
"reeds", while the derivatives, gasaba and qgggépgl(plurals gasabat
and gisab) are retained to designate the musiéal cane., But it is too
much to say,,with Sachs (History p.247) thaf only these two forms can
refer to the instrument; modern dictionaries e.g. give gasab itself as
a musical cane or flute, and also gasiba, while Al-A¢sha (Diwan in
G.M.S. p.121) uses qussab without the feminine ending. Indeed gasab
itself is used of the flute in the Bawariq al-Tima'(Robson: Tracts nl&4

curiously/
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curiouély enough in conjunction with FérisEAor Persian, in a tradition
which distinguishes the gasab as allowablé,from the mizm@r as
forbidden. (c.f. col. 237 and infra.) In any case, the form here is
definitely gasab; the grammatical context e.g. in col. 237 rules out
of court the othervpossible vocalisation, gisab, which would be the
plural of qussaba. It is this name which has clung to the flute
throughout the Moslem lands of the Western Mediterranean; (c.f
Salvador - Daniel‘pp. 102, 114, Farmer: Historical Facts p. 137) in
general the root ggggp refers to 2 small and primitive flute, such as

. = s~ 4 03 . .
is-described by Fetis (Wist. p.156) under the name of gosba, a three-

hole flute for the accompaniment of singing, or by Lavignac (Enc. V
2922) as a gasba or five-hole flute. The juwag, variously spelled by
Salvador - Daniel, Lavignac, and Fétis is a seven-hole flute of the
same species,

"ith the two other terms mauéﬁl and zamr we pass to another
branch of the wood-wind family, the réed—pipes. The fir§t of these,
the maggél is referred to throughout this MS. as though it were a type
of flute; it is even stated (col. 2285) that the mau§§; is derived from
the miﬁjép§1§g§pb§b§. This can hardly be accurate, as instruments of
the.type of the m@g§ﬁ;‘all seem to have been reed-pipes. The word
means "joined", and the description q1ven.of the 1nstrument infers a
twin pipe with one member considerably lopger than the other, acting
as a drone. In other words the mausul of our author is the arghul of
Fétis and Lane; the WordAmausul is found elsewhere in contexts which
presume the same identity, e.g. Farmer (Studies I, 72) quotes its |
usage in a 1S entitled Al-shajara dhat akmam al-hawiya usul al-angham

where the mausul is mentioned in conjunction with the nay and the zamr

as/
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as comprising the wood-wind section; it is also mentioned by Salvador-
) Daﬁiel. (op. cit. p.117) Another instrument of the same family was
the zummara, which however had the two pipes of the same lenzth, (c.f.
Lane: Mod. Eg. ¢h. 18) and seems to have corresponded more to the
double aulos of the Greeks, an instrument which, as Geiringer points
out (op. cit. p.62) it is quite incorrect to call a double flute,
since it had more in common with the shrill tone of the shawm than
with the gentle melody of the flute. Indeed from the very nature of
the instrument with its double shape, it can hardly have been anything
but a reed-pipé, since a double flute would be almost im@ossible to
blow, |

Finally we have one passing reference to the zamr of which (col.
237) it is related that the famous Jewish savant Ké‘b Al-Abbgr (7th.,
cent. See Tabari i, 2738, 7ff) specified it as forbidden as against
the qasab, because it was of the handiwork of the people of Lot. We
have already seen that the same conclusion is quoted by lajd al-Din in
the Bawariq al-TIlmaf, though not on the same grounds. But it would
seem that our author has here preserved a very early fragment of
~tradition, ip that reed-pipes (zamr, @i;@%r, ;@m@%p@)’h&d evil
associations in Moslemjthought; a common phrase is «yLkQ&iJ' 2 1o
the Devii's pipes (b. Abi ?1-Dunya: Dhamm al-Malahi fol. 57a, 5%a;
Al-Ghazali: JRAS 1901 p.226; and col. 237 here.) and the word zammara
has immoral connotations, being rendered in the dictionaries as
fornicatress, or singing-woman (vd. Lane S.V.) The zamr is here used
apparently of the whole reed-pipe family, in opposition to gasab, used
of the whole flute family,

From a textual point of view this section presents some very

nice/
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nice problems of judgment; much of the vocabulary is obécure and much
of the theory is unfamiliar, with the result that the difficﬁlties are
formidable.A Taking these in the order in which they occur, we have |
first a very dubious phrase at the foot of col. 225; the Arabic runs

Jyoie i dly  ealasSl bl S, Ssese Yol L
This as it stands can have no meaning at all; the lst. plural suffix
to \9' with singulér adjectives cries aloud of an elipse¢ of some

,

) . . . w2 . by .
nature. I have conjectured an elipse of et e—s  after L L in

both clauses, which, if not very satisfactory; aﬁ least supplies the
deficiencies of grammar and sense.

Then in the small story in cols. 229-230 concerning the discover;
of the extra hole; col., 229 line 3 the text as it stands reads bty
S= UL gy, vals ame S =y rS:>- -"as for the
law of the seven holes, they used to use nine in playing”— and then we

are told of the discovery of another hole. Yow while, from the
context, it is'just poésible that the numbers are correcﬁ as they
stand, and that this new hole was so efficient that its use dispensed
with three others, such zn hypothesis is rather less than likely.
Accordingly T have emerded the text to read EE_;J‘ six, for a=—V

The nature and position of the hole called Shajaf will be discussed

. later.

Two smaller points arise in the same passage, both linguistic;
in line 8 there occurs the ~interesting form !y, ,>-=-! ., This strong

inflection of % VIIT is mentioned in ¥risht I 878 =s indicating

reciprocity; the normal reciprocal form is of course the sixth ,,0o7

With thie may conveniently be taken another unusual verbal form in
this section, occurring in col. 242 line 53 the word as written is

w3, 5 321 which
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3,381 which would seem to be a scribal error for ~=u3,, 2l the
unusual XII form of 3 > & - drown, with passive meaning. (c.f.
Wright I 46 B) To return to cols. 222-30 one thing yet to be noted

is the highly unusual sense of  ,—=#3 ; in col. 230 line 3 we have

et . a3 . ” R
,\J) (JJ o___,_,u 0 e and in line © l:,_s_, ‘__VJ s D .YI have

been unable to find any warrant for this obviously technical usage,
with which may fitly be grouped the use of PGNPV R Y in col,
245 ff, where the production of harmonics is discussed. Obviously the

phrase means to use the hole of a flute to produce a note, but none of

<:> the dictionaries even hint at such a use for J.MF;AJ . In translation

O

of course the literal sense cannot always be retained, and

paraphrasing has been necessary.

J

i

Of the next portion of the text, particularly of cols. 232-233
I have been able to meake but little; the translation is perhans
“literally accurate, but a more minute knowledge of musical
technicaiities would be needed fof a complete understarding. Invcol,
" 231 line 1 it is obvious that there is an omission in the text;
syntactically it is impossible that the singular b [,fs should go
with ﬂhe numeral o= ,! j sense and grammar alike demand the
restoration of the text to read-kzi,:js \Ui,i;, oo NI e . On the
same column line 3 aJ,Jé;yik, should probably be of ir“’ﬁi’ﬁ or
[¢i &S ,o94l5 , although it is curious that in col. 225, the word
used of the "limb" is S92 9 , 4&4nd not as here; N 500 50
Cols., 232-3 are difficult of grammzr and of explanation; the
matter under discussion seéms to be some system of measurement (gisma)
or reckoning (hisEb} of the gasab, worked out in terms of finger-
breadths (igba® plur. agBbit) and hand-breadths (aabda plur. gabdat),

That/
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That measurements are intended by these terms seems fairly clear from
the parenthetrical remark in 232 line 10 that four asabi® form a qabda,
And again teking the isba® as equivalent to 2 ém., our author's final
estimete of 24 asabi® as the length of his gasab would give 48 cm.
which is the exact size of the vertical flute in the Snouck Hurgronje
collection at Leyden described by Dr. Farmer. (Studies I, 84) This
seems to have been the géneral length for the n3y or gasab; Lane (liod.

Eg. ch. 18) describes a nay of 18" (= 45,5 cm. ), Villoteau (Désc. I os:

and Pétis (Hist., II, 155) have a '"nay giref" of 46 cm., and finally,

(:> in a different direction, the smaller component of the Marghoul" of

O

the Crosby - Brown Collection (Catalogue IV, 58) is 183" (= 47.4/6m.)

But even if this be correct, we are stili left to explain the
curious manipulation of numbers by which our author reaches his 24
asép;f. It is tempting to try to read into suéh a confused paragraph
-some system of measuring off the positiorn of the holes and some
estimate of their diameter, more particularly in view of the éﬁ;; of
"qisma"in 233 1, 2, (c.f., Introd.) But it is difficult to see how to
work in such a meaning. |

I would suggest tentatively that the reference of this whble
passage from col. 231 onwards is to the maug@l; in this case;

1 The.reading of the text, sabbaba, is to be retained in
©81.1in8 7 and 232 line 7, both occurrences to be understood not
in the usual sense of the forefinger, but as '"the row of holes"
on the front of the instrument.
| 2 The reference of dhail is to the long secondary member of
the double reed-pipe which serves as a drone, and the reférence of
gasab is to.the short or active member'which produces the mélody.

This latter with its five holes is the subject of the measurement

nrovosed/
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proposed above.

| 3 The sense would then be: It is said that only the short
member‘of the mau§ﬁ; is to be reckoned withj; but that ignores the
dhail which is a fundamental part of the instrument. Therefore
the dhail is to be reckoned along with the other member, in the
proportion of 331l. (This seems the probable meaning of the
phrase '"each 4‘a§5b1{ having one isba® in the reckoning"; and fhe
general ratio of the pipes of the arghﬁ;,is 3:1. c.f. Villoteau
Pétis and Lane ad. loc.)

In connection, finally, with the matter of the lezality or
otherwise of flutes and reed-pipes, we have already noticed the saying
attributed to Ka€b Al-Ahbar; in col, 238 there occurs a very well-
known tradition of the Prophet. It is quoted by Al-Chazali (JRAS,
1901 p.248) on the authority of Nafi¢ and Abdullah b. ‘Umar; it is
quoted also by Majd al-Din and b. Abi ?1-Dunya, and the original story
is to be found in several places e.g. in b. Khallikan: De Slane III;
521; Abu Dawud: Adab 52. But our author is alone in referring the
tradition to the authority of Usama b. Zaid, and, significéntly enough,
&n telling it of a flute; for the two words used here are gasab and
shabbeba, while in all other versions it is some derivative of zamr
which is specified, generally the'mizmér. On both these points our
author could well be correct, though the_wéight of authority is against
him. b. Al-Qaisarani (Bijél s.v. Usama) says of Usama that he quoted
on the authority of Nafi¢, and in any case though Usima was too young
at the time of the Prophet's death to be officially recognised as =z

Companion, his father Zaid b. Haritha was Muhammad's closest friend,

and Usama would be often in the Prophet's company. (c.f. Muir: Life,

po,.. 32ff,
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pp.-32ff, Caliphate p.8) The Qaﬁaﬁ,toé,is more likely than the
mizmar to have had kuhammad's aporoval, or at least his tolerance;as
seems to be indicatgdﬁby this story: Al—@gazéli} Al-Nabulusi and ¥ajd
al-Din agree with our author in srguing that, as Muhammad did not
actually prohibit his companion from listening, his own relUctance to
hear was merely a disinclination to have his thoughts interrﬁpted.
(vd. Robson. Tracts p.30 n.l1l) Oﬁr author puts‘the words into the
Prophet's mouth, that "lahw" is forbidden only to prophets. If this
could be sh&wﬁ to be the true torm of the tradition, it would have a
very important bearing on the vexed question of lubammad's opinion on
musié, as it would give a positive basie for tolerance, as opnosed to
Al—@hazﬁlﬁ‘s negative argument from silence, a line of reasoning
which at the best is unsatisfactory.

No theory of the original invention of the wood-wind instruments
is édvanced in this section, an evidence of wisdom in the case of
“instruments of such antiquity. Other theories of invention have beén
canvassed by sundry writers, not so much of flutes as of reed-pipes;
our own author quotes Ka¢b Al-Ahbar, as we have seen, as saying that
the zemr was the invention of the "ahl L{t" or inhabitants of Sodom
and Gomorrahg this, in view of the associations of the zamr famiiy is
ndt surprising, since the ahl Lut to the Arab mind stood for évery»
thing that was morally base and undesirable., According io Mas'ﬁd& VII]
¢0, and b, Sslama p.l9flthe people of Lot.invented the @apbﬁr for
their specific immoral purposes, apd it is noteworthy thét;'according

— -

to the former, the Persians invented the diyanai (= dunay or mausul?)
to accompany the tanbur (Barbier de Veynard's text VIIT, ©1); obviously
the prejudice against such instruments was Geep-seated. In both

Mastudi/
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Mastidl and b, Salama the invertion of the flute is referred to the
Kurds and shepherd-folk, more, we may §uspeét, as a matter of pastoral
tradition than as a matter of science and history. A similar ideal
rustic origin is given for the pan-pipes 25 we shall see in chapter 8
of the present 1S, in all probsbility principally because such are and
always have been the characteristic instruments of the primitive
‘pastoral peoples, |

As to the descriptibn of the tlute discussed in this section, we
have a.) the matter contained in the text, and b.) a representation,at
the end of the section,of a flute player with his instrument in his
hand. Trom these two Sources we can gather.faifly accurately what
mannrer of instrument our author had in mind. It was appsrently |
(disregarding the mausul for the moment) a simple hollow tube made out
of 2 reed or a fine bamboo slip. "We have as the authority for this‘
the curious story in col. 240ff of the hollowing of the reed at Mouﬁt
Sinai by the fire of Alldh, which thus made it particularly sﬁitable
for use as a musical instrument. A hollow reed is of course the
traditional material for the rustic flute; the original Arabic name,
gasab,is sufficient proof of that as is the Latin name, fistula,which
originally means pipe or hollow reed. (vd. Lewis & Short: Lexicén SeVa
v.fistula) And this is borne out by all the classic descriptions of the
flutes of the Near East; but as our author remarks, people have made
it also of all kinds of material, a fact strikingly substantiated by
the observation of Lane (lMod. Eg. ch. 18) that an old gun barrel makes
an excellent ngy: And the flute which Farmer describes (Studies I,82)
in the Snouck:Hurgronje collection ié made of brass, whence its name,

A

saffara,

This hollow tube of reed or brass is open at both ends; there is
no
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no sﬁggestion‘in text or illustration that we are dealing here with =
flute & bec, to which instrument Villoteau says that shabbaba very
often refers (op. cit. i, ©51), Rather it would seem to be the
primitive gawwal or rustic flute of Evliya Qpelebi, which is déscribed
and illustrated by Fétis (HistIT,155)ane (op. cit. ch.12) and Farmer
(Studies I 83 and plate).

This simple pipe is equipped with seven holes. We are told that
there used fommerly to be only six (col. 230ff), but owing to technical
difficulties of playing, another hole was added. This is interesting,

(:>- as it seems more than probable:that the hole here called the Shajat *
(bravery, courage) is in fact what is termed the '"speaker-hole" on
BEuropean flutes, placed on the back of the instrument to facilitéte the
production of harmoniés by the‘process known as "overblowing", (vd.
Geiringer: op. cit. 47, 60) a process analégous to the light "harmonic!"
fingering on =z violin'strihg. We are told (col. 222) that thé reason
for the introduction of this hole was that the pitch (tabaga) was too
great a strain on the pléyer because it waé "the pitch'of.women, and
not of men.," What better meaning for this could there be than that

(:) ‘yithout the speaker-hole it was too difficult to attain the higher

| harmonics; corresponding to the top register of the feminine voice?
Unfortunately we are givén‘no information as to the exact location of
the Shaja¢, save that it was "at the top of the flute", but this is
one place where the speaker-hole is to be found, generally mid-way
between the first and second holes from the mouthpiece. (c.f. Féfis:
op. cit., IT, 153ff; Sachs: Hist, p.247.) These seven holes are arrange
in accordance with cosmological laws, says our author (col.226),
particularly in correspondence with the laws go&erning the seven

planets/ t Called by Ak-Khwasizmi the "shavis” (Makitih, 237),
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planets, and each hole produces its individual note to form the basis
of one or more modes. Sevenlseémé to have been a fovourite number of
héles for a flute; instruments are found with all numbers from three
to ten, but those with seven, 6 {bb, are in the majority; such 1s the
gosba of Féfcis (op. cit. 1T, 155) and the juwdg of Lavignac (V,2922)
as well as the shabbaba of Villoteau (op. cit. i; ©51) and the nay of
Lane. (op. cit. chap. 18.) ' ‘.

Of the mausul there is little in the text, and no illustration;
it is definitely 2 double pipe, probably reed blown, and we are told
(col. €31) that it has nine holes. As discussed above, it seems that
the melody pipe, like the épabﬁéba, was some 48 cms. in length, and
the drone roughly three times that length.

Of the actual playing of these instruments we have little
information in this IS; from other sources, and from present-day
practiee we know that the flute is played, held not straight up and
down, but obliquely, so that its edge cuts the air stream from the
1ips. It is mentioned that it is used extensively as zan accompan}ment
to singing, (cols. 225, 237) a fact noted by most Eastern travellers,
and that alone it gives a pleasing melody. In this latter conhection
is told the popular fable of the reed having the.power of speech,
traditionally associated with Midas and the asses ears, but here
transferred to Alexander, whose lagab,Dhﬁ ?lanrggig,wouid suggest an
obvious parallel, | | |

The instrument thus presented to us in the text and by the
illustration at the end of the section is a conventional simple flute,
a hollow reed of about 48 cm. in length with seven holes, open at both

ends, and played, in the absence of a "fipple" by directing the

breath/
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breath obliquely across the mouthpiece so that the stream of z2ir
alternately passes and enters the tube, ' By this means the columﬁ of
air ihsiée the tube is alternately compressed and rarified, and the
musical note is produced. The mausul on the other hand is more
complicated; it is an instrument of twin shape, one tube forming a
melody pipe and the other a drone,. .Frém its picturesque name, the
"ass" of music, we may perhaps legitimately infer that it was a shawm
or double Aulos, corresponding to the Persian dunay, the Egyptian |
aygﬁﬁ;.k Tt has nine holes, probably all on the melody member, holes
which Arabic theory connecfs with the nine openings of the humén body
(c.f. Robson: Tracts p.S9). Both instruments were used as an
‘accompaniment to vocal music, or to sustain the melody on their own
account, In the latter case the instrument was pdpularly supposed to

have the power of enunciation in itself.
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THE PAN-PIPES.

A, Text, T - (Cols, 204-30%, 311-333.)
Most people assert that the shu‘aibiya was made by the probhet
Shutaib - the blessing and peace of Allah be upon our Prophet and on
him - but far be it from prophets to do that! For prophets are
preserved from the works of the devil, because such things pertain to
thé pleasures (lahw) of the world, and prophets are forbidden‘to
produce pleasures or to permit audition (sama¢ cf, col. 239.) The

instrument was named’shutaibiys only because it was made in the time of

- Shutaib the prophet of Allah, therefore was it thus named. Others say

that it is so named only because it is derived from the word shutab; -

‘now tagp?ip is to fasten separate pieces one to another,and stick then

together, yet they are still separate. So that [the shutaibiya) consists
of pieces brought together as distinct from all the[btheﬂ instruments,
and therefore it was so named. The shutab is a thicket of reeds which

~ have been cut and [the instrument]took its name from that. The

original name was shutaiba, but people corruptéd it to"ghu‘aibiya"éo~
that the name corresponded to the name of Shufaib the prophet of Allah,
because it was made in his days; so the one explanation comes to be
two. 7 | ,

- The §Bu‘qihiyg is delicate in tone, produces a lively air,
(saritat al-ma’khadh) is sweet in sound amd reversed in breath; i.e.
the breath is drawn back in it.(vd. infra.) In playing, it is the
same as other reed‘instruments, save in two respects, First: in a11
other reed instruments?the breath is free to pass through; it comes in

at one place all together and divides out as it goes out at various

places/
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places, different frem that at which it entered. But in the
shuaibiya the breath is confined; it comes in at one place, but
scattered and not altogether, it reaches the end of the interior of
the reed and tries to find avpiace to escape. But as no exit éppears
for it, and no way save that by which if entered, it turns back and is
imprisonéd as in the case‘of the musiga; for this instrument is made
in the same way. - -

Second: w1th all[bthei)lnstruments the- movement is performed
by the'tWo handséwhl;e the modes are derlved;by the fingers from
which comes tﬁe music; and all reed instruments and all types
operated by breath, it enters intpathém and they are played by the
fingers, and so they produce music. But in the shutaibiya, movement
of the fingers is ignored, and its place is taken by two things which-
take the place of the fingers (reading L—lio for L »lis), namely
the head and the neck; it is they which produce the music and the
separate modes.

There has been much discussion about the number of pipes in the
instrument; ( ¢l plur. ¢¥o! ) some have had more and some less.
The pipes correspond to the strings in other instruments,%where each
string prodﬁces a mode; so each pipe produces a mode which comes frém
it, according'to the reckoning of the 12 modes which are reckoned, or
of the 6, already)mentioned as being derived from the number which is
left over in the reckonlng. |

Men of excellenee and knowledge have sald that Allah the Blessed

‘and Exalted, created Paradise and made for it eight gates; each had a

sound, whose like is not to be heard in this world, in power of music;
this sound was heard when the gate was opened or shut. The sound of

each/
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each was quite unlike the sound of any other, Among them was_a,gate
whose sound fesembled that of the shutaibiya, and this gate?@bu¢aib
the prophet of Allah heard; when he heard the shufaibiya he wept-and
his soul longed for the exalted Kingdom 6vaeaven. For that reason
he favoured the shuSaibiya above all the other musical instfumehts.
Listening to it is pérmitteﬁ, and in it also therg lies one of the
secrets of Allah the Exalted which He set in the reed by the light
which He sent into it from His glory, Great and Mighty is He.

When Al-Bahlul (9th, cent.) heard it, while walking in the
streets of Al-Madina, he stood amazed at it for a long time} théhﬁohe
who was there said to him "What (reading L for o ) sayest thou of
the shu¢aibiya? ?For its sound would chérm rocks," He answered "Oh
madman, verily it is glorifying the King who is worshipped, and saying
aé it glorifies Him 'Glory to the vaing One, glory té the Loving One,
glory to the Creator of this existence.'" And it is according to the
depth of longing of one who longs that he hears the words of the One;
and it is according to the greatness of ﬁhé desire of the seeker that
he reaches £he objects of his search. For it is not every seeker who
finds, nor does every traveller arrive. Some hear their own desires,
and some hear their ultimate fate (ukhrahum)s some seek only a vision
of their Lord, and when they hear a charming (mutrib) sound, they fall
in love with it énd lose their senses; when they lose their senses

they are happy(tabu) and when they are happy they experience ecstasy.i

-

tel-—exnitin),
(a)» a-nhn)

One of the gnosn1cskyas asked "What is there about the "gasab'"
that its music is near, its voice wonderful, its sound pleasant, and

its secret strange?" He answered "It is because Al1ah the Exalted has

placed/
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placed in it one of the hidden secrets which He has concealed from the
eyes of beholders, so that the thoughts of the wise are perplexed in
it; when they hear its sound, their hearté are cheerful towards it,
their souls yearn for it, and on hearing it, they call to remembrance
the pléasure which Allah has prepared forathem‘in Paradise.- For that
reason they are overcome by its charm, and ecstasy seizes upon them, !
Such is the principle'for those who have gnosis, whose object is
3ovr. the Heavenly Kingdom; as for the devotees offdevilish charm, Satan
coﬁes to one of them as he listens to the sound of an instrument and
makes it pléasant to him, and whistles in his ear; so that he hears
the whistle of Satan in his ears, and is charmed by the amount of -
Satanic longing (wajd) which comes upon him; so he rises and stands
up and dances and turns round and that time brings his lust (hawa)
uppermost., So theré comes to him a longing that destroys himj and
that first longing grows iﬁ strength, and Satan animates him while
his lust grows ever stronger; his heart is blinded, and his wits lost.
For that reason he says "I was bewitched" (taribtu). There are some
o3, whofare bewitched and listen, and others who are not bewitched and
<:> do not listen, according to their claSses, according-to the musie
which they hear, aécording to their longing, and according to the
modes which that music brings forth.
This charm is common to[all]the pipes which are contained in
the §bu$aiﬁiyq, as it is common to the strings of all[other]instruments
From every pipe comes a mode, each different from its neighbour, some
being stronger and others weaker according to the delicacy of the reed

ob, which forms the pipe and its shortness in one case,fand according to
the coarseness and length of the pipe in the other casej ﬁmus is giveé}
a/
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a high note and a low note[iesPectiveli]as in the mﬁsiqq.'r(See

Commentary).

T T N Y Tk ]

The reason for making the shufaibiya was as follows. The ruler
of Midian had a certain slave. Now Midian was the town of Shu®aib the
prophet of Allah, and it is said that the name of that king was
Yanzun; it is also said that Yanzun was the prophet of Allah, Shu‘aib,
and that as time ﬁent on and he aged, he was called Shu‘aib. -But the
soundest opinion is that Yanzun was king of Midian. And he had a
very beautiful slave girl with whom that slave was in love} his name
was Rubil and he never left the girl, day or night. The king heard
of this and wished to harm the girliand the slave, but when the latter
understood that, he fled from him and took refuge with Shufaib,-the |
prophet of Alléh, claiming proteétion from him, So the prophets sent
to the king to seek forgiveness for him, and he replied "I have
already given him over to you completely, Oh prophet of Allah."

So Shufaib took him from the king and gave him sheep to pasture,
and he remained for a long time with the sheep going with them among
féftile places; pasturing them and going with them, Uh£11 §pu<aib |
the prophet of Allah loved him and gave him (reading the masculine
singular suffix; MS has "them") more sheeprso that he rose in his
estimation. One day he went out on a certain track, and found a M
thicket of reeds|which had grown to a great height, so that the placé
was full of them, and they had grown. Then that slave sat down in
the thicket with-the sheep round about him; and as he pastufed them

he/



he hummed softly, feciting verses mourning and bewailing his
separation from that girl whom he loved. And he heard the blowing of
the wind as it entered into the reeds whose heads were brokenj; and
they whistled as the flute whistles. The slave looked at the reeds
in which the wind was whistling, and found that their roots were
%$. - planted in the soil while their extreme tops/had been broken off by
the force of the wind which was blowing; Some were shorter than
others and some were longer; and every time the wind blew, it entered |
the reeGS‘and whistled, and a musical noise came to him and a sweet
(:> souqd. 7
The slave said to himself "Oh what a wonder! I see that this
reed has banished my loneliness and has brought me pleasure and
happiness, while in it I hear music. Now if I were to cut’some of
the reeds and join them and fasten them together, so that they were
fixed one to another, and if I were to blow in them as this wind -
3L, blows, would they give me such musiclas I now hear when they are in
their place? Now perhaps Allah the Gfeat and Glorious will take away
my feeling of loneliness and longing, and this reed will be to me a
'(:) friend and a companion, a delight and a help against the longing
which I have endured (reading ,L{ES! for sy LlS/ ) and the love which
T have undergone; for music always diSpels the cares of the sorrowful,
and brings rejoicing to the hearts of lovers.," :
He got up at once[and went]to the reeds, cut some thick and
long, others thin ahd short, and broke the heads of them as he had
- observed. Then he fastened them together, grading them and fixing
b1,  them,)and it took shape in his hands at once as a shuaibiya. So he
played on it, and the breath went down into the reeds, and Allah the

Exalted/
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Exalted brought forth from them the hidden secret:which,ﬂé had placed
in the reed so that they sounded along with him as he spoke. Every
time he piayed on it, it cried along with him, and he'Waiied.tbmits‘
sound, and wept, sometimes playing on it, sometimes reciting elegiac

verses; and every time it responded to him his wailing increased and

. his lamentation‘became great,

So he continued, until the news of it reached Shutaib, the-
prophet of Allah, and he asked the slave how it was used, how he
discovered it,/and how he made it. And when he was told,'he.asked
"And what is its namé?" The slave was silent, not knowing what to
answer, and the prophet said "Verily this instrument has-been made in
the time of Shutaib the prophet of Allah, so call it the ghufaibiya.!
And it was so named, according to this, the most reliable story.

Allzh the Exalted has placed in the gasab a strange secret
which is not found in any other of all the instruments, namely that

it says the words "Bismillah subhanahu," And there is a story

ebout what He puts in it of His strange sciences and of the wonders of
His power. | o 7 - ‘

It is told of our master Abl ’1-Fath Al-WasitI - A113h sanctify
his spirit - that he had with him a company of important fagirs, who
were named; and he was pleased to have them and paid them very great
honour. He set before them all kinds of excellent food and made
feasts for them, and they stayed with him for seveh days and nights,
living pleasantly and enjoyably. On the last night they said to him

"To-morrow, if Allah wills, we are resolved to set out; we wish.to g&,

and we intend to visit our master Abu ’1-Fadl. So have you any errand

which we can do for you, or any greeting to send to one of your
friends?"/
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friends?" |

The[narrator] continued: And the ghaikh smiled and said "My
friends, Allzh has made your trouble easy and has facilitated your
visit; and He has ordained the matter so that the greeting is[air9adj]
seht. Tarry until to-morrow, and do not start until we meet bﬁr
brethren whom you seek, for they are even now approaching us." So
they stayed ihat night, marvelling at what the shaikh saidj but when
the next morning came. and they had said the morning bréyer, while he
was sitting with them around him, praising Allah and saying "Glory
be to Him" and "There is no God save Allah," suddenly the gate of
the hermitage (zawiya) operned and there enterea a servant of ﬁhe
Shaikh Abu ’1-Fadl.

When the men saw him they were amazed, and they rose up and
shook hends with him and grected him. And he said (reading JU
for MS, I)J(S ) "It is good! Verily yesterday the shaikh was -
sitting in the midst of us when he rose up from his place, then sat
down again, saying 'Yes, yes.' twice over. And we turned round, but
saw no one with him to speak to him, nor any man who could address
him. So we said ‘dh master, were you addressing us or. someone else?!
And he said 'NMy words were not to you, but to your brethren who seek
to visit you to-morrow, and they are staying with themgpaighﬂAbﬁ
’1-Fath. So let us go anc visit them.' So we set out at thé |
beginning of the night, ana have been travelling, looking for this
place, and now here we are."

Then the shaikh said "You are very welcome." And he said té
the fagirs who were with him "Let us go to meet your brethren the
ﬁagigg, for it was-Fhey whom you purposed to visit}yesterday; and

they/
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they purposed visiting you. And Ailéh has made the matter easy for
~ you and has rendered it possible to you."

[ﬁhernarratogﬂcontinued: So they went out of the town, and ‘
behold the Shaikh Abu ’1-Fadl with his retinue, and the fagirs round
about him on the right hand amd on the left. Then the Shaikh Abu
31-Fath bade them'welcome, and brought them into -the hermitage and
seated every one of them according to his rank, sitting himself in
their midst. And they talked of what Alish the Exalted had commanded,
and of what He had imposed on them; and of what His apostle brought,
-~ what He commanded and wnat he fofbade. So they continued until day

with its brightness had gone, and night with its darkness had come.

123,  Then suddenly, some people came after sunset (or "the evening

meal" aléfggpéf) and entered the hermitage where they were

gathered., They asked them who they-weré, and were told "We are

wayfarérs, since we have come down from thévdirectioh of the sea,
wishing to strike the road to Mecca., We wish to visit the great ones
of the earth, the shaikhs and the pious folk, and after that we

would seek the pilgrimage by sea to the Sacred House of Allah. So
(i) pray for us that Allah may make that'easy'for us." They said "And

what is your profeésion?" and they answered "We are musicians.9

While they were talking, the servant of the Shaikh Abu’l-Fadl
approached, and said "The shaikh summons you, so come to him." So
they rose up [and wen@]hastily to him, while the musicians stayed
3aun. whére they were iin the hermitage until morning, ~When the time came

for the morning prayer, Abu ’l-ﬁath and Abu 21=Fadl and the company met

togethef and said the'morning prayers; then théy sat, as was their

custom, mentioning Allah the Exalted, and extolling and praising Him.

When/
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When they had finished that, the Shaikh Abﬁ J1-Fath advanced to those
musicians and commenced to talk with them; he smiled upon them
genially and asked them about their proféssion. ‘They answered "We
are musicians; we have been for a day with the Shaikh Mansir Al-Rifaci
with whom we spent a very pleasant time; and with him was a cémpahy
of shaikhs and pious men." |

When Abi ’1-Fadl heard |what they said - and he was sitting there
- he knew that what they said was true, for he had been among those
present at that auditidon., (sama®) He looked at them and said "The
namé'of the man with whom you were is Mansur b, Al-Rifatij [and you
were therejon such and such a day at such and such a time." Théy
said "fhat is sé." He continued "There was a youth among you who
played the qu‘aibiy@." They said "Yes," and pointed out one of
their number. "This is he whom you mention, " Hé went on "And'you
said 'We are four,[each]with a separate profession: one plays the
gﬁfﬁ, one the shabbaba, and another the shufaibiya; we are |four,
equally divided, two playing the duff and two the gasab.'" _

Then the fagirs, who were there, said "We should like to hear
these men." And Abu ’1-Fadl said "If you so desire." Then he turned
to Abu >1-Fath "We desire that these men beguile the time now for the
§g9§g§." Now Abu ’1-Fadl was enlightened and loved good audition, whil
Abu ’1-Fath was austere and loved to cut himself off from men, in

solitude; so he said "You may do as you desire, bit I will-go into

.»this cell, alone, for that is dearer to me than what you will be doing.

I have no need of these or of their audition.” gAnd that pleased every

one, and they agreed., So he entered the cell.

Meanwhile the musiecians sat down, beating their tambourines and
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blowing on the resd pipes, until the portico resounded, and the men's
minds wandered, And when they were charmed (tarabu), the experience
was pléasant to them, and they'were pléased;‘and when they were
pleased, every one of them experienced an ecstasy (tawajadid) each
according to his longing (shauq), his temperament, (taking' maghrub”
as a variant of ‘mashruba) and his taste (dhaug). So one cried

aloud, and another sobbed, one,weét and another grieved, while the
music affected them all, continuing ( inserting J§yj=. after ¥, in
order to make sense) to go from one to the other, until it reached
the Shaikh Abu ’l-FaQI. When he felt its effects and went into an
ecstasy, ke looked at those who wére playing the tambourine,'and
listened to them, and perceived|that their secret was of Satan; it
did not suit his temperament and was not what he wished or sought.
Then he looked at the »eed pipes for a long time, and listened to
them for a space; and he perceived in them the Divine secret which
Ailah had placed there by His power, and he saw His brilliant light
which He put there by His wisdom, so that it acquired the great
Divine secret, Aﬁd when he heard it, his wits wandered and he was
bewildered; he stood up and walked from his place and spun round in
his desire. (hawd) | |

| Then he signed to the tambourine piayers with his hand to stop
playing, so they stopped; and he said to the pipe players "Play" and
they played. But the player of the shu‘aibiya had a stronger art
than the player of the shabbaba,}and produced sweeter sounds, which
is a quality gained from Allah the Exalted who has given to His ..
creatures knowledge which cannot be gained by money or power. - When

the Shaikh Abu ’1-Fadl felt the power of the music, he sought[what
suited/
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suited]his nature from the beSt[playeﬁ]and he perceived that the
quality which Allah the Exalted had given to the player of the

shut aibiya He had not given to the ﬁlayerrof the §g§p§§p§; namély‘”
sweetness of sound and strength of art - which is the whole of music,
The shaikh was wise and understanding, so he said to the player of
the shabbaba "Be silent"; he fell silent. And he said to the player
of the shuaibiya "Play on" ; so he played, and all the people were
amazed at him,}anﬁ wondered at him. '

The shaikh watched him, and every time the shufaibiya sounded,

»

he found his longing renewed and the state ( gé} ) became strong; he
went out of himself, (sara ha’im) capturing the secret which appeared
vaguely to him; in that it was a secret fromiAlléh the Exalted in the
breath and in the reed, for the reed is the abode of the body and” the
body is the abode of the spirit. The shaikh knew that the secret was
among the hidden meanings, (al-ma‘niyin) so he thought of mankind and
Him who created them, of the feed pipe and Him who made it speak, and
he was immersed in that for a long time. Meanwhile the people all

sat silent, while that youth played the shufaibiya without stopping
for a moment, until the sparrow cried out in its hole (MS has ;n_ﬁi:1;

w D

perhaps f?“f‘iQ, "in its nest") because of%the power of the music
which theywere hearing,

The shaikh was lost in ecstésy for a long time; then in his
ecstasy he cried aloud, and Allah by His power took the breath which
came from him, and passed it into the heart of the Shaikh Abu ’1-Fath.
He was still in his cell, but he drank of the same draught as Abu
>1-Faq1, and boryowed what he borrowed; and[Hé]made that secret of the
brilliant light to go into his heart so that he was lost in ecstasy

and/
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- and cried aloud at the top of his voice, from inside the cell. He
rose from his ;1ace, and turned his steps to the door of the cell
where he heard that youth piaying the shutaibiya; he listened for a

33d. long time and perceived in it what}Aﬁﬁ Y1-Fadl had perceivéd, heard
what he heard and drank what he drank, borrowed whét he borrowed.
Then he ‘turned his steps gradually to come out to them, shouting at
the top of his voice, saying as they say who praise Allah "Praise to
the Loving One, préise to the Loving One, praise to the Creator of
this éxiStence!" And evéry one present in the assembly heard hiﬁ and

O rose up on their feet and echoed the words of the shaikh "Prailse to

the Loving One, praise to the Loving One; praise to the Creator of
this existence!"

33, But as for the man who played the gbufg;piyg,ihe had such
reverence for the shaikh when he spoke that he threw away the
‘shutaibiya in his hand, and was silent, But the shaikh said t6 him
"Continue as you were; this is not your doing, but it is of the .{
hidden secrets of Allah the Exalted which He has revealed at your
hand in this reed. So be seated, my son, in your place, and play‘as

(:) you were playing." So he sat in his presence playing the shutaibiya

until he bewildered those present.

B, Commentary.

The last instrument to engage our author's attention is the
syrinx or pan-pipes which he}treats'under\the name of Shutaibiya. The
name is unfamiliar, and will be discussed later, but the pan-pipes
themselves were, we may presume, as familiar among the Arabs as among

all/
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all primitive and rustic péOples, with Whom\all over the WOrldithis

- instrument is popular. To quote Stainer (Music of the Bible, 96) The
universality of the Pan's-pipe is as remarkaple as its antiquity. o
find a nation where it is not in use is to find a remarkable |
exception." Tts use has been proved time and again to be -world-wide;
in China its origiﬁ appears to lie in the pitch-pipes which gave ‘the
twelve 1i or standard notes, the basis of the Chinese musical system.
The earliest reference to such pipes is in a poem dating from roughly
1100 B.C., in which the word is kuan, a single‘vertical pipe without
holes. (Latin"eburneola); Cic, de Or. 3, 60,225); there being twelve of
these pipes, to give the twelve 1lu, it was an easy development, and a
natural oﬁe, to put them together in a row or a bundie to form the set
of pitch-pipes or what we now know as_the_Syrinx. Its Chinese name
(Sachs: Hist., 177; Lavignac: Enc.I, 152) is phai syao or fong syao,
and in its arrangement of pipes it still retains the impress of its
original pitch-finding capacity, the pipes being mustered in two rows,
those giving the male notes on one side, and those giving the female
notes on the other.

Exactly the same idea is to be found in the huayra puhura of Peru

although in this case the male ana female notes are produced by pipes .
bound into two separate instruments which are connected by a cord. (va.
R. et M. d’Harcourt: La Musique des Incas p.36 and tig.15,) Both
Chinese and Peruvian pan-pipes have the 1lip notched to facilitate
blowing. An interésting example of a syrinx found in a Peruvién tomb
was exhibited in plaster cast at the Soﬁth Kensington Museum where
Engel gave the following description of it., "It is made of a greenish
stone, which is a species of tale., Four of its tubes have small

lateral/



ras,

lateral finger-holes, which, when closed, lower the éitch a semitone.!

In the classical world of ureece and Rome, the pan-pipes were.
famed, generally as the symbol of rustic¢ contentment and simpiiéi%y;
and as such they appear prominently in the works ot the paétorai.pOets:
e.g. in Hbrace and Virgil in Latin, Homer and Theocritus in Greek. It
‘is of course from the claséics that the European names of the
instrument arise; (English pan-pipes, pandean pipes, sSyrinx, German
pansflte, French fliite de Pan, syringe);the story of Pan's
infaiua‘bion with the nymph Syrinx, who in flight from him was ¢hanged
into a reed which the god cut into pieces to form the original
instrument, is to be found in Ovid (Met.I, 683ff.) From this story
come both the names, pampipeS and syrinx, the latter probably giving
the original descriptive or onomatopoetic name - "the whistling
instrument. " The’Greek root is 6'0675‘0 s connected with the
Sanskrit "svar", Latin "susurrus'", and it is to be found in Greek
literature in the technical sense of "to play the syrinx" as early as
Euripides (Jon, 500; Iph. Taur., 1125), But while, to the Greek and
xBoman authors, the panpipes were generally the index of simplicity of
life (Homer, Tliad 18,256; Plato, Replubic 399D; Virgil, Eclogues II,
32) éuch was by no means invariably the case; in Horace there occurs
again the 0ld association of musi; and immoraiity, and the "fistula"
(in Horace and Virgil used of the syrinx) is connected with the
Berecyntian flute, notorious for its part in the orgiastic cult of.
Cybele on lMount Berecyntus in Phrygia. (cf. Horace, Carmina IV, 1;22—4;
Iv,12, 10) An echo of such orgiastic association is to be seen in
this MS in col. 302. |

Nor yet was the syrinx regarded solely as a crude and

unsciehtific/
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unscientific instrument, sﬁitable only for the rusticy. there appears t«¢
have been in classical times, as in China, a recognition of its -
theoretical value. As Gevaeit‘says (Musiqne de 1 Antiquité II, 275)
"La syringe n’était pas uniquement, comme on a 1’habitude de le

| répéter, 1’instrument rustique que les artistes mettent entre les:
mains des Faunes et des Satyres." And he goes on to point out that
Aristotle, in the fourth chapter of thé Art of Poetry, refers to an
"art of the syrinx," and that in Macedonian times the use of the
syrinx was a necessity for all who tried for the P&thian award at
Delphi. The same point is made by Combarieu also (La Musique et la
Magie, 251) and has received further emphasis from the researches of
Dr. Erich von Hormbostel and Miss K. Schlesinger. (vd. Schlesinger:
The Greek Aulos, 313) It is also worthy of note that the syrinx
occupies a prominent place in illustrationé and carvings at least
until the Middle Ages, particularly in England; it is certainly to be
' idehtified in the Psalter in St. John's College, Cambridge, (12th. cent.
and almost certainly in the Anglo-Saxon Psalter of Cambridge
University Library (1lth. cent.), but its occurrence, claimed by -
Galpin, (Old English Instruments of Music, 157) in the 12th. century
Psalter in Glasgow University Library is much less certain. Engel in
his Catalogue of the South Kensington Museum also reproduces a well-
preserved example of a syrinx‘foundjin bas-relief on the Abbey of St;-
George de Boscherville in Normandy, dating from the 11th. cenﬁury. And
even as late as the 19£h. century, the "Pandean pipes" enjoyed an
ephemeral popularity, when, according to Grove's Dictionéry,"itinerant
parties of musicians, terming themselves Pandeans, went about the

country, and gave performances," And in 1829, an Italian artist,

commissioned/
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commissioned to rédecorate the Great Screen of York Minster,included
in his scene the figure of an angel playing the syrinx, b \
But such a discussion takes us beyond the scope of this essay;
fuller discussions of the pan-pipes will be found, as regards the £
classical world and the theoretical aspect in an article by H. Fox
Strangways in Music and Letters Xy 59, as regards the New World and
its theory in d’Harcourt: La Musiqne des Incas pp. 35ff. Among the
Arsbs the syrinx has found little support and has received but scant
notice, possibly due to the fact that it seems to havé been an -
imported instrument among them; the very name indeed which is
generally given to it, "masigar" or "musiqal betrays its_foreign 1
origin as the same loan word from‘the Greek is used in later days to
refer to a musician; so the Ikhwan al-Safa’ state (Ras&’il Bombay ed,
I, 87) in the letter which deals with music. In the same letter, the
author mekes mention, along with organs ( gfi!;! ) of an instrument,
the "armuniqi" or possibly (as the text is unpointed) "armuniqa" (op.
cit. I 97). This, so far as I am aware, is the only mention among the
great Arabic theorists, of any instrument wﬁich,might be the panpipes;
although of course it is by no means certain that "armuniqi" does
refer to the pan-pipes, as it might equally, and perhaps more probably
in view of its proximity to the organ family, refer to Chinese "sheng!
'or mouth organ, an instrument which, being operated by free. reeds has
little or no connectién with the stopped pipes of the syrinx; that this

latter instrument was familiar to the Arabs, albeit at second-hand, we

- know from the reference to it as "mushtaq sini" in Al-A‘sha Maimun.

" (vd. b, Salama p.21) | .
The term "musigar" (musigal) is used of the pan-pipes where that

instrument/
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instrument is mentioned; Evliya Chelebi, for instance in the,
seventeenth century, notices the "musiqal" or "mithgal" as an
instrument of music with 51 playerss he mentioné also several blayers
of the instrument, starting with Pythagoras and Moses (hence the
latter's surpsme "Misa Misigari") and ending with a contemporary
Turkish historian Sulaq Zada who was surnamed Mithgall because. of his
predilection for the pan-pipes. So in the 17th. century; but 200 year@
previously we have‘Abd al-Razzaq Al-Samargandi writing in his Matla¢
al-sa‘dain the story of a certain Ghiyath Al-Din Al-Nagqash who
travelled from Herat to China and back in an embassy‘sent from the
Maghal court. While at Khanbaliq, now Pekin, Ghiyath Al-Din saw an
orchestra render music, the musigar being one of the instruments
included in the ensemble. (vd. Farmer; Studies IT 12, 14) The word
musigar is also used by b. Ghaibi (15th. cent.) in the Jami® al-alhan.
(vd, Farmer: Studies II, 16), and a modern survival of the name is to
be found perhaps in the Roumanian "muscal", the alternative designatior
of the naiou, (itself seemingiy a form of the Persian "nay" or flute)
the panpipes used by the Roumanian peasants.

‘The name here used for the pan-pipes - and from the text it
cannot be that the reference is to any other instrument ~"shutaibiya"
seems to be otherwise unknown. In spite of a rigorous search\I have
been unable to discover any other occurrence of the term,‘in this sense
or in any other. Yet, as our author remarks, the applicability of the
name, deriving from the root "shagaba" is unquestioned; indeed it
would be difficult to find a more}suitably descriptive root, for the
verb means "to collect" and. "to scatter" and is used of things which

are joined yet separate as the individual pipes of the syrinx are

described/



described. So the root which gives "shaiban" - the shoulders,
"shi‘ab" - the twigs of a tree, "shu‘Gb" - tribes of a people, is an-
ideal root from which to derive a word descriptive of an;instrumeht
made of slips of reed (Shutab: vd. col. 295), cut and fastened
together. The "corruption" of the original word which our author
postulates as a reason for the form"shutaibiya" in place of "shufaiba
the normal diminutive of "shu®ab" is also quite understandable. For,
as he very justly remérks, the name "shu‘aiba" would immediately
connect in popular imagination with the name of Spu‘aib, the prophet
of Midian, (Qur’an VII, 85ek. ) the Jethro of Exodus‘-‘3", 4’ ete.y and
the instrument would at once be designated his. Against such :
blasphemy our author's orthodoxy is quick to react; far be it from a
prbphet to have any thing to do with a musical instrumentj but it was
so called only 'because it was made in the days of Shutaib" (¢01.2945
or, according to another version, because it was made by a slave
belonging to the prophet. (col. 312ff. ) According to yet another
story, the prophet Shufaib had a weakness for the panpipes because
their sound fesembled that of one of the eight gates of Paradise, a
sound which he had once heard in a vision.

\ Alternatively, the name "shu‘aibiya" might well refer, not, as
. our author spggests, to the fbrm and construction of the instrument,
but rather to its association with the theoretical side of music. The
word "shu‘ab" is commonly used by the theorists of the secondary or
branch modes, és opposed to the "magémét" or prin¢ipa1 modes; and as
the syrinx was originally in China a set of pitch-pipes, so the
'§ggf§;piyg also may well have been so called as the little instrument
which gave the pitch for the secondary modes. Such‘an hypotheéis is

farther/
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farther borne out by the apparent confusion in cols. 228, 303, between
vﬁ& and o o= 3 in>both places it is said that each pipe "produces
a mode" ( CJL; cha E,é:z? where "note" would more normally bé expectec
But if the original purpose of the shutaibiya, to give the pitch of the
Awazat were in question here, the reading would be obviously correct.
Against this is to be set the evidence of a passage in co0l.306 to be
discussed below,'accorﬁing to which the number of pipes is placed as
high as 503 this would form a gigantic instrument reminiscent of,
though even greater then, that mentioned by Galpin.‘(Old English
Iﬁstruments of Music, 265) The most likely solution would seem to be
that two instruments are here described under the same namej first the
rustic, melodic instrument with many pipes, and second the smaller
theoretical instrument designed to serve as pitch pipes. Such a small
syrinx as theylatter used to be available within recent years in this
country, designed to give the correct pitch for violin strings.:

The text of this chapter is relatively free from difficulty;
reference has already beenpade to the apparent confusion in col. 303
between "naghm" and '"naghma', a_difficuity which disappears if the
reference is to the p{%ch pipes. In the same passage in col., 304 line
2 there occurs the awkward phrase ot fo ki —diy _ 5.3, i
aéﬁ,,7i! tacked on with no pretence of grammar or syntax at the erd of
the sentsnce.' Now from the .context, a discussion of theivarious
dimensions of pipes, it is apparen£ that the sense is,as I have
rendered, "thus is produced a high note and a low note respectively---F
But the'Arabiq says only "a delicate breath and a rough breath"; for
such usage of &1 , or, indeed, of _ 5 .5, and /hafyLb I can
find no warrant.

, The story of the invention of the shu‘aibiya presents little
that :
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that is of interest, beyond repeating the age-old tradition that the
syrinx was originally a pastoral invention; the same idea is found in
b. Khurdadhbih (MasGdl VIII, 100) where the Kurdish shepherds are
credited with having originated pipes in order to whistle to their
dispersed flocks. In fact, as with so many instruments of musicy. the
origin is lost in the mists of antigquity; Lucretius (De Rerum Natura
V, 1379) claims that the syrinx was the original musical instrument,
and his explanation that men first learned of it by hearing the Zephyr:
blowing through broken reeds, bears a striking résemblénce to the stor;
of Shutaib's slave in this MS.

Nor is the description of the instrument noteworthy in any way;
its outlines are well known to consist of a row or a bunch (both types
being found) of stopped pipes of varying lengths, each pfoducing its
individual note; sometimes, as in the soapstone huayra puhura of the
Kensington Museum, the pipes are fitted with finger—holes, but more
generally they are not., So it is here; the pipes are formed of reeds,
the heads being broken off by the wind, the other ends still fixed in
the soil, thus forming an ideal "stopped pipe"s being broken
irregularly at the top, and being naturally of varying bore, each
produces a different note. The shephérd, seeing these things, takes
pains to reproduce exactly the natural conditions, his primitive
instrument is put together and is ready. The only point of interest
lies in the number of pipes held to be admissable in the"shutaibiya";
this point unfortunately occurs only in the abstruse numerological |
passage in cols, 304 - 311 which I have not included in the
translation. But one passage.to which reference has already béen made
is col. 306 lines 2 - 7; I append a tentative translation.

"The/
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"The extreme limit of the instrument is 50 pipes; when it
"has more than that, the music is scattered and -diffused. The

"reason (makhraj) for the 50 lies in the"qisma’of 49 because it is

"7 x7; each complete seven form a scale, (bait al-‘amal) finish

"the mode, (mahatt al-naghm) and provide the ‘gisma’ of the Awdz for

"anyone who knows the art of music and who has understanding.“,-
If this is to be taken at its face value, it means, as we have already
seen, an immense instrument. But our author's ideas are always apt to
be vitiated by his peculiar ideas on the magical power of numbers, and
the power of sevens is a familiar conception which we have met before
in this MS (cf. col. 105ff.) In addition to that,seven was the
commonest number for the pipes of the syrinx in the classical world,
whehce, in all probability, the instrument came to the Arabs. (ef.
Virgil: Eclogues 2, 36 and Fox Strangways in Music and Lgtters.x;,SQ)
But panpipes much larger were also found; R. and M., d’Harcourt quote
an example with twelve pipes (Musique des Incas, 35) and Sachs
(History =--, 177) and Céurrant (in Lavignac IV, 152) memtion as many
as sixteen pipes. From the Arabic - or rather the Turkish - side,
also, Evliya Chelebi states that there are two kinds of "mﬁéf@ér", the
large, (battal) and the small, (girift), and judging from the numbers
of makers and players quoted by him, the instrument was of
considerable popularity in his day. |

. Finally,'a word about the use of the §pu?aib§y@ among the mystic
fraternities as an aid to ecstasy. We have here three stories of such

an use; in col. 298 the reason for the prophet's liking for the

instrument is stated to be because it reminded him by its sound of -
"the Exalted Kingdom." TIn col. 299 we have the anecdote of Al-Bahlul

who/



B 156,
who heard, through its sound, the praise of Allah the Creator‘
(Al-Bahluil, whose'laqgab was Al-Majnun, was a well known figure in
Baghdad at the time of Hartn., In spite of his nickname, he seems to
ha&e had plenty of sense. vd. Beale: OrientaltBiographical Dietionary;
story of Abu ’1-Fath and Abu ’1-Fa§l who heard the same thing., Now
there is nothing new in mystics seeking the aid of music for their -
devotions; the whole of the musical section of the Thya of Al-Ghazall
is devoted to proving the mystic value of.music; indeed he asserts
that "ecstasy" is the state arising from listening to music. And the

- same appreciation of its power is to be found in much of the Arabic
and Persian mystical poetry, notably in that of Jalal al-Din Riini., The
latter indeed trained the Maulawi order of dervishes, of which‘he was
the founder, to use the reed flute as a primary means of inducing
ecstasy; its importance appears from its personification in the
opening lines of the Mathnawi: |

Listen to the feed how it tells a tale, complaining of
| | | separations-
Saying, 'Ever since I was parted from the reed-bed, my lament
| | hath caused man and woman to moan.'
The reed is the comrade of e?ery one who has been parted from a
friend; its strains pierced our hHearis;
:(M§3h35Wii trans. R.A, Nicholson, lines 1, 2, 11)7
This may fitly be compared”with the story in cols. 312ff., of the
present‘MS. A more systematic treatment of;music in regard to
mysticism will be found in the Kashf al-Mahjub of Al-Hujwiri, (trans.
Nichblson in G.M.S pp. 399ff) and, in English in Farmer: The Influehce_

of /Music, as well as in the same author's recent book on Sa‘adyah Gaon,
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IIT CORDOPHONES,

A. Text, -  (Cols. 110-145.)
Praise to Him who made the lute from wood in order that praise
might be given to the King who is served, the Creator of this world
who made everything by His wisdom and formed man by His skill, creating
him out of flesh and bone and blood, muscles, skin, sinews and various
veins the total of whose number is 360; these make up 24 qirat, as the
lute also makes'up 24 qigéw. When it has 12 strlngs, its law rests on

that of the 12 Signs of the Zodiac and on that of the 12 modes which

have been mentioned. The 12 are also divided according to the laws of

the 6 Awazat, the reason being that the 12 are connected with the 6 by
[}hythméL Bach of the Awagzat appropriates 4 parts of the number by
analogy with the fourfold principle; so the total (6 x 4) is 24 girat
of the playing which corresponds to the 24 girat of the human body.

So when one grasps the lute and plays it with his fingers, those
members which are in the human body reéound to it, and his soul longs
for music and each vein is drawn to what corresponds to.it in the
strings: if the vein is ststionary there is a rhythmic mode to move it,
and if it is moving, there is a mode to stop it; and juit as there are
ststionary and moving veins, so also there is a khafif and a thagil..
This does not apply only to the lute but to all stringed instruments;
their rule depends on the number of their strings, by reckoning the
difference of the numbers whether greater or less [than in the lute], the
greater going together and the less going together. As for the |
instruments which are not distinguished by having strings, their rule
depends on their playing because they also are played in the khaflf and
_~§g;l/



thag__;L [fhythms],
In the lute there are 12 strlngs or 10 or 8 or any other number,
- greater or less; and now we will mention all of them, each in its turn,
The difference of opinion about the number of stirings is in accordance
with what older authorities have said, one after another,/about
Q&Ieckoning and computation and about the number of the 12 me;cdic modes,
These are.connected with the number of the strings, each string having
one mode. So that is the best lute whose strings are 12; each string

{:) yhas 30 threads (;331'5, which represent one division of the modes
which correspond to'the circle of the universe, 360 degrees: each
degree attaches to one thfead and each thread attaches to a rule in

the thagil and khafif rhythmic modes. Ve take from the 30 threads 6
for the 6 éyégé§ so that there remain 24 which we divide among the 12
sﬁrings each receiving two parts, [one] for the ggggig and fthe other foy

‘lgi the thaqil rhythm. ] So the total comes to 24 girat of the playing

gédivided over the 24 parts of those veins of the human body which are
stationar& or moving. Such is the rule for the lute when it hés‘lz
strings: but as for when it hés lO,‘then it has a different rule.

(:}\ The first man to make it [fhus] was Al-Farabi, and the reason was
as follows. In the town in which he was 1iving a man died who was one
of the leading inhabitants, and all who ﬁéfe iﬁ the town went to his
funeral, Al-Féfébf'among.them. They said the prayers over the body and
witnessed its interment, then returned,feach going his sepafate wWay . |

e Al- Farabi left the others and returned alone; but while he was walking
| through the cemetery, he passed by a grave on which the wind had blown
so that the earth was stripped away from the body in that gravej; the

body lay on its back with the foot sticking up out of the‘grave so that

all/
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;11 its veins and members were visible. Al-Farabi counted the veiﬁs

in the foot of the corpse and found that they numbered 10 divided among
the 5 toes so that.each toe had two veins, one stationary and one
moving. So he made the lute according to the likeness which he saw of
mankind, its belly like the human belly, its back like the human béck
and its peg box like the human foot. So too the 10 strings of it

QggkorreSpond to the 10 veins which he saw in the leg of the corpse. He

e

U

e

arranged it according to the principlé of the 360 veins; when‘the 1ute
has 10 strings, each string has 36 particular divisiéns: the principle
also with regard to the stationary and moving [veins) depends on the
primary principle, but differs from it in number and reckoning. It is
that, if you will, you divide the 36 into three parts, each part thus
having 12 each of 3 lines ( GL; plur.-b;L£>) so the principle devolves
upon that of the 12 Sigﬁs of the Zodiac, and the reckoning comes under
that of the 12 modes,

| or, if you wish, divide them (i.e. the 36) -into onme and a half
pafts; the one part will consist of 24 girat corresponding to the
original division (col. 114) each Stfing having two parts. Then you
are left with 12 which gives no derivation for the 6 Awazat unless
parts for the ghgﬁif and thgi; rhythms - which is the law connecting
the 12 with the 6. Or, if you wish, take the 12 which were left over
from the circle of the 12 [modes] and multiply them by 303 the total is

QiBGOiand each string has one thread to correspond to that vein [of the

BGQ]on which the division depends. So the multiplication is complete,

and nothing is lost from.the number. Such is the rule for the 10

- stringed lute. -

When/
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Whenlﬁhe lute) is 8 stringed, takevaway one for every string
[from the 360 so that the 8 strings[make] eight in number; thus you,are
left with 352 out of the ciréle of 360, Then take for eagh string that
part of the number (i.e. 352) which applies to it particularly, and its
share will come to 44, Then the 4fold principle is added to [eachH| one

of the eight parts so that the total is 48 for each part. Divide them

/30 (reading r‘,r-:’fbr'bi~—l) over 24 g;rat and each q;rat hasgtwo parts,

~
)

\{jz

To these two parts belongs the distinctive playing of the lute

when the vein is stationary there is a phgg}} rhythm which makes 1t
move (pointing LQZJQ;% £0 agreeiwith ;33;:;)and when the vein is
moving, there is a khafif rhythm which makes it still. So it makes

one yearn for the rhythm[which suits him]and in that he seeks help from
all the instruments according to the number of their étrings.

Such is the rule for the 8 stringed lute, and that is the third
stage in the rule of the lute. But there must needs be a fourth stage
so that the matter may be symmetrical, and the division connected
within itself, nothing going beyond its own étage. This [fourth stagel

is that people, agreeing that the root principle isgfourfold as we have

§y>said, being blood, bile, spleén and phlegm, made the number of the

strings [of the 1ut@ four, in accordance with the nature of this foﬁr-
fold prinéiple; with the provision that they should only be arranged in
four in order to strengthen and help one anothér. We asked "How
could this be done?" And they said: "“Every string is helped by
another string so that when one of these strings breaks we find another
‘to supply its place, thanks to the small number of strings on the lute.
And they made it so.

But/
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But this explanation is not permissible in our opinion, for

every string has s division, (i.e. vibrating length ?) every division

‘has a movement, every movement has a rhythm, and every rhythmlhas 3

law in the division of the modes. And it is not laid down that any
string can take the place of another unless it is in the same Category.
But this is a difficult matter for anyone who is not conversant with
musical theory; and the soundest[@pinioﬁ}about'the rﬁle of the eight-
stringed-lute is that given by the authorities: "nothing can be taken
away from the eight strings because they are founded on the law of the

constitutions‘bf mankinﬂ'(;gygggjét); for the natural elements

(taba’i)are four and the humours are eight. The four composite ones

are: Hot, dry; cold, dry; hot, moist; cold, moist, And the other four
are: Hot, cold, moist, énd dry." Such is a description of the eight
oonstitdtioﬁs, and this science is not difficultlfor him who has‘a
knowledge of first principles; - and the playingl?f the luté]is easy to
cultured men, but difficult to fools.

Now suppose that one of the people takes the lute and plays it
with his fingers, tunes it properly, (lit.‘rules‘it in its place) and
plays it in the well known way in the dividéd manner, (see Commentary.)
éo that its rhythm correspondé to the beat of the veins in the human
body, stationary and moving;y then those veins resound to that sweet
note, and all the limbs are drawn to it so that:there is no vein nor
member nor Jjoint which is notxaffected by the music, For [the lute is
nearer to music than all the instrumehts, and it is the Prince of HMusie:

The meaning of the name fud is derived from al-“awda, i.e., the
return, as one 1is accﬂstomed[ﬁo sai]"Perhaps the days of jdy will
return", Connected with it is a small lute with six strings called the

Shashtah/
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§Q§§hﬁah(shashta) or garabrab‘whose law depends on that of the 6 Awazat

"distributively"; that is that the rule of one Awaz is not the rule
of one string; but that each string has[éeverai)gﬁégép, the distribution
depending on the twelve modes which are the pnarents of the 6'Aﬁéiét.
(vd. c0l.98 in Introd.) The rule depends on the four-fold princiﬁle,
and works thusf; 6times 4§= 24 which equals 24 qirst or 12 modes, each
mode having 2qirat according to the law of the two rhythms which divide
the modés. Such is the rule of the playing of the 6:strings in the
Shashtd; (Note difference of form from previous col.)as against the lute.
Some have géne to excess in the lute and have increased its
strings to the number of eighteen end more; but for that there is no
foundation, because the eighteen are srranged according to the law of
fhe-twelve and the six, a fundamental arrangement and not merely an
analogy. And if anything be added to these twelve and six, the playing
cannot include it, and the music is wested. We have zlready mentioned
that|when there are few strings the nusic is gentle and sweet and fine
and pleasant: but when there are many’stfings the sound is great, and
they strike the instrument too violéntly;‘ And if we were to explain
En detaiﬂ the pnlaying according to the rule of the 18 strings, the
explanation would take too long; so it is bést to shortén it, since

the meanings involved in the rules of the lute are many.

The best lute is the "firm lute" (¢u n), but great difference
of opinion exists sbout it. Some say that it is a lute mede in
dindividual parts, and subsequently joined together; ﬁhey meke 1t in
separate pieces,rthen it is brought together and assembled, one piece

to another so that it becomes & sound perfect lute with nothing lacking

and with no flaw, The strings are mounted on its face (wajh)! equally

Epace@ with no weakness. It was en accomplishment of the experts'who

. »
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made it for kings because of its lightness when they were on a
journey. So, going and coming, they carried it with them divided
into separate parts, and when camp was made in any place, it was

assembled for them without difficulty and became a perfect lute with

.ﬂs‘fy;;n& %
He ke e,
uw.-w*—‘“‘”'

i

Al-ngérizmi‘said: I asked Abu ’l-qﬁaliyavb. Saman what the

nothing lacking, and it was played in their presence.

the learned shaikh Salih b. Abdullah b, Karim Al-Nisaburi say: 'I

asked a gathering of musical experts, all eminent men|in their art,

@

‘ggrabout the nature of the ¢ud muhkam, but nome of them could answer my
query. So I said “Is there anyone left besides you who has a true
knowledge of this science ?” Théy said, one and all Y“There is nomne
left who has knowledge of it save one very éld man, full of years,
whose age is 130, and he cannot walk, and indeed can hardly move. He
lives in Shughtar and his name is Haéan Al-Tarizi” So when. I heard
that, I set out in search of him, and made enquiry about himj and I
heard of him, When I caﬁe to his house I found many people Jjostling

(~} about hi§ door in crowds, seeking to get from him the knowledge which
\ Al13h the Exalted héd given him. So I sat down at a distance from them

/&q[till they ha@ all gone, and then I said to his servant %Tell him there

~is a stranger at his door who desires to see him» He went away for a

space, then returned to me and said “Oh man, arise; for he has given
you leave to see him? ' So I went in with him and saw a wasted old man,
bent by old age and emaciated by decrepitude, reclining on a cushion
set behind him, and sitting on something made of woven camel wool like
carpets. Around him were z great number of books and with him youths
who wrote down what he said to them.

'When I entered I greéted them, and they returned my greeting;

+*hAn/



then [the old maz] lifted his head to me and said "Oh man, what do you

’ég;desire? lI am ready to hear you, so say what you have to say." So I

toid him: "I asked a gathering of the masters of this art [of music]
about the nature of the ‘ud mﬁhggg'and none of them could give me an
answervto my question. So I asked them to tell me of anyone who had
that knowledge and they told me of your wisdom and excéllence. So I
left my péople and travelled from my home on account of your wisdom:
so[@ell méL have you any information to give me on the matter, or must
I return whence I came?" | |

'He said "My son, All2h has accomplished your‘business for you,
and has made its difficulties easy. Do you know what the @d muhkam
is?" I answered "You know better than I." He said "My son, the

foundation of it is four things which you must learn from me and pass

ggonifrom me, that in them you may find satisfaction and fame." I asked

"What -are these things?" He said "The ‘Ud muhkam is that lute whose

wood is light, whose tone is delicate, whose strings are few, and

whose form and contour are regular."’ ™

It is agreed that when the wood of a lute is light, it is best
and sweetest and finest and most excellent. OQur predécessors in
ancient times used tormake 1t of the kinds of wood which Weré best for

the instrument, the sweetest in tone, the strongest in sound, and the

most enduring in use. They were beech (28n), elm (Qg;@ér), teak (sZz)

i g}

and viﬁe (mais). In them are four good qualities not found in other

13lwoods: beech gives a ringing tone|and takes a polish; elm gives a

P

delicate tone and a mellowness; teak lasts for all time, and is
impervious to moth-worm - and whatever wood you Jjoin with it is also

safe from moth-worm - and has a pungent odour; as for vine - there are

~ two words, mais (vine) and mis (diamond) the latter of which is a

mineral/
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mineral only found in the treasuries of kingsj it has a strange

~quality, namely that with it one bores out various kinds of metals

and jewels and gems -3 vine wood has a quality not found in other

‘woods. When the lute is made from pne of] these woods it has a powerful

133
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tone and a sweetness, a beautiful sound and a delicate note. But when
these four woods are unobtainable,lothers may bé substituted for them,
without however being as good in appearancé or in performance;.juét as
they substitute some for others .of those who practise the art of music
whether they know it [perfectly] or ndt.

[Here i) a story as related on the authority of Abl J1-Fath b,
Al-Mu‘azgimE: he found protection at the court of the Caliph Al-Amin
b. Al-Rasﬁid, (text has b. Ai-Ma’mﬁn) but one day the @aliph'was »
annoyed with him and he left the imperial‘castle in confusion, not
knowing whither he was going. He entered a certain place and saw'a
cul de sac away from the streets, so he went into it. His ordained
fate led him to the end of the passage where he saw a lofty house with
stone built benches and doors bf sandal-wood inlaid|{with ivory and

overlaid with yellow copper; on them were engraved verses of poetry.

AbU ’1-Fath stood reading these verses, amazed at the beauty and skill

of the building of that house, when behold, the leaves of the door
opened and there emérged a young man of fine appearance., . When Abu
’l-Fatp saw him he hid from him in a corner where no one could see him;
and he heard the youth say to his servant, "Go to the company and say
(reading 33 for J»» ) to them 'My master has prepared for you what is
right, and the time is fitting for you. So hasten to come to himf‘ "

Abli ’1:Fath continued: so the servant went away for a time; then

he returned bringing with him seven péople. When I saw them I arose

.

from my place and went in along with them and remained as me of them.
They/
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They entered the house, ard I with them; they sét down and I with them,
the master of the house thinking that I was one of them, and they
thinking that I belonged to the house. When all had sat down, dishes
of food were brought to them and they ate, and I ate with them. They
were’servéd with dessert and I along with them, and they began to taik
and to be sociable, so I also talked and was sociable; and all this
time they knew nothing about me; Then drink was brought to them and
- they drank, ;nd when they were satisfied they requested music., Where~
upon the master of the house said "Gladly'"j;|he struck with his hand
<:bbon the door of an anteroom, and the door opened. From it there came a
girl fair and beautiful with a slender graceful figure; as though she
were the full moon on the night of full moon, her beauty was peerless.,
She sat down among the men and produced a bag of smooth silk with two
discs of Egyptian gold and two pieces of crimson silk. She loosed the
strings of the bag and took.out of it a lute made of wood, scraped and
barked, fashioned with ivory and ebony overlaid with yellow copper and
inlaid with red gold, having its projecting peg box stuffed with
ambergris. She placed the lute in her bosom |and leaned her breést
.C:EiuPon it, playing it with her finger tipS'gnd reciting poetry to its
sound. He (the master of the house) began to sing with her, and she
with him, so that she thrilled her audience and astonished the
onlookers so that they said one and all "Never»in all our lives have
‘we heard or seen the like of this girl, nor better notes than hers,
nor a finer art."
Now Abli '1l-Fath was sitting looking at her, conéidering her art;
and she sang and thrilled the people and stole away their wits so that

they were roused as never before in their lives, except by that girl.

AND/



And her master said "Have yoﬁ ever in your lives heard anything

better than this siave girl of mine?" They answered '"We have not
e&heard, neither have we seén anything better than the music of this

girl, nor a finer art in all this age of ours." The narrator said:But

Abu ’1-Fath sat silent not saying a word, and the[girl'é]méster said

to him '"You there, whom T see sitting silent, not speaking a single

word, but looking at the girl, did not hervart amaze you, andvthe music

thrill you?" Abu ’1-Fath said "Her art lacks perfection and strength,

and her rotes lack delicacy and sweetness."

(:> When the ﬁasterkheard that, he took the lute from heribosom and
dashed it to the ground where it lay in scattered fragments, a piece in
every direction so that the house was full of them. | Then he looked at

Qghis companions and said "%When, according to your custom, you heap
words upon me I think that you dislike my company or that my friend-
ship is wearisome to you; so if you wish to leave me, it shall be so
without such speech and without putting from among you a man who finds
fault with my slave girl; for I paid for her 1000 dinars." When the
men heard this speech, with one accord they rose up saying "By Allah,

<:> we had no idea that this‘man.was any but one of your people, for we
have never seen him save when we-meﬁ here just now." Then the maéter
of the’house séid "Then this man is not with.you?" They said {"No,

- By Allsh, and we know nothing of him;" The master of the house then

rushed upon him and grasped him by the collar, ahd the whole party
came at him, Intending to do him violence. ¥hen he saw them threaten
him angrily so that he was in grave danger with no chance of escape,
he said "Oh people, réstrain your hands and do nothing in haste. If
I give you clear proof of that [which I.have saiéL you will forgive hy

offence/
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offence and will not try to harm me again." They said "Very Well."
Then their anger disappeared and they watched him in silence to see
what would be done. ' ,
He went to the broken shattered lute, coliected it in its pieceé,
and fitted each piece to its neighbour, putting each piecé in its
4. place. He repaired it{and stuck it together; then he fastened the
strings on it so that it became a perfect lute, and immediaﬁely it was
as it had never been before; he fepaired it where it was broken so
that there should not be any épparent fault or flaw in it.
(ﬁv Then he placed it in his bosom and played on it while the men
listened to him in amazement till he made them imagine that the house
was dancing and the walls swaying from ihe power of his music; such a
fine art did he have. The girl too was astonished at him, amazed at
the beauty of his art and the lightness of his fingers. He moved them
over the lute, playing on the strings as though he was not touching it
with his hands thanks to the agility of his hands and the skill of his

art,

42 When|the men saw that they bared their heads before him and said

<:> all together "Oh my lord, we ask pardon of Allah because what you

N

said was true, and we take refuge in Him from the careless manner
which we displayed; for we threatened your honour in ignorance of you.
But now we know your rahk arnd your position and which of the musicians
you ére, for we have never seen anyone who understood this art as you
do, or this skill which Allah has given you, except one man to whom we
listen at the Caliph's court; and his name is AbG ’1-Fath b.

Al-Mu¢azgim§. But he is beloved by the Commander of the Faithful with

whom he is .in great demand, so that he never mixes with ordinary

folk/
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folk or approaches them. So how could it be that we should{meet that
man or see him? But by Alléh, he is[ho@Jsuperior to you as a musician;g

(the Arabic is obscure and probably faulty here, but this seems the

‘required sense); and now AllZh has sent us one to f£ill his place, and
" has granted us one. to occupy his station without trouble or difficulty!

~ When Abu ’1-Fatg heard their words, he said "My frierds, rejoice and

be content, for Allah has granted you what you asked and has given you
what you sought. For by Allah I am Abﬁ"lFat@ b. Al-MufazzimE. I used
to have the patronage of the Caliph, the Commander of the Faithfﬁl, but
during iast night I have travelled hither from my home; and Allah has

ordained my meeting with you and brought my abode neargto you." Then

Jik they all said to him "Praise to Allah who brought near our meeting
-

with you and who comforted us at the sight of you. So play among us

as you were wont to play at the court of the Caliph." /So he sat in

éfgtheir midst playing the lute as it lay in his bosom, striking it with

his fingers.

B, Commentary.

The lﬁte, the so-called "Prince of Music" (col. 124) throughout
the Near East, has for long been the subject of endless thought,
conjecture and ingenuity by both Oriental and Occidental writers. As
Dr. Farmer remarks (Studies in Musical Instruments II 88)--"we know
almost every technical musical detail, i.e. the number and position of
its strings as well as the number and precise location of its frets--';
perhaps it is this fact which has led to the reluctance of later
Arabic .writers, such as the author of the present text, to waste time

and space on a detailed description of the instrument, but to

concentrate/
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concentrate rather upon its cosmological and numerological
associations. One of the most popular of these fancies is the
parallelism, oftén.very elaborately worked out, between the lute and
the human body in some aspect. For congruity of shape it is pérhaps
sufficient to cite the rather gruesome story of Lamjk b. Matushalakh
to be quoted below in comparison with the tale given here of:Al-Férébi.
The technical Vocabulary of the lutenist also bears this, out; kLl-;
the bridge tail-piece of the lute is also the shoulder hlade, ~_§3?
the nut is the ordinary Arabic for nose, and so on through a list of
terms such as o= ,, 5%, vle: etc.The doctrine of the ethos
systematized for the Arabs by Al-Kindi is surely no more than the same
coﬁéeptidn in a broader and more suBtle lights; as our present author
remarks (col., 12) "the older authorities used to derive the science
of music from the science of [humar]nature." |

That simple sentence contains the key to the treatment of the
iute in this section of the MS, for what we have here is less a
description of the lute than an interpretation; indeed éuch
description as does occur is purely incidental and totally
subordinated to the primary thesis, viz. the working out of a
numerological systém of parallels between the instrument, the human
body and astrological theory. The stamp of Pythagorean philosopﬁy is
plainly to be seen;not only here but throughout the whole M3, the
continual insistence on number, the doctrine of the ethos, the
therapeutic value of music and so on. The story, relatéd'at the end
of this section, of Abli ’1-Fath b. Al-Mufazzimi is typical of our
author, interested less in the instrument and even in the music it
produces than in the'péychological effect which it iﬁduces. The

climax/
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climax of ﬂhe tale is not the skill of Abl ’l-Fatb in reassembling the
shattered lute, nor even his masterly handling of it in playing, but
in the spiritual slchemy which can transform. the raging lion to the
sucking dove; the author's thesis is, with Congreve, that "lMusic has
charms to soothe a savage breasti"™ The whole treatment is based as on
a text, on the sentence of b; @Qprdé@hbih (Masetdi V¥III, 29) "The lute
--- was made by the geometricians in accordance with the form of human
nature; if its strings are in agreement with the celestial numbers
then the natures are parallel and music is produced, which music is
the sudden returning of the soul to its natural stéte." In spite of
this tendency howevef there are several interesting facts to be noted
concerning the lute és here presented. |

With regard first to the vocabulary of the section, it is in the
main straight-forward. The lute generically is referred to by the
ordinary #rabic word J)i s and three spgpies ?f lutes are mentioned
specifically, the fud muhkam, the §g§§£§§i;;g!§%e tarabrab. There is
no trace here of any of the other problematical words for lutes which

are such a puzzling feature of many Oriental lexicographers, such as

kinnSra, mi ‘zaf, kiran etc.; even the Persian barbat is not mentioned.
To deal in the first place with the common and general word €id,

it is accepted'in this MS without question as the standard word for

the lute family. As Curt Sachs says (Feallexicon der Musikinstrumente:

s.v. Laute) "Lute in the widest sense comprehends all instruments

where the music comes from one neck and one sounding board -- Lute in
the narrow sense has such characteristics as a pear shaped body ~--- a
flat surface pierced in the middle --- a broad neck --- ending in a

back bent peg box with pegs set in the side. The gut strings are

attached/
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battached to a cross-bar on the bottom half of the sound chest." It is
notable thét our author takes the same point of view; fuUd is used when
he speaks in general of this class of instrument; the other terms are
used when he wishes to specify a particular type of lute. One curious
feature of his use of fUd is the derivation of the word from the verb
Sl to return, or more particularly from %3;;3? one form of the
verbal noun; in support of this remarkable étymolocy is quoted the
ppoverbial expression ( 3;;- gﬁ - as one is accustomed[io sayl )
"Perhaps the days of joy will return." What connection that may have
with the lute is not explicitly stated, unless the phrase quoted is
only part'of a longer proverb which contained a play on the words
J)i "lute" and 3);5 "will réturn." |
The real derivation of the word << is of course unknown, but
most probably as-is generally accepted, 1t comes from Jsye - wood, Dr.
H.G. Farmer (Studies IT 89) states that it " -- was called Al- ¢ ud
because it was made of wood, the name having been adopted when the
wooden-bellied lute superseded the skin-bellied lute." But Dr. Curt
Sachs in his History of Musical Instruments has a more interesting
.theoryg he’believes that the lute owed its origin to the primitive
musical bow of the savage, and ﬁhat as Jef& in Arabic means primarily
"pliable wood", a"rod”or'éupple stick: the word apolied first of all
1o the bow and as the lute advanced and the sound chest was incorporate
in the structure the name Jsy£ still attached to it. This is
interesting and seems highly probable; the lute, and for that matter
all stringed instruments would originate présumably in such rude forms
as the musical bow, and it is more likely that the name grew Qith the
instrument than that it should be arbitrarily applied to a late
development.,/
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developgment., Moreover a paralled} is presented by the __.rio- which

" besides being the ordinary Arabic word for "stick" or "staff" was a

musical instrument of some kind, according to Sachs one of the wood

wind family, according to Farmer a percussion instrument?s A modern

parallel may perhaps be seen in the saw, utilitarian and musical.
As to the varieties of lutes mentioned, the one of most

importance would seem to be the ‘ud mubkam; I have been unable to

find any‘other occurrence of this phrase which might throw light upon
its\significance, so we are thrown back upon the internal evidence of
the MS. Unfortunately this is not very satisfactory as the author .
himself confesses that '"great difference of opinion exists about it.h
Two ﬁheories are propounded :-l.That it was a lute capable of being
taken to pieces tq%acilitate transport. But why should this be
necessary? The normal lute was not of such proportions as to make
it unwieldy to carry, especially in a foyal caravan laden with
much heavy baggagé. It seems likely, then, granting the validity
of this explanation that the ¢ud muhkam was a specially large
instrument, something after the style of the theorbo, which for
convenience could be easily dismantled and packed for transport.

. This is,so far as I am aware,an unfamiliar idea to Eastern writers
on music, though no less likely to be correct on that'accountQ In
addition‘there is,consciously or.unconsciously,a shadow of tﬁe
same idea in the story of b. Al-MutazzimE taking a shattered lute
and piecing it together again., T recollect to have read a
similar story told in Arabic of another musician, but have been
unable to trace it again. |

2. That it was a lute distinguished by
# Lavmer s undouvbledly covewct, CE 9?'5_’]&1‘{1\“ n

excellence/ TRAS 1901 pp !0 and nole, 2.
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excellence of construction and tone. In this‘case, any lute
could be an "¢Td muﬁkam" if it were sufficiently well made, and
in view of the context this seems unlikely; from the phrase
itself and its use it seems more probable that the °Bd nuhkem

was some specific species of instrument; ¢Ud muhkem is obviously

- a technical term, although Dr, Farmer in an earlier treatment of
this pessage (Stuale@ II,98ff,) has overlookeo this fact, tsking
the phrese merely as "lute',. But the Arabic of col, 128 —,—:'.\-
'9;;(; 3 o,.lﬁ:s,;j\‘ :,J;- and col. 130 ,t’(:.?;':g;j‘lé J4,3.’.-); meke 1t quiteb
posi%ive that the phrase must be understood ;n.a‘specific sense.

It SQ@WS’theTefOTP that the first explanation is to be preferred- the
Arabic phrase (Agf So= 1tselfl provides little a551stance to elither
theory. (sJ» IV means "to do anything well" or "to make anything firm,
2 meaning borne out by the tenth form, "to be done thoroughly, made
stréng? The passive participle IV used in this. phrase could easily and
withouf straining the sense, be applied to either theory.

Again, reference 1is mede to & small six—stringed lute known as the
"shashtah" or "tarabrab". For the latter of these names, see Farmer:
Studies iI, 97,n.1 where the writer is dealing with this passage.

About sheshta (or ghashtah, since the ta merbuta if such it is, is not
pointed) Dr. Farmer has nothing to say, save that i4 is a Persian word.
It ﬁould in fact seeim to be either an error fof, or an Arabicised form

of , shashtar, meaning six-stringed. (Pers.cisy, six + ‘)U,string.)

Sachs (Hist.,257) quotes several analogous. forms such as dutar "two-

stringed", A shag@ti (q@ashtﬁr) is mentioned by Evliya'qpelebf
Effendi (i7th. cent.) in his "Travels" as being a fretted lute with six
metal strings. It would seem from this MS that there was a

difference/
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difference between the ordinary ¢ud and the shashta, probably in
tuning, since the smaller iﬁstrument is described as being dependant
on the law of the Six Awazat as against the twelve principal modes,
"which are the parents of the Awazat." This interesting point has
already been dealt with in the introduction to the present work.

One other term remains to be mentioned in the discussion of

'vocabﬁlary; the term 53:;9,or peg box, used twice in this chapter is
on both occasions spelled wrongly or deficiéntly. In column 136 it is
written S8—~ with .5 . in place of $ and without pointing in the
Z » Wwhile in column 116 the form is }:5“ with point only on the ., .
In this latter occurrence it might even be doubtful whether ESZFb.were”
inﬁénded, but the context makes it inevitable; the paralielism here
being adduced between lute and body demands the peg box to correspond
to the human foot. (cf. Masthdi VIII 89). The form ?S:Fb-is to be
found in b, Al-?ahban‘and another form without the ta marbuta but with

compensatory lengthening,-eﬁleéi oceurs in Villotean: Description de

1l'Egypte i, 850.

The invention of the lute is ﬁere ascribed to the ubiguitous
Al-Farabi in a story which for macabre fascination rivals the similar
story in b, Khurdadhbih, referred to above. As the latter has not, I
believe, been translated into English, I take this opportunity of
rend%ring it here for comparison with our author's tale of Al-FEfEbE.
The Arabic text is taken from Barbier de leynard's edition of Masthdits
Muruj al-Dhahab viii,se.

There are mény opinions (as to who invented the lute) but the
first man to invent it was Lamak b. Matushalakh b. Mahuwil b. Ibad
b. EKhanukh b. Qain b. Adam (cf. Gen. iv 17, 18). The reason was

that/



that he had a son to whom he was exceedingly attached; the son
died and Lamak hung his body on a tree. The joints of the body
fell apart until nothing was le”t except the thigh, the shin, the
foot and the toeé; so Lamak took a piece of wood, shaved and glued
it and made the body of the lute like the thigh, the neck like the
shin, the head like a foot, the pegs like toes and the strings
like veins. Then he played onr it, singing mournfully as the lute
sounded. |
Tt will be notlced that there are very marked similarities
C:) between this and the story told in the present MS of Al-Farabi's
invention of the luteé. The same physical aspect of the doctrine of
the ethos is apparent in bdth, though slightly different in detailj
b. Khurdédhbih works .out the parallel between the lute and the human

in the ten veins Qf the foot for the ten-stringed lute. It seems, in
spite of this, very probable thét both tales are dependant on a common
tradition and that the emphasis has merely been shifted to suit the
author's immediate need.

(:) - Again it is clear that su¢h a tradition ascribes the lute and
,indeed other instruments of the same family to a Semitic source. In
b. Khurdadhbih, fcf example, the tanbur, an instrument of the same
class as the lute is_attributed to the '"people of Lot," the
inhabitants of the cities of the plainj; while in.this MS the rabab,
another closely alliéd string instrument; is referred back to a certain
Sutda bint Amir Al-Absi. Tt has been claimed that AbE '1-Fida’ in his
History attributes the lute to Shapur I (241 - 272 A.D.) the Sas$anian

“king who favoured the prophet Ménf, but the verb used of his

"invention"/
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. ..‘5 . . ) .
"invention" ¢ ySi—L is rather to be used of introduction than

invention: both in Masfudl and in the Kashf al-Fumum the word for

7 Vi
[ I

invention is 545% ovpo o2 §9l . The tenth form of ¢ ~< on the
other hand is used of transferring or of translating a book, a terp
which would~very naturally be used of introducing something hitherto
unfamiliar. Tt would be more correct brobably to assume that Shapur

introduced a formerly unknown species of lute, just as, according to

the Kitab al-Aghani, the musician b. Suraij introduced a Persian form

of lute to Mecca in later days. The bulk of tradition in any case
would give to the lute a Semitic origin, though it is true that
b. Khurdadhbih . (Mas¢Gal viii‘99) states that "accordine to most
nations and the gréat}part of scientific opinion the lute is Greek,
made by the geometricians in accordance with the form of human nature.'
But this is susceptible of easy explanation; it was not the lute but
its later accretion of theory and doctrine that was Greek. Greek
theory was overlaid on Arabic practiee, assuming an ever-increasing
importance until native Arab music, theory and practise, was dwarfed
into insignificance,.and all seemed to be the legacy of Greece.
Finally the same tenouf is to be noted in both stories, and with
them in the story in this MS., ascribing the rabab to Su¢da bint‘zmir.
In all there is the same underlying motif, the connection with death,
sorrow and mourning; wbrked out in a morbid détail and with a ghoulish
 exactitude. In itself this fact.suggests powerfully that these
stringed instruments were indigenous‘to the Near Bast and that
‘originally they were connected with mourning. This is the more cogent
an argument when the strongly vocalic nature of Semitic mourning is
borne in mind; indeed, according to Lane (IMod. Eg. ch. 28) mourning

women/
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w@men at & death in Egypt still bring with them their tambourines to
accompany their ululations., And it is but natural that music and-
musical instruments should be associated with death; Combarieu ( La
Musique et la Magie) has shown, if not the origin of music .in magic,
then at least the close connection betweeh the two, and among
primitive peoples death is inevitably the source of endless magical
rites, of which music would very naturaily form part; particﬁlarly
perhaps the music of stringed instruments whose flexibility of tone
would most closély approach to human wailing.

Of the actual construction and description of the lute we are
directly told very‘little, though indirectly we can glean from’the‘
/’sectioﬁ a good deal of varied information. This feature, although
disappointing, is no more than in line with the general treatment
throughout the MS, almost totally lacking in constructional details
and with no description. Ve are told however that the 1uté should bé
light in construction in order to obtain the best results.r Al-KindE,
the Ikhwan al-Safa) and b. Tahhan (quoted in Farmer: Studies IT OLff)
agree that the wood should be light, stipulating further that it

should be cut very thin, but the Kanz al-Tuhaf allows wood "of medium -

weight." In our MS four woods are quoted as being particularly
suitable, viz. beech, elm (‘)’3::3 for g)aj.g)t teak ( , L- for
.G\_—J, and vine, The mbst doubtful of these, from the poiﬁt of

view of translation, is the third; Farmer in his‘previous treatment of

this passage has taken the word ,l- as the equivalent of}ﬂudb and of
r-»L_. which he takes to mean Walnut.‘-L— however is usuzally ebony |

whife ;% is given in the dictionaries as "wood for making bowls."

It seems simpler and more satisfactory to assume that the writer

.
/ + Since wyiking the above T have Diteoveved Hhak )nz,, in He So,sp’emeh(’
ackually givqs 8,8 as meam‘nf “e)m ", thus C_anft’rmf'nj what was ovigmally

me Yo o2 sl ashiima an e nawnl
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inténdéd.~cl—~ teak, a wood which certainly is not particularly light,
but which does fulfil the condition of being impervious to moth-worm
(col. 132); indeed it resists even whiﬁe ants and may reasonably be
said to "last for ever," while its heavy oily smell completes its
suitability to the description. In connection with vine wood, the
author inserts a completely irrelevant note on the philological
similarity Ofmr“:”; vine ana\fw«\ﬁ diamond, subsequently forgetting

to specify the particular quality which vine wood possesses over

other woods.

About the strings We are told that the lute may have eight, ten,
or twelve; had this MS dated from classical times it would have been
tempting to speculate that these nﬁmbers represented a four-, five-,
or six—stringed with double strings, a well-documented arrangement.
But we are specifically told that each string has one mode (co0l.114);
hence the best lute had twelve strings to correspond to the twelve
principal melodic modes. Now if this sentence means anything more
than mere numerological jargon, as surely it must, we are forced to
conclude that the lutes which our author had in mind were mounted
with eight, ten, or twelve strings each of different pitch. Indeed
the theory of double (or possibly quadruple?) strings seems to be:
mgntioned in cols., 120, 121, and dismissed as being impracticable. If
this is the case, it points very definitely to a late date for the NS,
a period of the much fuller development of the lute. FReasons are of
course adduced for each number of strings; tWelve is desirable because
there are twelve principle modes (the §ba§g§5r with its six strings
corresponding to the six Aﬁééét) ten is good because there are ten

veins in the human foot; and eight is Justlfled because it can be

manlpulaued/
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manipulated by curious numerical Juggling to giVe a satisfactory
result. DNothing is said of the thickness of the strings or of their
material, save in the section on the twelve stringed lute where we are
told that "each string has thirty threads." We may Jjustifiably |
suspect thét this is an ideal arrangement, invented in the interests
of numerical theory, rather than a scientific fact. The strings of
the lute are well known to have been of different thicknesseé, even
in the four-stringed lute, and the more.nécessarily'in a twelve-
stringed instrument. Al-Farabi in the Kit3b al-iusioi al-Kabir,
dealing with the §§§p§§ of Egufésén,-certainly,speaks of strings of
the same thickness, but the tanbir had only two strings, not twelve.
The shape and apvearance of the lute are briefly dealt with;
the belly is like the human belly and the back like the human back,
with a peg box bent out at the back like a human foot. This latter
fact is quite in ordér, the peg box bent back at a right angle being
characteristié of What>Sachs calls "the short lute" i.e. the pear-
shaped body with vaulted back, meéium rieck and bfidgevtailpiece. But
the phrases descriptive of the body are difficult; normally the "helly'
of the lute is the flat surface on the top, while the "back" is the
vaulted soundéhest. The human analogy here is awkward, to say the
least. From the story of b.Al-Mufazzimi we learn that his lute was
profusely ornamented, though this is deprecated by the claésidal
descriptions of lutes; it was overlaid with copper, gold, ivory and
ebony and had its peg box stuffed with ambergris; as éuch an
instrument deserved, it was carried in a silken bag ornamented with
gold rings. One more detail about the lute may be gained from the
section on- the psaltery (col. 171); it had the usual small round

holes/
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holes on the flat "belly" the progenitors of the "f-azpertures on our
violin, to allow egress to the sound. |

Two small, yet by no means unimportant facts are mentioned of the
method of playing the lute. In cols. 137, 141 we are told that the
lute was played with the fingértips, apparently without a plectrum;
indeed the plectrum (g@&bﬁg@} does not bccur at all in this section,
its mention in this MS being élmoét entirely confined to that chapter
in which we are most surprised to find it, chaep. 2 on the Musica. The
lute apparently waé played with fingertips and with plectrum, although
Sachs (History,p. 254) confines+its technique to the latter. The other
point occurs in col. 123, where we find the lute played in "the divided

manner" (bil-‘*smali ’l-megsumi). What was this "divided manner"? We

" have no more detailed information here, and I have been a2ble to find
no other use of the ohrase in this context, but it might reasonably be
surmised that the reference is to the uvpward and downward beat of the
fingers on the strings of the instrument, giving alternately a light
énd heavy beat to the rhythm of the playing. Cf. the use of the Greek
word 31X« e.g. in Athenaios (183 D) KaTo XE&# BiXa mAnwTEOV {garde,
The chépter on the lute closes with a sketch of a lute-plever
holding his instrument. It is the conventicnal short-necked lute,
with the back-bent peg-box. The drawing is badly executed but the
pear-shaped body can be seen with four sound-holes on either side of the
strings. There are six strings and eleven pegs, presumebly in error

for twelve, the strings being tuned in péirs._
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_ THE HARE o :
A. Text. - ; (Cols, 145-164.)
The harp is of two kinds, the Persian harp and the Egyptian
harp. The former has only one face which is played from both sidesj
it has no covering, and nothing between the strings. It is a very old
instrument invented by the earliest of races. The Egyptiaﬁ harp has
two faces and is a new instrument invented by the Egyptians; in
addition it has a wooden shutter passing between the strings, put
there for three reasons., First, in order that the fastening of wood
to woodjéhould increase the strength[of the construction]since one
part grasps the next firmly and can only be separated from it with
great difficulty (1it. after a long time.) Second, in order that the
harpist's hands should be hidden from.the view of the spectators,

'being seen from one side, but not from the other., Third, in order

that the’striking of the string on wood (see commgntary) should give a
ringing tone different from the striking of the string alonej for when
it is struck[éloné]lt gives a soft weak note.

The harpist uses both hands in playing, and this gives rise to
two names; the playing of the right hanmd is called "strong" (tamkin)
playing because in pléying the right hand is more powerful than the
léft, and the man who plays with his right haﬁd is always established
(mutamakkin) in his playing as against others, the left handed player
not being|thus established. For the right hand has greater endurance.
and is stronger in action, and has much greater force. The playing
of the left hand is called "assisting" (ggjig) playing, because in this
type we have the right hand clearly marked while the left hand assists

-it in playing. So when[fhe harp) is played with the left hand along

with/
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‘with the right, the playing.is called assisting playing,because the

primary playing is done by the right hand while the left hand helps it.
This left hand playing is called assisting playing because the left
hand éssists the right, and because the right hand does not assist the
left in playing, it being stronger in action and having much greater'

force and more endurance than the left, which is weaker@in ef'fect and.

‘more lacking in pla&ing, with no strength of perfdrmance-owing to its’

weakness and its few movements. - In truth the meaning is, that the right

hand is lusty and masculine, while the left is feminine; and Allah has

. favoured the male above the tfemale, as though the left hand wefe to

have one favour only, while the right had two. So the right hand is
valued at3-pof the whol¢]and the left at § . (b Qun ¥,12)

When the left hand is specified in preference to the right, the
meaning is that the left hand.does the playing and the right hand the
holding; then the fule'alters in the two types of piaying, their
meanings remove and their names change so that the left hand playing
is called 'specified" (ggigig) playing, because its playing ié clearly

marked, in preference to that of the right. The result is thatithe

‘original playing (i.e. with the right hand) becomes inéffective,and is

transferred to the left harnd, the right hand playing leaves tne'right
hand, its name is deleted and its playing is termed assisting playing;
because the left hard is,spepified in‘preferencé to it, thus retaining
the playing, while the right hamnd assists it.

So the playingAis divided equally between them; for the right
»hand[priginally]represents-%=and'the left 5’, but the right loses é}
owing to its weakness in this place, while the left gains é‘owing to

its strength in this part,and owing to the weakness of the right.
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Thus the playing rests equally with the left and right hands, and we
never favour the left above the right. But among‘adveﬁturers and men
of war, though not in singing and playing, they say that the left hand
is the more effective and the more courageous, because in a figﬁt if
parries the blow before the right hané rushes in to strike, and because
it meets the weapons alone béfore a blow is struck against ihem. Ang
one who repels a blow from someone else,when.unarmed,is braver and
stronger than he who rushes, armed, to strike for himself. But this
rule carries little weight in the matter of strikihg strings because
they are governed-by conditions and meanings comprehended by the rules
of the art[of musid concerning the number of strings and the use of
them., | |

The. number of strings in the harp is not specified; some make it
with 100 strings,lothers with fewer. When it has many strings, it has
a loud sound and takes much playing, while when the strings are few,
the division is sound and the playing easy. The best is that which
has 60 strings in two divisions,forming two cycles each of 30 strings.
From each 30 subtract 6 qu the number of the 6 Aw§z§t,so that each
part is left with 24 which is what applies particularly to each of the
strings,which thus form 24 giﬁé@_of music, The .strings are also
arranged according to the lawbof the 12 modes already noticed; each
mode has two parts,and therefore 1l2|modes have 24 parts. If to each
cycle, which you divided into 24, you add 4 more, corresponding to the

fourfold principle, each cycle has 28,corresponding to the 28 Mansions

“of the lMoon so that the rule is in accord with the universe also.

If you divide the instrument into 48, (i.e. if you make it with
48 strings) each cycle has 24 ,and there remains nothing to give rise

to/
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to the 6 Awazat; so the rule becomes that each mode of the 12
corresponds to 2 string, an arrangement which is better than any other,
since each mode has two parté amdng the strings, one for the ggggif
and one for the thagil. Or agaiﬁ if you divide it into§24 strings in
two cycles, that division is balanced, since each cycle consists of

12 modes, and the rule for the whole harp corresponds to the 24 qigé@,
the same idea as in the Qﬁgigg,which has 24 strings in two cycles, each
having 12 modes according to the number of the 12 Signs of the Zodiac
which also form 24 qigép, |

This type of division leaves nothing over, and has no place for
the derivation of the Awazat; but their rule appeared in the principlé
based on their relation to the first division into 60 (col. 151.) Thatf
is that you add to the 24, which ybu have, the fourfold principle,
thus giving 28Acorresponding to the number of the 28 lMansions of the
lioon. But the derivation of the AwAzat is lacking in these [pther)
divisions.

This is the origin of the use of the harp and all the other
stringed instruments; they depend on the four elements bf the hﬁman
body, so that the nature of the string corresponds to the physical
naturej; the result is pleasure, and excitement is produced without
trouble, and every time the playing gains force ﬂhis excitement
becomes stronger, a fact which was noted by the theorists.(é;bépg
al-asl).

The first man to make the hérp was Shahriyar b. Khagan the
Persian, and he named it "jank", three Persian letteré which in - .

Arabic mean an instrument but which?in.Persian are explained as

N

- "beating" (zakhm), because it requires a strong beat when it is played

and/
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and bécause it produces a great volume when the strings are violeﬁtly
moved. When Al-Mu‘izz (first Fatimid Caliph of Egypt. A.D. 969) first
came to Egypt and conquered it, they came Jjoyfully to meet him and
congratulate him, accompanied by musicians who played in his presence
onvall the instruments. He listened to them and considered them for a
long time, then said to all of them "Be silent except for the harpisth
énd to him he said "Play!" So they remained silent while the harpist
continued playing, ggéfif and pgggi},}in which the beat of the harp

fitted the beat of the veins, stationary and moving in the human body;

- [that playinglhealedlthe anxiety of Al-Mu‘izz, and made him long for

‘excitement and shake his head. He asked "What is the name of this

instrument?® They told him "It is the Persian harp", and he said "It
has left nothing else in the world of muéic; its playing excites and
awakens desire, and it can be delicate whern the singer is. silent and
the harp plays [alonegl." The people of early times spoke much'about the.

harp, but [other] instruments of this age have superseded it so that it

‘has fallen out of use and little is heard of it among men, .although it

is the noblest and strongest of all musical instruments.

So it is told of one of the Kings that he had a nephew who loved
recreation and music; these things his uncle had forbidden him,| but he
would not abstain from them. Now one day there came'tb the King,
envoys from another similar King who had a greater palace, was stronger
and had more wealth and followers. He kept a hundred musicians who
sang before him night and day without ceasing, and he never tired of
their musie. We also kept five hundred slave girls who played lutes

and ‘tambourines, harps and flutes,and all kinds of musical [instruments]

" of their strains he never wearied night or day. So when the envoys

came/
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came to him,the King'took them to his nephew‘é house; that night they
heard sweet music, and exverienced great pleasure and excitement,|and
1s§. they imagined that that sweet music came from the royal palace, not
knowing of the King's nephew.
] Then the nexﬁ day the King‘received them, paid them honour, and
entréated them kindly énd_with frieﬁdship. He asked "Did you spend a
pleasant night?" and they answered 'fle spentjit])in luxury, with
wonderful melody, and we heard such music coming from your palace as
confused our wits and perplexed our minds. By Allah, Oh King, indeed
<:> you live in luxury!" When the King heard that, he looked at them and
smiled; then he said "That was not in my palace, but in a palace
nearby, belonging to my nephew who loves music and desiresgsport night
159 and day, never wearying of amusement and recreation.' Indeed we haven
forbidden him these things, but he cannot restrain himself from them, ¥
They asked "Oh King, why are you not interested in music?" He said
"Never in my life have T had experience df it." Then they answered
"We are amazed at how your natural intelligence has sunk to the level
of the beasts." He asked "How is that?" and they told him "Because
() you have denied yourself the pleasure of music, so that no desire stirs
you, nor does any thrill touch you; your heart is dying,and pleasure is
far from you; your care is great and your joy little. We have seen
Kings very different; andvindeed our own King keeps a hundred musicians,
tbo. §while in his ﬁalaée are five hundred siave girls who play all kinds of
musical instruments. Vet [even]there we have never seen or heard the
like of what we heard yesterday."

Then the King said "Bring me my nephew!" and when the latter

3 1 ‘ . )
stood betore hlm, Were there those in your house yesterday who were

singing?"/
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singing?" ¥e answered "There were; they were four, a harp player, a
tambourine player, a psaltery player,and a flute player."v The King
said "Bring them to me!" and when they stood before him, he said to
the envoys "These are they who were singing.yesterday." They said
"Ye wish to héar them," So they commenced to sing, each one alone,
and the King listened to them, and the envoys and all who were present,
All were amazed at them,}so that those who stood by wefe charmed? and,
when they heard them,the peonle said "Indeed these men have[produced]
a wonderful thing and a beautiful sound." The King said to them "You
have charmed us" and they answered '"Who is there who remembers
and does not desire it? But as for you, Oh King, music has never
moved you." He said "No, nor do I know what this ‘music' is."

Then the harp player said "Oh King, if I charm you, and delight

your heart, and bring you pleasure till you know what music is and

-till you enjoy it, so that the very memory of it makes you desire it;

if I do that, what will you do for me?" And the King said "I will
give you an immense sum of money." He said "Then let us fix
conditions between us" "What conditions?" "Thatlyou will not
withdraw from what you say." So they made an agreement to their
mutual satisfaction, and then the harp player said "Oh King, sit in
your place on your throne as you are accustomed. Do not'change or
move your position, but watch how the art of music is managed."

So the King sat in his place, and the harpist commenced to play

his harp; and those who were present listened to him until they

imagined that they were on a ship in a stormy sea, from the power of

the music; and because of that music they could not control themselves.

As for the King, he sat digging with the ankle that was under him

until/
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until it left its mark on the couch beneath; he did not speak nor move
from hié place. | so thgt those who were there said. "Of a truth we
have not seen this Kiﬁg change[ﬁis position)or move from his place.™
Then the harpist séid "There ‘is no power and no might save in Allah
the Exélted, the Great." And he played [again], reversing the playing,
and he changed his notes, producing others, and he altered his beaés,
using others. Then he played more violently, and then more lightly,
singing slowiy. "So he continued till his playing was very powerful,
and All2h gave him assistance and help. The music gripped the King,
and he experienced pleasure such that he could not contain himself,
and such that he saw what he had never before seenj so that he almost
died by reason of his joy, and his seat was worn away from?under him.,
Then when thé music was finished the King said "Now show me how
you have charmed me." The man said to him "Move from your place till
I look at it; and if there is no mark for me to see, thén I havé been
worsted by you." So the King moved from his seat, and the man looked
at it; and the couch under the King was indented with the mark of his
ankle. Then the King said "Great is Al1lZh; by Him, time after time I
nearly died for joy,‘by:reason~of the rapture which came upon me, and
the music which I heard." The man said "This is music which we have
studied and learned." So the King gave him a princely sum, saying to
him "Sit in my presence and play your harp that I may hear." So he

sat and played it in his presence.

B. Commentary.

This section of the MS is the more interesting because there is

extant comparatively little in Arabic literatube on the subject of the

;harp./l
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harp. The treatment of this instrument, one of the finest as well as
the oldest of all musical inStruﬁents; (we have proof in Masfudi III,
¢3 that its use at Mecca was anterior even to'that of the 1ute§ férms
a good comﬁentary on the power of Eoslem.relicious law. For although
the kinnor of David is accepted in the Old Testament unhesitatingly as
a'religious" instrument (cf. Pss. 33, 57, 81), although among the

Sasanians,the van had its place in the royal orchestra, (cf. the

@ég -1 -_Bustén‘reliefs) among-the Arabs the jank carried a flavour
of immorality, of sensuality and luxury; its associations were erotic
or alcoholic, or,generally,both 1ndee6 durlng the times of the early ‘
Callphate the word cxh\uo or female harp player had come to mean a
lady of véry easy virtue. Nor was this a new thing in Arab society; it
is surely more than a coincidence that Al-Afsha Maimun b. Qais‘the
pre-Islamic poet was celebrated for three things, his amatory affairs,

his intimate descriptions of wine parties, and his love for the harp,

S0 great the latter that he is called "“the harpist of the Arabs."

His famous lines, translated by Nicholson (Lit. Hist. p. 125) bear
witness to all three things. |
It is interesting in this coﬁnection %o compare a few lines from
Husrau ut-Reték,GS published by von Stackelberg in the Vienna Oriental
Journal 17 (1203) No. 9. They give a very similar picture of the
conv1v1al use of the harp. | |
With the maldep who plays the chang excellently, when her
voice is high and sweet and she has a facility in that art; and
with the player of the-zig in the great banguet hall, no
entertainment’can cempete.

Incidentally this casts some light on the difference,previously noted

by/
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by Dr. H.G. Farmer (Studies IT 74) between the vin (van, von, or vun)
and the chang. Perhaps it was that the vin, the lower sound chest
harp, was heavier and more suited to the male musician than the lighter
{Sbéﬁé- But for our purposes here it is sufficient to hotice the
traditional association of the harp with feasting and drinking. The
fact too that it was a favourite instrument for women did not lend it
acceptance in the eyes of the strict, to whom it had a distinctly
unsavoury influence. «

Against sﬁch an influence the Moslem legists set their faces
uncompromisingly; music was banned, and most especially were such
musical instruments proscribed as incited to desire; the §ﬁéfi‘i'
school specifically ban the fud, jank, and nay for this reason.
(Al-Ghazali: Thya 214.) The result was inevitable; the instruments
did not go out of use, but they "went underground" so to speak, and
flourished in obscurity, until a later age brought a relaxation of the
rigour of the legal code in practise if not in principle. So it was
with the harp; we find it in use still in the time of Evliya Chelebi
(17th. century) and even before that it is fully detailed in the

Persian Kanz al-Tuhaf of the 14th., century. A similar argument has

often enough been formulated against the saxophone in our own time, but
in spite of the fulminations of over-rigorous moralisis, the saxophone
retains and even seems likely to increase its popﬁlarity. None the
less our author tells us (col. 156) that the harp had by his own days
been superseded by other instruments and was seldom if ever seen,
possibly owing to its growing complexity and cumbersome size.

The vocabulary of this section ié, on the whole, straightforward;

1,9 . - o . - . —
two kinds of harps are mentioned, the “Ajami or Persian, and the Misri

or/
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or Egyptian, ané a détailed discussion of thése will be found later
in this'commeﬁﬁary in dealing with the description of the instrument.
Thé word used for the harp is —£*1~; , one of two words commonly used
of this instrument in Arabic writings. It is recognised as usual as
a Persian word, but the etymology given by our author disagrees with
the normal explanation; he says that the three letters 2>9-—> refer
in Arabic to the ﬁarp as an instrument, but in Persian are explained
(tafsir) as "beating," Further he explains that this name was given to
the instrﬁment because it requires a great deal of physical effort in
playing. Now this is possible without‘straining_either the #Arabic

or the Persian words: the Persian letters < and - are both trans-

=
literated by the Arabic , just as the Persian _s9 and S both

< o
become Arabic —s5 j as a result the two Persian words ._LS:L;5 and

e s ¢
»isg;é- both appear in Arabic as —2>3> ., The first of these is the
generally accepted derivation for the naune &f the harp; it means .

"pent" or ‘"crooked" and describes adequately the humped back of the
e

harp with the upper sound-chest. The form ——15:l4> is a root
meaning to fight, strike or beat { vd. Vullers s.v.) and may be
equated with v4$; 3 from which comes the Arabic &ﬁ,sj used commonly
in this MS for a plectrum, an etymology which would be just as
suitable as the traditional one. But in spite of this suitability it
is to be remembered that the writing of the name in Persian ard

, thang &
Turkish literature is always of the form L 2G>, and the probabilit;
is that our author, being little acquainted with Persian, has confused
the two words in his effort to find a reasonable derivation.

/ .
It is unfortunate that in this treatment of the harp we have no

suggestion of any name other than Jjank. There is ﬁot the slightest

reference/
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reference even to the term Ef;o,which is still more common than
in Arabic as the name of the harp. It is to De regretted also that
our author in his treatment has not seen fit to cast some light on
the vexed and doubtful questions of the other allied instruments of
the sambuca and the wann, the ggigggy and the Welsh crwth, these are
problems on which soﬁe authoritative guidance is needed, and we can
only regret that that guidance‘is not here. |

| In col. 146 line 5 there occurs a curious phrase which I have
not translated literally and therefore give here in full. The Arabic
runsv?fr’ éﬁua Sy enle J;Jlil?;ifE?B,Iliterally "Ehe pgugij of
the wood when the string comes down upon it should give a ringing
tone." The meaning of 3,5 is very far from clear; normally it
signifies a signature or seal put to a decree, or)by,synéaoche)the
decree itself; a metaphorical reference of this meaninz is not
impossible in the present ééntext - "the characteristic note of the
wood." The same meaning may perhans be obtained from a secondary
signification of t¢3)3 as "opinion." Op the other harnd it is more
probable that igﬁurf‘is an error for some other formj; for although
this second form verbal noun is unknown to the musical vocabulary,
other forms of the verb are not, 'E:; )for 1nstapce means both a
‘blow and the sound of the blow, a meaning which would fit very
adeouately here, and tlief is well known as meaning rhythm"but

%; ;7 is also used of tuning 1nstruments and &LLJ\ is given in
Hava as harmony of v01ces, We might therefore tentatively render the
phrase’as "the resonance of the wood struck by the string."

Tn col., 152 lines © and 10 there occurs what is surely an error

in/
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in the text. The MS reading has ;.. oS 1 33 "each part has
.~ two modes.'" As the sense obViously demands the opposite, I have
‘aitered the te&t to read accordingly.
Col. 155 line 6 contains the anomalous form  g=+e 3 in itself
meaningless, it might be intended either for E;; to lean towards, or
Q;J;% to listen to. I have preferred the latter reading as being
more in harmony with the sensé. |
The invention of the instrument is ascribed to a Persian,

Sbahriyéf D. Kﬁéqén,and no réason is given for its'invention,nor is
any story attached to iﬁz in sharp contradistinction to the other
instruments treated of in this MS. The importance of this story of
.in&ention lies in.the'race, not in the name of the person mentiohed;
Khagan is, of course, the full form of Xhan the Persian and Mongol
‘honorific title, and the only Shahriyar known to history is the
usurper who seized the throne of Persia on the death of Khusyau
Parwiz in 628, (Malcolm: Fistory of Persia I 136) 2 mést unlikely
inventérx for any musical instrument. But although the personal name
is but a figment,‘it does not necessarily follow that the tradition
of Persian invention is the same., Indeed it is highly probable that
it retains a trgth overlooked by other writers. Evliya Qpelebi e.g.
attributes the invention of the Harp to Pythagoras, just as Al—S@alébi
staﬂes that it was a Byzantine instrﬁment; but Farmér (Studies II 30)
states on authority of Strabo'that the Greeks borrowed all their
striﬁged and necked instruments from the East. Though this may be
doubtful in the case of the lyre, the classic Greek instrument, it
seems true of others such as the psalterion, the kithara or«pka‘vg

and the general class of instruments known to the Arabs as ma‘azif
with/ |
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with which we are here concerned. It ié'interesting to compare also
the oration of b. Khurd3dhbih quoted before from Miasttdi VIII;
according té that passage '"the music of the Persians was with lutes
and harps," ( g>—o the common vafiant for igg&) while the folk of
Khurasan had the muwannaj. (This reading depends on Farmer's emended
 text, baséd on the Berliﬁ Siaatsbibliothek MS; vd., Farmer Studiés I 55,
Thus the proveﬁance of both these members of the harp family, the sanj,
and the @gw§9g§3,aéﬂof the jank in this MS, is given as Persia.
waever thatvmay be, it may be taken as authéntic that the harp
was one of the eafliest instruments, and that jwherever it originated -
if indeed it had its beginning in any one specific district - it was
éarly widespread over the civilised and even semi-civilised WOrld.
Diodorus Siculus (lst. century) speaks of the Celts as having an
open-stringed instrument like a lyre,with which their bards
accompanied their songs, and whether or not the reference“is to the»
Welsh crwth, it is certain that this instrument is of considerable
antiguity. The assoc%@tion of the harp with Ireland is 1egendary; and
- from the elghth century we have the "hearpe" of the Beowulf. Karl
Geiringer (Musical Instruments, 67) doubts whether the word should be
taken to apply to the harp as to-day known, but even so,in its meaning
of a plucked instrumenpﬁﬁust have referred to something of the harp
family; in any case it is impossible in historical perspective to
limit the word ‘'harp" precisely to the instrument as wé are familiar
‘with it, or to any one type as a standard.
The description given of the harp in this MS is extremely |
interesfing. Two types of harp are mentioned; first the old

" traditional Persian harp, attributed to anhfiYEP, which is passed

" over/
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over almost in silence and wﬁich we may ‘therefore présume»to have
been of the conventional triangular shape, with the upper sound chest
and curved top. This type indeed is illustrated in the plate

appended inAthé MS. to this chapter; it shows in a raﬁher careless
dfawing,very mich the same type of instrgment as appears in one of the
fig. 3); we have the same slightly acute angle between base and sound
chest, and the same pronounced curve on the back of the latter with
rather more of a hook on the erd. The strings, fourteen in number

are apparently fastened to the sound chest and stretched to tuning
pegs on the base. (String ends, only twelve in number, may be seen
below the base.) A curious feature is that there seems to be a kind
of "foot" at the angle of the frame; this, resting on the ground,
raises the harp to a height suitable for playing by a comfortably
seated performer. Apart from this, the "Persian harp'" conforms most
admirably to the old Sasinian models.

The instrument named here the Egyptian harp is yet moreé
interesting; it 1s described as a new invention of the Egyptians,r
having two '"faces" (QT”“*V ) and a woodéh shutter ( 5340 ) which
passes through between the strings (/,ujﬂy \rﬁi'%}jL‘? e wa there is
no doubt about the Arabic words used in this passage. o=y is always
the playing face of an instrument; e.g. the oy of the lute is the
flat top surface on which the strings are mounted, the oy of a drum
is the skin -or paréhment -covered head. So when our author says that
the Egyptian harp'had two faces, he must mean that it was equipped
with two sets of sounding strings, one set on either‘side. How this
was accomplished we are told; a wooden shutter,passing between the

strings/
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sirings)formed a common back or resonating board for both sets of
cords; and we are even given the reasons for the incorporation of
this unusual feature:- first in order to strengthen the framework of
the harp, as it would very naturally do; second in order that both |
the harpists hands might not be visible to his audience at the same
'time; and third to increase the resonance (cf. supra), This
. description and catadlogue of reasons - unusually accurate for this
MS. - dispose of two out of three explanations which come to mind.

1l It is tempting to speculate that this Egyptian harp was an
approximation to the conventional Européan type of instrumeht
with the ‘'pillar" running between the base and the SOund chest
arm. This would certainly satisfy the reason of increasing the
strength of the framework, but. it does not in any conceivable way
give two faces, any more than in the Persian harp, nor does it
provide for one ot the harpist's hands being hidden, nor yet does

"1t supply wood for the strings'to strike upon. ;

2 lore possible is the hypothesis that what is described here
is something of the family of the Greek kitharsa. But the kithara
was so far as we know strung only on one side ard could therefore
.not be said to have two faces; again it was an instrument of very
different shape from the harp, a fact which would surely have been
noticed here,had the reference been to it.

3 So we are driven to conclude that our author meant exactly
what he said, an ordinary harp with additions.' The instrument
thus depicted bears a striking resemblance ‘to the.so—called‘
Pointed Harp of the seventeenth century. This Pointed Harp is
thﬁs described by Geiringer (Mus. Inst. p. 165) "This instrument

has/
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has the form of a wing, and possesses a sound-box placed between
two ranks of strings. On one side of the sound-box a;e the high‘
strings, which are of steel, and on the other the low strings
which are of brass. The player stands the Pointed Harp on the
table; or rests it on his knees. With one hand he plays the
melody on the front of the instrument; with the other he plays

the accompaniment on the farther side." When this is compared in
detail with the description in col. 145, 6, the two are almost |
identirgal. And when Geiringer's last senténce is compéred with
the Arabic method of playing, discussed below, the identification
is well-nigh complete. Confirmation may also be soﬁght, though
rather more doubtfully, in col, 151 ff, where the number of strings
is discussed. 1In each case the strings are divided into two

with bass and treble strings on different sides of the central
sound-chest, Especially.in col. 152 where each mode has two
strings one for the &hgﬁif and the other fbr the_ggggi}) it is
tempting to suppose that the author meant to write 3 for _5-bs
meaning that éach mode attached to one string in the treble and -
one in the bass. But the phrase khafif and thagil is of too
common occurrence in this M8 to allow of any such supposition.

As to the number of strings on the harp, considerable latitude

is allowed; the number may reach 100,or may be as low as 24. Belween.

these extremes we may have 48 or 60 strings, the latter being

specified as the ideal number, more, we may suspect, in the interests

of the author's numerological theories than in the interests of pure

scientific accuracy. But all the authorities are divided on the

‘matter/
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matter of the number of strings requisite to the harp. Evliya
Qgelebi for instanée givesiéo, while b. Ghaibi is content with 173
older instruments had fewer strings. The truth of the matter probably
is thét;‘considering the nature of the instrument, the number is, as
our adthor~remarks, not specified; the harp is, even more than most, a
pérsonal‘instrument,rand the number of strings{could conveniently
depend. on the tasﬁe and the ability of the player.

The method of ?laying'the harp is also clearly stated; the
harpist uses both hands on the strings, either hand producing the
melody, and the other "assisting" it. If the right hand has the
 melody,. its playing is éalled "nggigﬂ or strong playing, if the
left it is "pgiyiyﬂ or specified playing; in both cases the
subsidiary hand's playing is classed as "mgiigﬁ or auxiliary playing,.
What this méy mean is a matter for conjecture; it is tempting to
suppose here an advanced Western theory of melody and-éccompanimentJ
as on the pianoforte, one hand, as in the Pointed Harp above, playing ;
the air,and the other striking a series of chords in varying
harmdnies., Unfortunately such is against all precedeﬁt in Arabic
music which is melodic only, all unison and no harmony. So we are
compelled to fall back upon the conclusion that what is intended here.
is the method of playing called by the Greeks Kt?&ngqG“S, i.e. the
production of melody from an instrument of unstopped strings as an
accompaniment to singing. TIn this technique, one hand picked out the
melody on the strings with the fingertips, while the other hanrd, armed
with aAplectrum, swept across the strings in the intervals of the song.
The point is that the Massisting" hand had some definite contribution

to make to the produbticn df music, whether by stopping hhe strings to

produce/
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producé'harmonies or by sweeping out arpeggios or by any other method.
It was not as in.the.case'of the psaltery kept in reserve to deal with
any emergency which might‘arise. (cf. col.\l7l £f.)

" To sum up, them,the harps which are here‘discuésed are of two
kinds. TFirst, the old traditional Persian harp&yith the upper sound-
chest, hump backed and slightly acute angled: the second a development
of the same and something of a cross between a double harp and a.
double psaltery. The ggggé is.played exclusively with the finger-tips
with no mention of a plectrum, is used conjointly with other
instruments, as an accompaniment tb & song, Or as é solo instrument.
It is an instrument of great antiquity now falling into desuetude, ¥
‘an instrument of great range and powef;and-of tremendous emotional

appeal; M"it has left nothing else in the world of music."
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THE PSALTERY. |
A, Text. S (Cols. 165-172, 181-187.)
This instrument has two names; qanun’in the language of Syria
and "santir’to the Egyptians. The difference between the two is well
known; if the instrument is square (murabba®) on its four sides and
has no extra length, ( ~&;¢ 1lit. part, pértion) if is thefqénﬁn{
while if it has three equal (mustawi) sides and the fourth contains
an extrs length, as distinct ffém the qamun, then it is the'san@ir:
The first of the ancients to make it was a certain Byzantine sage -
named Qamun so it was named after him.' The meaning of "gamin" is
"the principle of wisdom", (aH,Slfl U;JlB ) because he was a sage, a

wise man who possessed knowledge and understanding. But some say

 that it was named the"qénﬁn”simply because it was the principle and

the standard (@igég) of the science, for the "qéhﬁh" of an art is its
standard, 7

[ihe psaltery] is the most melodious of all the\instruments, the
best, the sweetest and the most delicate in sound. And many have gone
to excess in[ﬁakingjit,(so-that they almost made it of silver and
copper; but that is not suitable because of its weight[ﬁhen made] of

metals, and its lightness|[when madé]of woods; in addition wood gives

- suppleness and delicacy while other materials give hardness and f
'firmness. But the best instrument is that which has in it some of the

~fpur woods which we mentioned in connection with the lute.

lﬁﬁe psalteri]is to be playedjlying flat as against the harp and
the lute; for the lute is held in the hand of the player, while the -
harp stands upright like the web of a weaver. (See Commentary){ But
there/
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there is none of the stringed instruments except the psaltery which
can compare with the mﬁs?ga, because something of its sound is in the
psaltery, something which resembles its shrill r3n01na tone: tblo is

K]

because the foundation of the mu31qn is coooer,{and copper has the

~quality of shrillness and clarltv of tone; so also the psalterv

operates by copper strlngs which fall upon wood, thus giving
shrillness, If these copper strings were striking upon pieces of
copper or hard bone, that would give clarity and hardness of tone
with no softness; and so it is that all the instruments which have
copper in them tend to be shrill and loud, as against those which |
have no copper in them, such as the tambourines; excepting the
castanets ( Zr;?:—:p ) in which the'cooper seems &S though it were
deaf and has no clear ringing tone. The psaltery has a delicacy and
sweetness of tone above all other instruments; and it has also a
strange secret not possessed by any of the others, namely that if an
ant walks on it]you will hear the sound of its feet upon it.

The psaltery is the fourth grade ( zﬁi;;J; ) from the mﬁgigg;
for Abu Hasén Ahmad b. UAmid Al-Sha€ar was once asked "What instrumen
follows the misiga?" and he answered "We know no instrumeﬁt better
than the lute, so it is the second raﬁk ( é;§: 3 ) from the musiqa,
Then after that and near to them comes the harp, so it is ﬂhe third

grade. Then the comes the psaltery which is the seal of them allj fof

- 1f we had not the mﬁ§§g§, we would fill‘its place with the psaltery.“

But he did not treat it as afcomplete]substitute. So it is the
fourth grade of music; in it the four grades culminate, ard they form

four stages ( —J p;; ). The first stage was the revelation of the

musida and the origin from which its modesfissue; the second was the

lute/
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lute which has delicate strings and a sweet playing, the course of
its modes coming from its strings; the third was equally shared by

the playing of the harp zlone (c¢f. Wright IT 154 C, D.) and along

~with other instruments (.E>;1.L=. lit. followers); the fourth was the

psaltery whicﬁvcomprehends éll of them,

It is played with the right hard, while the left is kept for
adjusting[@he peg§L (1it. for opening and shutting) as auxiliéry to
‘the right§ because the strings are really reéponsible for the playing
in that they are sometimes tigﬁt and therefore strong, and sometimes
loose and therefore weak. Whenever anything goes wrong,[ihe playei]
puts it right with his left hand while his right is on the strings,
occupied with the playing. The player sometimes twists[&he pegé]with
the left hand and sometimes he plays with the right hand, because the
latter has a greater diversity of movement and does not turn away or
stop in its work for a moment.[ Thus it remains; otherwise the
playing passes away from it: for.ifrthe right and'left hands both play
the playing is all right in that way; but if the left hand does the
playing while the right remains idle, then the psaltery loses its
position and the playing is altered to "afsar" which is playving with
the left hand. There is no fault in the playing, but the fault lies
in the musician and not in the instrument. . |

It 1s necessary ihat on the face of the wood under the course of
the strings there should be small holes, that the music may come up
without the notes being hindered. (But cf. commentary.) The same
device is found in tﬁe lute also which the psaltery resembles in many
respects, the arrangement of the lute being coincident with that of
the psaltery, though the latter in many respects aiffers from the lute

and/
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and rather agrees with other instruments. -

As to the number of strings inAthe~psaliery,}you will not be
praised for having too many; nor will you be blamed for having too few;
for'éveryone has Jjust made his own.decision.anﬁ~followeé his own way.
Some have many strings while others have few, but those who have many
have no cause for boasting and those who have few do not diminish the
value of the instrument. But whenever the number of strings is
increased, the volume grows and perhaps the range (lit. notes) is 
extended; and ‘whenever the number is decreased, the tone becomes purer
and more delicate, although weaker.

A Story: Tt is told by Al-Fadl b. Al-Rabif saying "One day I
was with the Caliph Al-Rangd in one of his gardens; he was diSportipg
himself aiong wiih a number of his friends who had met in a palace of
his, builtlin that garden; it was named the Palace of Amusement (.
j;;li}f.;;Lé ) and had been built by the Caliphs, who resorted to it ”
when their minds were straitened; to it they went to amuse themselves,

"Wow on that day the Caliph had taken medicine for his body, and
he sought amﬁsemént in that palace to distract his mind after the
headache of crowds. I was with him, and Ja¢far, lfuhammad b. Al-kundhir,

Khalid the Barmecide, NMasrur and another man who came from Al-Basra and

who played the psaltery: [so there werg] six of us, the Caliph making

seven, and no more. During the night the Caliph was troubled and very
restless, so that Ja¢far said o him 'Commander of the Faithful, if Qe
wére,tb leave this palace and walk tbwards the Tigris‘wé would find

gfeater_diversion;jwe could ‘see some novel sight and take a stroll. So
your care would leave you and your anxiety and grief‘would depart from
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you.' And the Caliph agswered 'What you say is good, Ja®far.'"

Al-Fadl continued "Sé we went out by the garden gate which gave
on to the bridge; it was a2 small gate like a wicket belonging to that
gafden, and it led to the bridge. There were four gates, one on each
side; one led to the populous quarters, the second went té the gardens,
the third led to the city, and it was the great gate by which.the
Caliph came in'and went out, the principle gate of the garden through
which ran the footpath, ard it formed an antechamber, arched overlwith
trees; and the fourth gate was the river gate. It was by it that we
wen£ out, and when we came out at that gate, going in the direction of
the bridge, before we had gone very far we found a boatman on the
river bark where he had moored his craft. Iis name was Raghid and he
was well known to the people of the town. When he saw us come out at
that gate and go towards the Tigris he knew that no one came out of
that gate except personal friends of the King or one of the members of
his household. WYe called him in jest, but when he saw us he was glad
and welcomed us and besought us to come down into his boat. The
Caliph accepted, so he brought his bost in for us and the Caliph went
on board and we with him. |We sat in the waist of the boat, and no one
remained on shore. 4 A

"Then Jaffar said to him “Take ué to yonder mile stone towards
the Clattering Steps and back.' So he sailed his boat to the place we
desired, and then back again. We found that the moon was shining
5rightly, the weather was fine and the night was still; so the Caliph
said to the boatman ‘Take,us towards the western side.' And we went
that way till we got there.

"Now that man who played the psaltery was with us, playing it

without/
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without ever Stopping or resting from it. We returned to the place

where we had boarded [the boa@L and there we sat at the foot of the
bank while that man]still played his psaltery for us and we listened
to him. The night was fine and the weather was quiet, but because of
the powér of the music which affected us, we thought that the boat was
tossing with us on the river, while actuzally it was still and
motionless., Then he played again, and the very river almoét was
troubled by the delicacy of his hands, the vperfection of his technique
(san‘a), énd the purity of ﬁis notes. Then;when he played the third
time, he repeated his playing and sang slowly, demonstrating the
perfection of his technique. And at that time Allah the bxalted gave
him a marvellous voice and the strength to playé so he began to play
the psaltery, moving its strings, altering the style by changing the
notes and shifting the rhythm time after time. .
I"Meanwhile Webwere amszed at him, wondering at his skill of hand
in playing and his sweetness of voice in singing. And behold, there
was a frog in the Waterj and because of the power of the music which
we were hearing, 1t was not noticed until it jumped from’the river and

landed in the boat beside us; and we were amazed at him and at it.

. Then vWe returned home immediately along with that musician; and the

Caliph said to him 'Stay with me and sit in my présence, plaving to
me on that psaltery as you played on the boat; and I will show you

favour, and give you whatever you wish.' He said 'To hear is to obey,

with Allah and thelCommander of the Faithful.' So the Caliph showed

him great favour and gave him many valuable things; he esteemed him
greatly, and kept him near to his own person, so that he sat in his

presence playing the psaltery."
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B. Commentary.
After the harp, by a natural association, our author proceeds to
deal with another instrument of the same family,.the psaltery (
o U and ,»ledi ). These two instruments, harp and psaltery
provide an excellent example of the divergent evolutionary paths
which one basic type may take. The fundamental principle of boﬁh is
the same, the principle of having a separate string to produce each
note instead of, as in the ‘ud, rabab and other necked instruments,
having one string produce various notes by stopping with the fingers..
From this original; the two main types of instrument, harp and
psaltery advanced in different ways, the soundcﬁest of the harp being
located either horizontally along the base, or vertically up the back,
while in the psaltery the soundchest grew behind the strings which
were supported on bfidges, passing over it. So the two grew apart,
each going its own way until in spite of their common origin there .
comes to be no resemblance between them, as in the modern chromatic
harp and the»Central European zither.
| This common origin, indicated by ﬁropinquitj in tﬁe MS, is
clearly recognised by the Arab theorists; Al-Farabi in the Kitab
g;:yggigi classes them together thus: (@'Erlanger I 286) "Il nous
faut maintenant traiter des instruments dont les cordes sont jouées
& vide. Chécune des ndtessde l'échglle y est engendrée par une corae
spéciale, 2insi qu'il en est dans les ma3zif, les sumuj (harpes et
cithares) et autres instruments de mdme famille.™
That théy were stringed instruments is generaliy agreed (vd. Enc.

Islam TII 528); -the very wording of the quotation from Al-Firabl
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given above is proof of their having strings. In addition they are so

defined by the lMafatih al-Ulum and by Al-Mu@arrizf. But what manner

of stringed instruments is by no means so certain. From a passage by

the Bani Visa in the MS entitled Al-zlat illati tuzammir binafsiha

- (Mashrig XVI 454) it appears that the matfzif are different from such

instruments as the lute; the phrase runs " - the lute, or instruments
of strings like the ma®dzif." What better meaning for "instruments
of strings" as against the lute, could there be than "instruments of
unstopped: strings."? This would reduce the possibilities of the

meanings of maazif to 1) a generie name for the harp and psaltery

family, or 2.) one branch of that family in particular. The former

is the less probable in the light ot the quotation from Al-FErabi
which implies a difference between sunuj and maSizif, so that we are
reducel by the logic of our argument to the conclusion that the
ma‘5zif were the psaltery family.

In sn earlier translation of Al-FArabi, Kosegarten rendered
me3zif as phorminges’ (Liber Cantilensrum 45) the oldest type of
Greek lyre (vd. Liddell & Scott: Greek Lexicon S.V.), although in two
other passages (Lib. Cant. 77, 110) mafizif is tranélated as''nablail
the Greek form of the Hebrew a*?g;l; this instrument was in fact
the psaltery and not the harp as it has so often been translated;,ﬁﬁéﬁ
Hebrew harp proper '73§ 9 was more of the nature of the Greek lyre.
(cf. Garstang: Heritage of Solomon p. 388), A'parailel¢Latin form

fFound

naulia is fe=med in Ovid (Ars Amat. 11T, 327), 2nd both Greesk and

Latin words would seem to be loan words from the Levant to describe an

“instrument borrowed from the Tastern reighbours of the classicsl

nations. Clearly the reference of ma®azif is to that branch of the
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harp family characteristically represented by the psaltery and its
associates; this is the more certain because of Al-Farabi's |
inexplicable silence aboutl the psaltery; not once 1s it mentioned in
the Kitab al-Musigi by name, as would be expected in such a work. If
therefore the reference of magég;f is not to the psaltery family,_the
inference is that all such instruments are passed over in silence, .a
conclusion that is almost unthinkable. Similarly in the comprehensive
work of Al-Shalahi (13th. cent.) the ganin is not mentioned, though a

mifzaf is.

In addition to these facts, the meaning of \_5;;;~1 itself
bears out the reference to an instrument of open strings; the root
~5 < means among other things to hum, or whistle as of‘the Jinn
in the desert (c.f. Lane S.V.) an ideal root from which to take a
name descriptive of an open-stringed instrument such as, for instance,
the Reolian harp, which is in substance only a simple psaltery.

(c.f. Geiringer: Mus. Tnst. 199). It is true that Al-Shaldhi (Kit3b .

al-imtd€ wa’?l-intifi¢) quotes the 2adI AbG ?1-Fadl as saying that "the -

me ¢azif are such types as the‘bggipig and the %idan" (vd. Farmer: iius.
Inst. II 31) i.e. members of the lute family. But Al—gbalébi is not a
very reliable witness to the identity of instruments, as, in the same
MS he quotes two directly opposing opinions on the ggggépg; according
to one it is a lute, according to another a2 tambourine. It would seem
then that we may trust the opinion of the méjqrity and put the
ma(ézif down as the psaltery class., It may be surmised that .\_5;;4
e -
or 2»3 ;Jlg y Plural 5 l— was the early and original Arabic
name for the psaltery, (cf. the instances above and the usages of the

word in the early Tradition literature given below) and that this

original/
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original name was later superseded in the days of Greek influence by
the corresﬁonding Ggeek words. (c¢f. infra on the invention of the
psaltery.)

Tt is no more thsn in line with this hypothesis that in this .
present MS, presumably of late date, (cf. Intrdduction) there is no
mention of mi¢zaf, but only of the Greek loan words w ,3 C; and

° s

IS similarly in Evliya Chelebi the list of instruments
-~ - . . 5 e . .° B
includes a 530G  and 2 J y*o—e but mot a __» =~ . Both
these words are of course pure loan words from the Greek, the former
from Ke«vwv  and the latter from o «XTppcov : (It is interesting .
that in Mas€4di VIII as guoted previously, the fvao or YadTiyh
¥

a word from the same root as (Y« ATpprov, is given as one of the

mef4zif.) But curiously, in the Kaghf al-Humum the two words ganun and

santir are regarded as hardly more than dialectic variations of the

name for one and the same instrument. True a slight difference of
construction-is noted, to be discussed later, but the two instruments
are regarded as essentially the same in construction, in principle and
in playiﬁg. The form ganun ié stated to be the Syrian name for the
instrument, while in the dialect of Egypt it is known as g@g}iy.
Passing over for the momemnt the latter half of this statement it is to
be noticed that J.G. Hava who gives in his dictionary dialectic forms
peculiar to Syris and Egypt, marks ganun meaning a psaltery or harp as
a particularly Syrian usége; in the Egypﬁian dialect the'word means
"penance." Again, Farmer (Studies I 10) refers to the usage of ganun
his son) in conjunction with the adjecﬁive mi§ri, Egyptian., This he

takes to be a clue to the place of origin of the qinun as Egypt. But
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surely the very fact that it was considePeé necessary to apovend the
‘word @iggi is an indication that the ganun was not indigenous to
.Egypt,.and that the particular type of psaltery referred to was an
Bgyptian modification of an instrument which beionged elsewhere. A
similar usage has already been noted in this MS in the previous
chapter, the japgwmi§pi being an Egyptian version of the original
Persian harp. The same passage from the Alf Laila (to be found in
Burton I 395) makes reference to a Damascus lute (fud Jalaki) and a
Tartar pipe; but this is no indication that the original home of the
lute is to be sought in Damascus or that of the pipe in Tartary. A
parallel case is the reference in b. Sina and his disciple Al-Husain
b. Zaila to the dulcimer known as the §§gj_§i§ivor Chinese sanj; that
this was not in fact an instrument native to China is shown by its
- Chinese name, yang chfin or fbreign chf¢in. Originally imported into
China, possibly even from the Near East, the original borrowing was
forgotten, and in later days it became known to the Arabs again, under
the name 0f,§§EJW§E§E or the sanj in vogue in China. Iere too, then,
the qaggg may well, as our author states, belong originally to Syria.
It is stated by b. Khallikan (Biographical Dictionary III 309)
that '"the instrument called the ¢anun was the invention of Al-F&ribi."
This, 1if it be true, is significant; we need nét lay too much stress on
‘the claim of Al-Farabi actually to have "invented" the psaltery, but
what he may well have done is to have introduced it or a form of it to-
the Arabs tnder the new Greek name of ganun; irdeed so far as T can
discover, the word c)73 6 is nevé% used of the instrument before
A1-7arabI but is used more and more widely after his time. Now
Al-Farabi studied and worked almost exclusively in Syria; after his
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training at Baghdad and Harran he settled under thé Hamdanids at
‘Aleppo where apparently his books were written and mosE of his work
done. (cf., Farmer: ﬁistory Do 175 and refs.) It is therefore more
then likely, although the ganun is not mentioned by name in the Kitab
al-lisiqi, that the home of the great musical theorist would naturally
be regarded zs the home of the name which ﬁe gave to the psaltery.

So much for the Syrian origin of the term garnun; when, however,
our author goes on to remark that the same instrument is known to ‘
Egypt as the santir, he is treading more dangerous ground. For the
ggg&ig is traditionally not a psaltery, but a dulcimer, though, as
Geiringer remarks, (Mus. Inst. p. 97) it "is distinguished from the
psaltery proper less by its construction than by the way in which it
is played," namely with two sticks instead of plectra. None the less
a moderate support can be found for the statment made here in the
sayihg from Clement of Alexaﬁdria that the Gmeek Y« ATpprov was a
generie term applied to all stringed instruments of Egyptian
provenance. Fétis too (Histoire Générale II 131) illustrates Eis
treatment of the §mwgi; with a plate which shows, not sticks but
plectra, small rings mounted with a sliver of ivory or bone, called by
him '"baguettes," He also identifies the instrument with the

1’7 A 39 9 or l"?(? 12 9 of Danie:'L 3. This, in view of the current
uncertainty concerning the music of the Bible, is highly doubtful; the
name is of course the same, but the form of the )'P?NIdO is
unknown. Still it is significant that accordins to Villoteau (Qésq.
de 1lVEgypte T ch.9) the §g§§iy is a favourite instrument of the Jews
in Egypt and is played almost exclusively by them; this is borme out
by Larne who speake of the §§2§§; in common with the ngpﬁp as being
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used " mostly by Greeks and other foreigners." (liod. Bg. ch.18)

But However the truth of thé matter may be, the two terms ganun
and §gg§ir are used throughout.this section aé equivalent; indeed,
after the author's brief introduction in which he mentions both words,
it is §§g§i§ that is used throughout even where the reference is
clearly to the hand plucked gtrings of the psaltery: the word ganun
is never used after col. 166, another indication that in all -
probability the MS was written originally in Egypt.\

The text of this section is more difticult than any of the
preceeding chapters, and hés indeed seemed to me to be cbrrupt in ai
least two places; the second of these, in col., 171, will be diséﬁssed.
in a later'paragraph, under the subject of the construction and

description of the instrument, the first we shall deal with here. Tn
col. 167 the Arabic runs as follows:- ——b 0| o cé;*b‘9
R SR NP A e 4
coaSs L T eut ?LU’J’ O g
“bw if thls is to mean anything, it would mean "The playing[@f the
psaltery] is in company (sc. with other instruments ?) as against the
playing of the harp and the lute; for the lute is in it and[i;]its
master, while the harp is usually (‘J é%fr JL; ) like the web of the
weaver,'" But this, besides being almost senseless, involves Very bad
Arabic: ov,5 e gyl simply is not Arabic at 21l. T have
conjectured therefore that the reference should be to the nlaying
position of the psaltery, a very natural feature to be noted in such -

)a’/

a MS as this, and have emended the text to resd thus :- o__a)..-.p’

/2 :‘/’ ;5";/ [ 7 & e vl
! \J J TS NN 3.._'{‘ ‘f\)d-"[”
J),\j /)-VJ‘, p . /_'.D \7’ ’, -
"\"“ -~ S 3 D/ oM, @’
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This does very little violence to the original text and gives a
satisfactory and coherent serse: it involves taking ngLJJ Rad in
its literal and nét in its idiomatic meaning, "upright" or "starding'"
in place of A"usually." It is on this'basis that I have translated
in section A of this cﬁapter.

Besides this, and the other emerdation to be discussed later
there are sundry obvious mistakesfinAwriting which I have rectified
without comment in the text. Sugh_are the reading of \rsﬁ rJ "are
loosed" .for hS;ﬁ y— of the text, to complete the parallelism with
_Sue=3 (eol. 170), and the obvious change of',;;»i—é to _:legb
(Col. 182). These, together with other smaller changes in pointing,
insertions of hamza and alif etc, are not noted individually. One

such is perhaps worthy of mention; in col. 183 line 1 the text reads

w

5 ! =y Y Sl ki 55 5 the second and
third words of this phrase are absolutely meaningless, so I have taken
them together to read ETiiJiaﬁi the verbal noun of the root Y5 to
journey or to have a fresh experience; this provides the parallel to
sl y-S) '%:;J as the reading should be "to tzke a walk."

The origin of the instrument is here referred to the Greeks; for
though "Rumi" really means Byzantine and therefore Roman, so far as
Arsbic science was concerned, its borrowings were from the original
Greék tradition which mastered its Roman conquerors. The etymology
quoted in support of this supposed Greek origin is manifestly only a
popular fairy tale of thg type Which delights to find epdnquus
heroes for everyday things; the tribal genealogties of the Bible are
illustrations of the same principle, each being traced back to its

namesake as founder. But at the same time, our author does mention

the/
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the real origin of the name ganun wher: he remarks that "some peoplé'
say that it is so called simply because it was the principle and
sterdard of the science." This is a reference to the true original
~meaning of Kavwy , applied by the Pythagorean theorists to the
monochord which was used to demonstrate the lengths of vibration of a
stririg. That this instrument was not the Arabic c);—iLi or
psaltery has been ciearly demonstrated by Farmer (Studies I,4), and
so we are left to the concluéion that the Arabs, while borrowing the
name ganun from the Greeks, possibly through Al-Farabi, as b.Khallikan

S
suggests, applied it to an instrument of their own, quite dissimilar
from the l\'eW‘:*V :lff‘°*"‘é’5' of Ptolemy; that this instrument was
in all probability one of the mafizif, either the mifzaf or the
mitzafa, has been shown above. -

Tt would seem,then, that though the modern Arabic name for the
psaltery is Greek, the instrument itself'was Semitic in origin; once
again Al-lasdi would seem to have preserved the true line of.
tredition in attributing the ma‘azif £ Daiél bint Lamak. In any case.
the mafazif seem to have been of considerable antiquityramong'the.
Arabs; since they are referred to in the Traditions of Muhammad's time,
(cf. Al-Tirmidhi : Fitan,38. Al-Bukhari: Ashriba,6) it is reasonable
to assume that they were well-known in pre-Islamic times. Farmer
mentions them as being well-known be fore kuhammad in Al-Yaman and in
.Al-Hejgz, (History pp.3,4,) which is no more than is to be expected of
an instrument so closely related to the harp, whose history goes back
almost as far a2s time., The birthplace of either, it is almost
‘impossible to locate, but there does Seem a strong indication that

both were the product of the Semites,
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Concerning the construction and the appearance of the psaltery
we have rather more detail here than in any of the preceding,chaptérs.
The author mentions that some have constructed psalteries of metal,
but that they have proved inferior to the 6rthodox wooden instrument;
for material he states a preference for the four woods mentioned in
chapter 2, viz. beech, elm, teak or vine. The varieties of wood from
which the psaltery may be made seem to have been very many; the Kanz
 §$:?§§§£ gives vine or plum for the garun, red willow, shah-wood, box;
or cypress for the nuzha, (Farmer: Studies i, 12, 13) while Lane
quotes walnut, deal, beéch and poplar as the materialj Fétis gives

mahogany for the gamun, fir or spruce for the santir. Over this

wooden case were Stretched, according to our authér, copper strings,
as'is the general rule with instruments of this class. Our auvthor
explains that it is because of this fact that the psaltery resembles
the musiga in tone, and he quotes a certain Ahmad b. Hamid Al-Sha‘ar
for the opinion that the psaltery is the nearest of all instruments to
a substitute for the g§§igg. Jn this connection also he mentions that
shrillness and clarity of tone which are characteristic of metal-wired
instruments;‘citing against them the éése of the tambourine in which
these qualities are lacking.

| On the shape of his instrument our author is interesting; he
describes his ganun as being square, and his santir - which, be it
remembered is to him the same instrument - ds trapezoidal. Now
traditionally,‘instruments of this class have all been regarded as of
the latter form; but a closer inspection of the evidence shows this to
have been by no means the case. There is for instaﬁce b. Xhaldun's
statement (Mugaddima 2, 352) that the ganun was "murabba¢ "; this

word/
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word Farmer takes to be used loosely, concluding that the bsaltery
was in fact probably trapezoidal. But it is doubtful if =2 writer of
b. Khaldun's accuracy would use a word as loosely as that, and in
this MS we have corroborative evidence of the square shape of the
gariun, the same word murabba® being used. TIn addition we have definite
eviderce of a square shape in. other instruments of this classi the
nuzha of Safi al-Din Abd al-Mu’min is squaré as is that of the Kanz
al-Tuhaf. (cf., the designs reproduced in Farmer: Studies I, 12, 14)
The shape of the mughni of b. Ghaibl was "that of a board" which
means presumably, at.least that it was rectangular; and the Yang Ch€in
of the Crosby Brown collection is described as quadrangular (Cata;ogue
v, 49). |
V On the other hsnd we have abundant evidence for the trapeze
shape of both gArin and santir; b. Ghaibl and the Kanz al-Tuhaf both
give the ganun as of this shape, and the kanoon of the Crosby Brown
collection is similar. Lane and Fétis vouch for the trapezoidal shape
of the gggﬁiy; a shape correborated fof the Ifiddle Ages in Europe by
the Larousse Encyclopedia (NQHYQ?Q”PQEELWQ%RQ§§§§%2l1E§§?§5 SV,
Tympanon). Meninski indeed in his Thesaurus goes further énd equates
thé qamun with the G«pfvxny which, according 1o the Greek
1exiéographers,was triangular in shape, (vd Liddell & Scott ad loc.)
' étformlWithawhich incidentally, the description of Salvador - Daniel
agrees exactly. It would seem that considerable latitude was
permissable a£ thevvarious stages of evolution of the psaltery family.
None the less; the instrument depicted in the plate at the end of the
chapter in our MS is of the traditional form, viz. of two parallel
sides, a third at right angles to these, and the fourth set obliguely.

The/
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The placing of the pegs on the instrument is only iﬁdirectly
hinted at‘by our author when'he tells usvin col, 170 that the psaltefy
is played with the right hand,ithe left being kept for making

- adjustiments. This ﬁaturally suggests that the pegs were placed on the
left hand side ot the instrument és it lay in front of the player, an
arrangement which is borne out by the subsequent illustration, where,
however, the pegs are shown clustered round the acute angied corner,
and on both sided of the'corner. It may be surmised that thié
“extraordinary and impossible arrangement is merely in order that the
pegs may be clearly seen, as the playef's hard obscures the lower part
of the appropriate side. This left side is the appropriate place for
the pegs in all such instruments.

The discussion of the number of strings is again vitiated by the
author's peculiar ideas on numerology. In cols. 173 - 181 whiéh I
have omitted as not being germane to the issue, choice is given
between 100, €0 and 48 as the total number, but it will be seen
(col, 172) ﬁhat our author states that in this matter "everyone has
just made his own decision and followed his own way.'" In fact this
would seem to be the truth, for almost all éuthorities differ about the
number bf strings requisite to the psaltery. The Kénz;gl:?gﬁaf gives
64 for the gamun, 108 for the nuzha; b. Ghaibi gives 72 or 105 for the
qanun; Lane gives 72, Fetis 75 for the same instfument, while the
instruments of the Crosby Brown collection have respectively, kanoon 78
psaltery 15, yang ch¢in 72, and ganpir_SO; Salvador-Daniel gives 75
for the kggggpA Our author's remark would seem to be justifiable. In
his own illustration he denicts nine strings; though how reliable that
may be is questionable, in view of the fact that he shows lBlpegsl

One/
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One other detail is to be gleaned from'this section; in col. 171'
there is some dubiety in the text, as I have noted. The Arabic runs
as folloﬁrs:- . Y E— ,J~_.L_-.--7 —_— \))'£ ! br‘—""‘

| — B Ve
From the pointing it is doubtful whether or mot , &= lx—l , holes is
the word intended; the obvious alternative,to derive the word from the

.
.

root £ 7 1s no help, and it is tempting to speculate that the

e o”

word meant is —_ L& = | or pieces of wood, thereby reading into the
phrase a reference to the bridges which are a necessary feature of the -
psaltery. The reference to a similar structure in the lute would
still be in?place, irdicating the mught or bridge tail-piece, and the
theory receives further confirmation from the fact that in the

illustration at the ernd, two bridges are indicated but no sound holes,

But these have apveared to me to be over-slight grounds for altering

5

the text, and aecordingly I have read and translated bflfL;:;l
referring to the sound holes.

With regard to the method of playing the instruments under
discussion, reference has already been made to ﬁhe author's
identification of danin and santir as one and the same instrument.
There is no mention whatever of the,sgg}iy being the dulcimer, and
being played with beating rods in place of the fingers,with or without
plectra. " And as our author was seemingly aniEgyptian,well~versed_in
contemporary habits, one is led to woncer if the identification of the
§§§§§? with the 5@&&;??&5 of b. Zaila is, after all, correct. Neither

Villoteau nor Fetis mentions rods for the santir, but Lane does. The
Salib 1l

evidence is rather mixed, but it seems at least possible that our

author is correct and thst e;p%ir was used, though possibly not

exclusively/
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exclusively 2s an alternative term to géﬁﬁg.

Another striking omission is that of the plectra; never once
are they mentioned in conrection with this itstrumeﬁt. But here
again we find confirmation from other sources; Pétis does not refer
to them as used with the ganun, though théy are described with the
§a§§§y; Geiringer (us. Inst. 97) speaking of the psaltery in the
later Middle Ages, says "in the South the plectrum or quill so
beloved’of the North, was replaced by the bare fingers'", and to go
farther back still, Garstang (Jeritage of Solomon p. 38R) guotes
Josephus for the statement that the psaltery was twelve-stringed, and
played with the fingers without a plectrum. Here again our author
would seem %o be in the right. But where his veracity is more in
doubt is when he states thalt the psaltery is played with the right

.t
hand only, here all the authorities are against him, as both hands

were used in the playing.
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~very bitterly.

Qal.

THE VIOL. B .
A. Text, S (Cols. 9263-276, 279-203.)
The first to make it was a woman of the tribe of Tayy, whose !
name was Sutda bint CAmir Al-‘Absi. She had a son who was very dear tc
her, but he died, and she grieved violently for him and lamented him
bitterly. It is said also that he was her nephew, with whom shé was

in love; also that he was her son, and that his father died while he

was young; when he grew up he followed his father (i.e. died) and

renewed his mother's grief when he went away and stayed away from her.
It is said also that he was a son of her husband by another woman, but
that she brought him up herself, and when he died, she grieved for him

His name was Rabib Sutda (i.e. foster-son of Sufda) or,

as it is also given, Rabab Sufdaj these are two forms derived from[one]
word, “rabib’ and ‘rabab, as the Arabs say 'Khadib' and ‘Khadab, there being
no difference between them in meaning, When the boy died, the woman
grieved for him aﬁd lamented him day and night, until shé disturbed the
people of her tribe, and prevented them from resting by day, and from
sleeping'by night; So they complained of her to the chief of the tribe
and he forbade her to do that; but she could not stop wailing, night or
day. They complained aboutvher again, and again he forbade, but she

could not cease, and every time her grief increased,|she increased her

‘lamentation, so that she disturbed the people of the tribe.

So they took counsel concerning that wbman,'what they should do

with her, and all agreed on cutting out her tongue, so that she should

not be able again to vex them with her tongue, or worry them with her

wailing. So when they cut out her tongue, she was prevented from

wailing/
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wailing, but‘her grief was very great, so that she could not bear it.
Now she had a great deal of money, and she paid some of it to have a
viol made for her; and she named it after her son, and started to play
~on it. In the wailing éf it there was theﬁsopnd of é%e human voice
weeping, and every time the rabab wailed it renewed her grief, and she

66,
crying, so that she vexed her people

n

wailed along with it as it wa
again. They said "There.is nothing for us to do, except to drive
this woman out from among us until she regains her senses; So may we
have rest from her." So they gave her to one of the sla&es, and
entrusted her to someone, to guard her and serve her till he had
brought her out of the land, and away from their tribe, |
When they had done that, she remained in whatever district she

came t0, giving money to whoever would make for her a water-wheel.
“hen it revolved and creaked loudly, the women wailed and wept at the

atY. - sound,|and the rababh did the same; it was never away from her for a
single hour, and whenever she played it, she wailed along with it,
because it was a help to her in her sorrow. So when.thévmatter was
noised abroad and they understood the rabab, all the Arabs started
They sang elegies to it and lamented; or they sang, rejoicing in yhat
Al113h had given each of thém, and provided for them; some it made to
rejoice, others to lament., For all musical instruments combine

248 rejoicing and sorrow; as they say'i"ﬁt depends] on the singer what he
sings, and on the hearer what he hears." = So every one hears what

accords with what he has grasped.

So it was that a certain upright man heard someone haWKing thyme

. ) . P '> 3 :; ” .
: 2 s " 1" v v e . Y.
in one of the bazaars, crying "Wild Thyme" ( “r;“tf' o )

and/
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and that man fell down in a faint. IWhen he came to himself he was
asked about it, and he said "Verily, I heard him shéuting 'At once
°shall you see my righteousneés' ( “szi’_);j ;;ij;);g- And
according to the intensity of resolution come the duties, and
according to the ambition of the seeker are objects attained.

Some people listen for "union"‘(ygﬂégg;); and their hearts
£ind rest in a vision of the Beloved (mahbub); their souls yearn|for

union with the altogether Lovely (habib). So restlessmess comes upon

them, and ecstasy (wajd) possesses them, and they cannot control their

‘<:> souls when they hear that instrument, and their minds are guided only

by the vision of the perfection of the Beloved. They are_nét bereft of

their wits (ya@ishﬁ), nor are they content (yatibu). Sometimes they

experience lamentation because they are separated from the Beloved:

Sometimes they experiénce sadness because the Desired One (matlib) is

fér away. They remember Him at the time when they hear that instrument,

and they lament because they are separated from Him, beyond all doubt.
To other people Alldh has granted union (ii&;gél) and has

guarded them from separatiop and parting; their hearts are full of

(:) rejoicing, and their souls are joyous with pleasure. So they have no

aYo.

bewilderment, but pleasure and happinessgall the‘time;>they have cut
off their attachment to the way of severing (reading — & for _;L»3l
and deceit. When one such hears the sound of strings, he is as if he
‘were possessed (nggﬁgj, and rejoices greatly in it, gaining pleasure
from its sound, and 5eing bewildered; especially when the Beloved is
with him, in his presence continually.

Some say that, while the lot of this womén in respect of the
Aggpép was sadness and wailing, the lot of others in respect of it was

rejoicing/
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B rejoicing‘and gladness; for she made it for grief and wailing, but it
| ceme to be for pleasure and eﬂjoymentﬁ@lsq. “Then the strings are
viblently agitated so that they cry aloud, it seems to the hearef
avr. that it is = human.being wailing and mourning;gbut when the music
sinks so that it is played on a lower pitch, it charms the hearer so
that he imagines it to be a human being rejoicing and laughing. Such
is its habit, and it has a sound, which, when it is violent ( oS- )
is heard as a confused shouting; in it there is a swift pace, because
it contains some of the characteristics of the horse,.
~ " When “Antar b. Shaddad heard it first, he was traﬁélling in the
desert. He had never seen ity and he said "What is this instrument
which is being played, for I hear from it a violent sound?" They
said "It is the sound of the rabdb." MHe said UIs there in it
qva, anything of the nature of the horse?" They said "Yes;;it contains
horse hair," He said "For that reason it has a sﬁift pace, and is
conducive to pleasure whichicleaves the‘heart."
Itsvplaying depends upon the proportion of the 6 Awégét; namely -
that you multiply the 12 modes by 2, which gives 24, If it is played
(:) only in the gygfif mode, its playing depends on the 6 divided by a
definite’number; if it is played only in the @hagi; mode, its playing
again depends on the 6.l But if the playing is [in]both gbafii and
2y, ggaqil it is divided between the two, 6§for the gggfif and 6 for the
@géqil. So then the playing depends on the 12 modes, not on the 6
'gwézéz. If you wish to derive the 6, avart from the 12, multiply the
6 by the fourfolé principle, giving 24. These represent 24 girat,
each having 4 parts éccording to the analogy of the 4 elements, fire,

earth, air and water; and also of the 4 humours of the human body,

blood/
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bloody bile,'spleen,-and phlegm. The elements are/the constituents of
time, and the humours form the constitution of human nature. So when
its playing corresponds to the original »ri n01ple which is fourfold,
and when the proportion is also correct, the beat of the strings
corresponds to that of the veins in the human bodv, if any man's
playing on the instrument coincides with the beat of his veins, moving
and stationary in the human body, then the[@usicag art is completely
perfect in him. ¥is playing will be strong and the listener will hear
him and will experience such pleasure that he cennot control himself,
but will be bewildered by the plavinz, so that his ecstasy is
iﬁcreased.

There are none of the instruments of the Jahiliya |existing
unchanged to-day, but there has come from them an instrument of the
same class, which has obliterated their traces and effaced their names;
except in the case of the rabab, for it is of long standing and its
law has remained, never to vanish so long 2s musical instiruments are
found. That which has come uporn it among musical instruments. is the
Kamanja. It is derived from the rabab and they are alike in nature
and construction; but the former has a more delicate tone than the
latter, is sweeter and more melcdious‘in sound, and is a greater
favourite. TIts name is derived from 2bsence and presence, as the
saying goes '"He who is absent and does not appear is not like him who
came. " ( QL;- :J:;;5 Ye |

Tts law depends on playingfon two strings, as distinct from the

law of the rabab; but in the fourfold princinle there is agreement

between them, because both are played according to the law of the

four elemerts which is stronger than that ot the two strings. So the

law/
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law depends on that of the 4 elements; each string contains the
essence of one of those 4 elements, and in its playing there is
agreement with those instruments which preceded it, before it, having
a greater'number of strings and more rules, founded upon the rules of

that [fourfold] principle. |
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If one plays the ggmggjévaécording to this law which we have
stated, the playing will be more delicate and swéeter; the condition
is that the [sound)box (hagq) should be light, without much thicknesS
(reading N E;T.for aatéﬁT ) of wood, and that the hole in it
shall be the[?ighg]size; not too large, so that it scatters the music,
which comes forth diffused and unpleasant; nor too small, so that the
music is penned up, and can only get out with difficulty; for then the
playing is difficult. So the playing will be equally divided over all.

He who plays the instrument must'have a knowledge of twb
sciences; first%a knowledge of the modes, and their course on the
inétrument, and of the setting of poems to muéic and their arrangement
for a singer. The second is a knowledge of the operation of the
instrument, and managemenﬁ of it in the modes which make up the-
circle of musicy; also of their proportion and production in the
instrument. Thus the proportioﬁ will be sound with him,'and the
playing remain With'him.

A story is related of Al-Malik Al-Kamil of Egypt (13th. cent.),
that he was given 2 slave girl who played thé E@@gnjé; hér name was
Muzhat al-Qullb, and there was none in her time fairer of face, better

at/ '
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at singing, or stronger in the art [of musid. The king wished to test
2sr. her accomplishments, in order to see{her experience, find out about
her art, and know about her. So he had brought to him, all who
played the EKamanja out of all the artistes and all the teachers who
vere famed in the art of music; he would bring them to the girl in
his presence, snd would say to her "Play! Play thls 1rst*ument till
T hesr." So she vould play on one of the strings, then vary the
playing and begin to play on the éecond stfing, so that the mind of
the teacher was béwildered at her, and at the delicacy of her hands,
at the power of her technique, the perfection of her knowledge, and
the purity of her notes; and he was amazed at her. Then the king
would say to him "Will you not train her for me in techniqug, and
28a. teach her the way of knowledge in the artfof singing, and. beauty of
holding the instrument? And T will show you favour and honour." And
the man would say "Oh king, ewlly she is perfect in her technique,
and needs no one to teach her, nor does she desire one to train hers;
for I have not seen in her one visible fault nor one avpvarent flaw.
Allah has granted her péffect beauty, and given her understanding and
C) wisdom to adorn her."
So they continued to say that, adding nothing to that speech,
till there came from the East a man who played all musical instrﬁments;
‘his name was Mahmud AlfKindi, and he had consorted with one who had
studied under Al-F r%bﬁ, who handed down the science from him, and
learned it from him., "hen Mahmud came to Egypt, he met the nobies and
a8d. the chiefs, so that there remained not = chgmberlain or§a amir, a
deputy or a ngﬁr, but met him and questioned him, and tested him in
the art. And all saw that he was perfect in technique, quoting

original/
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original authorities without irrelévancy; and in addition to the
multitude of his accomplishments, Allah had nerfeéted'in him four
things, a strdng brain, an eloquent tongue, a handsome appearance, and
a sound knowledge. He continued going from one to another, until his
fame reached Al-lKalik Al-Kamil, who owned Nuzhat al-Qulub.

"hen he heard of him, he sourht him out, and brought him into his
b} 35 b] 52

presence, and showed him the slave girl, saying to her "Sit down."

She sat before him, and he said "Play that instrument, till I see how
you use it." So she played the Kamanja while'hegwatched her for a

long time., Then he said to her '"Who taught you this art? The

“tradition which you use is not that of the people of Egypt; nor is it

their playing; but the power of your art and the delicacy of your
hands, your knowledge and understanding turn you to the path of those
who follow the art. Were it not for that, you would not have followéd
their path. So tell me where you learned, and who taught you." She
answered "I was trained in the Bast, and moved to Al-‘Iraqg where I
lived in Al-Bagra, staying there for some years. There too I was
trained, so thatgthe technique which I had was increased., Then I
moved to Egypt; and here I have been staying; and my master, this king,
has for a long time been bringing me before the musicians, one after
another; and everyone of them who hears me, says 'This girl is perfect
in her techniqué and needs no one to train her.' So my masier has
neglected my affair, and has left me without training.™

| He said "Who taught you in the East at the beginning, and who
taught you in Al-‘Iraq afterwards?" She answered "I was' taught in the

East first of all by Tbrahim Al-Sakri who was a merchant in Taurizg he

‘had much wealth and s generous provision from Alléh;fhe loved music

and/
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and desired to hear it. He spent ﬁuch money on it, till he learned it
and when he bought me, All3h favouredfme‘with his attention, so that he
strdve night and day to teach me, until he had trained me. He eXpendéé
a great deal on me, until my art was perfected. Then when I moved to

Al-Bagra, the Caliph of Baghdad heard'éf me and asked my master for me;

~so I was given to him, and much morey with me, as a present to the

Caliph. %when T was in his presence, he heard me singing the musicians!
songs, and reciting strange poetry; so he said to me ‘Do you know
anything about muSic?'{ I said 'Yes' and he asked ‘'What instrumeht
do you play?‘ I said 'I play the Kamanja,'so he bought a Kamanja,
and brought teachers for me. They wére perplexed by the tradition T

used, and tried to change it. So my art was spoiled arnd my

characteristics changed, and my playing departed from me. They all
said 'Do not change this girl from her present way', and began to
teach me their way. I grasped their method, singing their'éasidas"
and songs to that instrument; so my characteristics were strengthened
and confirmed,éand I improved over my prgvious state. Then}the-Calipﬁ
presented me to the king with whom I now am, and he has sought‘
artistes to teach me in their way; they found that I used.a ﬁradition

which surprised them, so they confirmed it, saying 'This girl is

perfect in the art.' Now what do you think is to be done about 1t?

Lead me to it," ;
The narrator continued: “hen MahmlGd heard what she said, he
cast his eyes down, then raised his head and said "You are gravely
lacking in the art, " She asked "How is that?" He answered '"Those
who saw you using this tradition wondered at your art;{but knowledge'

of you eluded them, because the foundation of this art is knowledge

and/
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and practice; now you play by hand, having skill in the theory, but
you will find difficulty in\producing.the.modes from the instrument,
and in their course in music, until you are perfect in the
fundamentals of thé art. therwise you will be unable to do what you
say. Now show me the way which you usg, so that I may instruct you,’

and so that the power of my art may be clear to you." She said "It

‘will appear before you forthwith; but go slowly and do not hasten, till

the time comes when the king will be aloné; then I will show you niy

tradition in the presence of my master,/and he shall be a witness to

i
V

- what we do."

e said: Then there came to the king one of his companions who-
was very dear to him. To him the king said "To-night T am inviting
you to come here, and I wish you to be with me, to play in my presence,
He replied "To hear is to obey." So when that night came, there was
with the king a gathering of his companions, who were the élite of his
realm; Mahmud Al-Kindi was there among them, and the king said to him

"T have heard that you can play all instruments, so it is my will that

ng

V)

you play the Kamanjz before me,|that I may be entertained by you,
may see the perfection of your hands, that I may learn your worth, and
know your ckill and your understanding." He .said "Gladly," brought
out the Kamanja, and placed it on his. knee.

e played his fingers over it, moving his hards, and began to
sing until the people were amazed at himj and iﬁ Seemed to those who
watched, and to those who were present ihat the assembly in which he
sat was dancing found them from the power of the music. Then he vplayed
a second time, and the narrator says: there was at that moment a
sparrow on the battlements of the castle; and it heard thatimusic.

“hen/
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When he played, and the playing became strong, the sparrow came down
from the battlements and came intd the midst of the assembly, directing
his steps towards the muéic, while the men watched. Now there was
there a jug full of wine, and the sparrow climbed up on the drinking
cup and commenced sipping with his béak, t111l he had enoucgh. Then,
every time the man struck the Kamggjé, the sparrow would flutter his
wings and dance; and the king and those present said "This is [the

influence of]the music," Then the king said to Mahmud "Stay with me,

[for you are the most suitable to train my slave girl." And he gave

him presents and honoured him, and commanded him to play in his

presence; so he sat playing before him,

B. Commentary.

With the rabab we come to that important and much-discussed
family of instruments, those whose strings are, or can be, agitated by
a bow instead of the fingers or a piectrum, represented to-day by the -
violin family. But it is to be motice@ from the beginning that it is
difficult if not impossible to make a hard and fast distinction between
the various species of the stringed instruments; the ?aﬁép‘cannot be
divorced from the ‘0d or from the t@nbur, since, as Farmer pointed out
in his notes to Szlvador-Daniel (Music p.222), it betrays a close
association with the lute family, and there have been obvious mutual

influences at work between the two. Tven the characteristic mark‘of

the bow is not a decisive difference, as the lute was sometimes played

the fingers. This affinity may be clearly seen in a plate in the

Legacy/



o 32.
Legacy of Islam (fig. ©0) representing a casket carving of Persizan
musicians in the 12th. century; in tbis the figure on thevfight plays
a rabab which it is hard_tO‘distinguish from a lute; not only is there
no bow apparent, bﬁt the position and even the shape of the instrument
are much more reminiscent of the €uUd than of the rabab. If it really
is the latter which is'ﬂere depicted, this plate provides an early
evidence of the approximation of lute and rebec to one ahbthef, which
would almost lead one to accept Geiringer's view (Musical Instruments
p. 81) that the ‘"rebab"was simply a bowed lute. This point will be
discussed later under the description of the instrument.

Another instrument which probably had its influence on the rabib
family was the guitar, an instrument which presents a problem in
itself, Traditionally it is regarded zs being derived from the Arabic
qi@éra, or Greek kithara, or from one through the other, or from the
Arabic ggipgiy. But so far as we know these instruments, they show
little affinity with the guitar; the two Arabic words have the
appearance of being both loan words based on the Greek name K1 O pd
and both are of late occurrence. The Greek kithara also, had little in
common with the flat-chested guitar known to Medieval Europe, as it was
a large instrument of the lyre family. But if we adopt another
derivation for the word guitar, its rélationship to instruments of the
lute and rebec family at once becomes much clearer; the word being
originally Spanish, the Arabic root“watarfis immediately suggested by
the ﬁwo initial letters '"gu." This is. of course the classical Spanish
transliteration of the Arabic"wawﬁ as exemplified in dozens of
geographical names throughout Spain, e.g. Guadalgivir is simply the

Arabic Wadi ?1-Kabir. And the root watar was of common and early

occurrence/
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occurrence in.Arabic with reference to stringed instruments; for
"muwattar”in'this sense see Fafmer: History pp. 6, 15, 16 and refs.,
and for watar in the same sense see b. Khurdadhbih in Bib. Géog.‘Arab.
VI, 181, Further, also on philological grounds, guitar is much more
satisfactorily derived from"watar”than from either %,Uax3 ( %, LLS
and %, La3d) or Ll =, as is sccepted. The Arabic letter ‘qarf”
never, so far as I can.discdver, gives "gu" in Spanish; it may give
e as in“alcalde"from.al-qédi; or "qu" as in'acequia from
"al-saqgiya and”anaquel (shelf) from"aiunaqqél: or even "g" (without
the "u") as in"gaban"(overcoat)'from"qabé?r The letter kaf seems
always to give '"c" as in"alcohof'from"al-kuhl; or "quﬁ 2s in"adOQuin"
(paving-stone) from"al-dukkéndbr"aiquiler"(hire) from”al-kird’. All
these and many other cases are to be found in Dozy and Engelmann:
Glosseire des mots -------- dérivés de 1’Arabe.

Now the"muwattar"was a stringed instrument of the lute family
which was played with the thumb (cf. b. Salama p. 11 and Farmer:
History p. 16), a description which is ideal for the guitar whose
strings are also plucked by the thumb., Geiringer (Plate XXII)
reproduces an illustration of a guitar player which illustrates this
theory perfectly: the iﬁstrument depicted has the many strings and the
broad neck of the later iute, as well as the back-bent peg-box ( cf.
chap. 2); there is the large central sound-hole which indicates the
plucked instrument, and the characteristic lute bridge-tail piece is
clearly visible, The influencevof the rabzb is to be seen in the
broad, almost trapezoidal bbdy and thé placing of the pegs in the same

horizontal plane as the body, instead of at right angles to it as in

the lute. That the guitar had an influence on the development of the
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rabab, and was in turn influenced by it, is sufficiently vouched for

by the existence of such hybrid instruments as the guitar-fiddle.

(vd. Schlesinger: Precursors,fig. 176). '

It would seem indeed from the plate at the end of this chapter
that it was one such hybrid instrument that our author had in mind.

Tn appearance it is a cross between the lute and the rabab, strongly
reminiscent of the popular MOQTish folk-instrument called the ggnbfﬁ
or gurnibri which is described and illustrated by Farmer. (Studies T,
3¢ff and plate.) The Shape of the body is the same, there is not even
a rudimentary "foot" and the pegs are set directly in the neck, there
being no peg-box., The_gpppgi is called by Dr. Farmer "a primitive
lute, guiter or pandore.'" (op. cit. pP.32.)

The relation of éuch instruments as the lute and the guitar to
the rabab is interesting chiefly because of the later history of the
latter. Tt sesms fairly certain that the rabab, in spite of the
opinions of Engel and Miss Schlesinger, was in fact the ancestor of our
modern violin: this has been a much disputed point; the two authorities
mentioned deny such a2 descent, while Farmer,_Sachs,‘anﬂ Geiringer argue
convineingly in its favour; an anonymous contributdr to the
Encyclopedia Britannica (Arts: Violin, Rebec, Rebab) holds a cautiously
neutral point of view., There is, indeed, general agreement that the
viélin family is descended from the liedieval rebecs the ordinary
Pértugese word for violin to-day is still"rabeca;. But there is no
agreement that the rebec owed its origin to the rabab.f Yet the two
have such obvious éimilarities that it is difficult to resist the

conclusion that they are the same; not only are the names

philologically identical, since the neutral firal consonant can suffer
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a change to almost any other, ( so Arab. rabab becomes 01d English

"ribibe’, Chaucerian rubible ( not ribible”as often quoted; see Myllerets

Tale line 224,‘where"rubible"is conrected with giterne), Spanish"rabei;
Ttalian ribeca), OLd French'rebec, rubebé or rubeb) but the playing
position also of the rebec was originally identical with that of the
rabsb. The latter, characterised in early days - and to some extenﬁ
yvet - as a 'spike-fiddle", was haturallj.played in the 2ello posiﬁior
vertically; and the first representation of the playing of a rebec in
geruine Turopean art, shows it played in.thelsame manper. This 1s the
rebec of the famous Utrecht'Psalter, made at the cdurt of Charlemagne
in the niﬁth century (vd. Enc., Brit., XII, 96), shown as played in an
upright position, supported on the player's 1eft thigh. Such a
position is the natural result of the curtailing from the primitive
rabab of its characteristic spike, due to the influence in construction
of the lute (cf. infra). A similar vertical playing-position is to be
seen in the guitar-fiddle illustrating Miss Schlesinger's work (op. ci£
fig. 176). ,

: Further evidence of the 1dent1ty of the rabab family and the
violin famlly is to be_Pound 1n.modern Arabic usage, according to
which our violin is known as the Kamanja Rumi; this is testified to by

Fétis (Hist. II 140 and fig. 17) while Villoteau describes, under the

Same name, an instrument, not illustrated, which aporoximates.to a

7 4 .
large scale violin, (Désc. de 1’Eg. I, 882). Fetis notices also, under

the name of K@mégj@mggmi, an instrument of a much more primitive tyvpe
(figi 18) which has obvious affinities, both with the rebec of the
Middle Ages, and with the inétrument referred to by him as the rebab of
Algeria(op. cit., p.146 fig.20), |

So/
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So much by way of general introduction to the bowed instruments.
the vocabulary and text of this and the following chapter are simpler
and leéss doubtful than in the case of any of the preceding chapters.
Here only two words for’instruments are used, and both are standard
words,  rapab and gamgnjé,'though‘the speliing of the latter is
unorthodox. (e¢f, infra) The primitive viol is given the'namefraﬁéb;vanc
its later development is styled"kamanjéf'this'is, partly at.least, in
accord with standard usage, in which "rabab" is at once a generic and ¢
specific name. (cf., Enc. Is. IIT, 1084ff.) In the former sense it
refers to the whole viol family, of which the kamanja is but one branc?
(cf. Legacy of Islam p.360), in the latter sensé it refers to the
trapeze shaped spike fiddle prevalent in.Egypt Lo the present day, (vd.

lene: Mod. Eg. p.332) as against the instrument with the hemispherical

.sound-chest, known as the kamanja (Lane: Mod. Eg. p.326). Our author,

regarding rabab apoarently solely as a generic name, notes no
difference between the instruments, save that the kamanja is a latér
development of the primitive rabab, a theory borne out strikingly by
his illustration of the kamanja at the end of the section; this shows
an instrument without a spike, and in shape strongly reminiscent of the
rabab of the Carrand casket mentioned above. (cf. infra on the
description of the instrument.) Tt is true that our author (col. 276
line 1) hints, in one of his numerological bassages, at a difference
between the instruments, but the sense is too obscure a2t present to-
allow of any deductions beinz drawn from it. Apart from that, to all
intents and purposes“kamanjé"is,fqr this MS,the modern word for"raﬁébi

Nor is this without parallel; according to the late Ra’3f Vektd Bey,

the modern instrument of the rebec type is called in Turkey the

kamancha/
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kamdrcha., (vd. Farmer: Turkish lMusical Instruments p.43 and cf. the
references to the kaminja Rumi given above.)

Curious eﬁymologies are given for both names; rabab, betraying
again the eponymous hero strain, is referred to a certain Rabab Sutdz,
or foster-son of Sufda. In point of fact even this laboured etymology
is fallacious; as rabab does noi mean.fostér—son, the only forms given
byAthe dictionaries with that meaniné being‘ggﬁipland rabub. (vd.
Liszn,ad loc.) This seems to be realised by our author, who cites as
a parallel the forms“gﬁaéib“and"kha@éﬁ'which he says are of the same
meaning, the forms being interchangeable. This is not éo;"gpadib“
means ndyedu,'andugbi@éb"(gg;ukha@éﬁ5 is the corresponding nominal
form meaning '"dye"; of a fprm"gbadéﬁ'I can find no trace. The true
derivation of yabép is indeed vprobably from the same root rabbs which
produces“rabib; and rabb - foster father, but in another meaning., As
Dr. Farmer has pointed out (Studies I, 100) rabba means commonly to

-

collect or mssemble together; hence . &y , a large crowd, e
the thickened juice ot fruit, and —— ;4 a méeting place. So"ratér;
is an instfument which "collects" short disjunct notes into one
sustained (muttasil) note. Given this derivation from the root"rabba:
the story of Sufda is ot the type easily invented by the popular
imagination to explain the similarity between rabab and rabib.

Kamanja also is strangely dealt with; in the first place,
‘throughout the éhapter it is incorrect in spelling; derived from the
Persian ggmgn, meaning a bow, and jﬁh meaning place, the form is
usually kamanjs with alif of prolongation after the mim, not aftegr%imf
But here again the faulty spelling is connected with the false
etymology, as we are told (col. 275) that "its name is derived from

absence/
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absence and presence," Whether or no there bevsomé obscure reference
in this and in the alleged proverb which follows, I haVe,been.unable to
discover; certainly it seems pointless as it stards, save for the
similarity of the closing words of the proverb with the name of the
instrument. Indeed it looks és if the instrumental name had beén
arbitrarily changed to fir an imaginary etymology.

One other matter of vocabulary which demands notice in this
chapter and in that following is the use in cols, 268-270 of many of
the technical terms of Sufi mysticism. The story, which intraduces
this seection on the mysticai value of music, concerning the man ,4
selling wild thyme, is to be found also in the Inyd of Al-Ghaza1l.
(va. JRAS 1901 p.238) In both cases the moral is the same - "it
depends on the hearer what he hears", and the theme is elaborated;
although the rabab was originally an instrument of mourning, its sound
is appropriate also to those whose circumstances are happier. It is.
spoken of as producing ecstasy (wajd) in.col. 269 line 2, an effect mor
commonly produced by the rustic pipe (cf. i;gga under §bgig§§§x§5,
although Jalal al-Din Rumi mentions such a use of thé{naﬁép in one of
his odes (vd. Nicholson's translation in Leg. Is. p.23l.) For a
discussion of the relevant mystical terms,yseefAbd}Al-Razzég:
Dictionary of Technical Terms of the Sufis (ed. Sprenger), &r R.A.
Nicholson: Studies in Islamic Mysticism, p@. 278ff,

. The story of Su‘dé}bint‘zmir and the invention of the rabab has
already been referred to; one small contradiction in the text is to be
noted by way of preface. Col. 263 line 1 states that the woman wgsx
the inventor or the first maker of the viol; on the other hand, col.

265 line 8 states that she gave much moneyvto have a rabab made for

her. Now whether this is an accidental slip or the meaning is that

the/
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the idea was the woman’s the execution by another, is uncertain. But
in any caée the point is immaterial; it is a2 purely Arabic tradition
which lies behind the history of the rabab accordlnv to our suthor,
who states definitely (col. 275) that it was one of the instruments of
the pre-Islamic period. This is borne out by Evliya Chelebi, who
speaks of it as being allowable before Huhammad?’s time. (Farmer: Ev.
Chel.,p.43) | Apparently =t least the rabab wes of considerable
_antiquity amongithe Arabs, whether or not it is possible to refer it
to an exclusively Arabic sourée. v

In view of the mutual 1nterde0enq nce of the lute and the viol
families, it is difficult to be precise sbout origins, but, as
stggested in chap.>5 of this work, it seems probable that both
instruments hed their beginning in the Semitic :unerary customs.
Reference has already been made to the gruesome:story, in Ibn
Kpurdé@hbih énd Ibn Salamé, of Lamek and the invention of the lute.
‘The present chapter puts the rabgb on a similar footing, a similarity
possibly suggested by the extreme flexibility of the tone of the rabib
and its resemblance to the human voice, (Cf. col, 265,1ine 10, and
Al-Farabi: d’Erlsnger I,21 ff.)

One other feature is of interest in the story of the inﬁention of
the rapép; reference 1s made, in col. 266, line 10, to & "water-wheel"
(szgiya) which Su“da had mad@ for her, to accom npany with its 4ournful
creaking the wailing notes of the rabzb. It is possible that the word
"sagiya" here refers to some type of musical instrument; 2s e.g. the
words dulzb and na Ur which also mean "water-wheel! are given by the
Tkhwan al-Saf2’ among a list of musical instrumeﬁté which produce .
"conjunct! sounds, a list which iﬁcidentaily, includes along with them %

the rabib/
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rabab. (vd. Farmer. Studies T,102 n.4) But I have been unable to
disco&ef any other use of saqiya as =2 musical instrument, ard have
therefore retained the meaninz of '"water-wheel" in the text. 'The
association of”séqiyafand'fabébTis very understandsble from the point
of view of sound, as almost every Oriental iraveller has taken occasior
to comment on the mourntul creaking sound made by the water-wheel at
work. (cf. Lene: lod. Eg: p.301; Douchty: Arabia Deserta I, 134.)

Iittle comment is needed on the description of the instrument.
~provided in the text, beyond what has been already said, for the
chapter contains even less actuzl data on the instruments than any of
the preceding éhaptefs. Wo difference in shépe is noticed between the
rabab and therkggggjé, though we know that even to-day the rabdb is
trapezoidal and flat-chested, while the kamanja is hemispherical,
the sound-chest often being constructed of a coconut shell. The
billuétratioﬁ at the end of the chapter shows an instrument unlike
either of these traditional shapes, but more influenced by the pear-
shape of the lute, and to all apoearance, more resembling ;he vielle
of the Middle Ages. We are told that it had strings of horse-hair
(col. 272) as was usual (cf. Farmer: Studies I,77, Fétis II, 135,
Lane: lMod, Bg. 326), and that they were two in number (col. 281), an
arrangement characteristic of the kamanjat of Egypt (vd. Sachs: .
History 255) and of the rabab al-mughanni. (Lane : op. cit. 333.)
Against such,a description in the text must be set the evidence of‘the
figure at the end of the chapter, a8 this shows three strings and four
Vpégs! Such pictogra?hic evidence is of-cdursé highly unreliable, and
too much weight must not_be attached to 1it. (cf. the illustration of
the ganun, chap. 4, and the commentary ad loc.) None the less, other

éxamples/
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examples of the kamanja cuoted by Sachs (Hist.,p.256) as coming from
Turkestan have three or four strings, as well as sympathetic wire
strlngs behind those agitated by the bow. Farmer too (Studies I, 76
and plate) describes and illustrates 2 kamanja from the Snouck
Hurgronje collection made at Mecca, which has four pegs -‘and
apparently only three strings:; Te comments that as Dr. Snouck
Hurgronje refers in his book to a four-stringed kamanja, this is
probably the same instrument, and that it is in all likelihood
ndigenous to Al- quaz. Tt is probable that it is such an instrument
<:> which is illustrated by our author. |
Two other facts come to light concerning the description of the
kamanja; in 051. 272  "the box.should be light withput much thickness
of wood." Now the word ha q is not of commonAoécurrence with |
reference to the sound-chest of an instrument; the usual word is"jism:
But it cen mean nothing else here, as, if the reference had bheen to
the peg—béx, the word"banjék"would have been used,aé in chap. 2.
Indeed it is doubtful whether our author's instrument had a peg=-box at
all; the plaﬁe shows the tuning-pegs inserted in the éides-of the neck,
(:> &8s in the gggibxi mentioned above, For the reférencerto'the<1ightness
of wood necessary to the sound-chest of a étringed instrument cf. the
quotations from the Ikhwan al-Saf2’ and from b, Al-Tahhan, as given in
the chapter on the lute. But it is obviously a built- up sound-chest
which the author has in mind, somethinz more of the structure of the
lute than resembllng the small hemispherical body of t e kﬁmarja.
And this point is further brought out in the next line of the
same column, by the o?gervation that '"the hole in it shall be the

Efigh@]size", neither too large nor too small. The reference here is

manifestly/
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manifestly to the large circular hole charaoteristic of the lute

| family, found on the face of plucked-string instruments. But neither
the rabab nor the kamanja of the.true Arabic design have any such hole.
the back of the latter is either sliced off, orrpierced with
innumerable small holes tor the emission of sound. (vd. Farmér:'
Studies I, plate p.76; nos., 27 and 26 respectively.) But the later
hole, due to the modifying influences of the lute. (c¢f. Geiringer:
lus. Inst. Plates VIII, IX, XIV, XVI,) The inference thus is again
that our author has in mind, not the original Arzb viol, but a later
and much modified instrument, such as is represented in his
illustration. A plate containing the/illﬁstration to this chapter,
and élso those appended to chaptérs % and £4(ganun and shufaibiya)
will be found in Dr. H.G., Farmer: Sources of Arabisn Music (plate
facing p.58). |

The position of the Arabic viol family in playing has already
been mentioned; orig?nally the instrument was equipped with a spike-
foot which rested on the ground in front of the player as he sat cross-
<:> legged, and served to raise the viol to a height convenient for
| playing, To this model the traditional instruments still conform (vd.

Villoteau, Lane, Fétis, and Farmer as quoted above). But 2s a result‘
of the influence exerted by the lute and the guitar on the develobment
of the rabab, the spike was curtailed, and the instrument was played
resting on the musician's left knee or thigh. Such is the posture :
envisaged and illustrated by the author of this MS (cf. col. 291 and

plate at end of chapter.,) In fact the instrument presented in this

chaplter is clearly a transitional stage between the primitive Arab

rabab/
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rabab andvthe Medieval Buropean rebec, the '"pear-ghaped rabab" of
Farmer (Studies I, 108).

No details of playing“are noteds; the bow is never mentioned, nor
is its use even hinted at. TIndeed it is tempting to speculate on the
grounds of the text that we have reference here to a plucked rabib,
especially as the word used of playing the instrument is“@arabé; to
strike or bezt. But a bow is clearly depicted in the plate which
closes the chapter, andé the verb"@araba"is used generically, without
trace of its original meaning, of playing any musicsl instrument e.g.
it is used in the preceding chapter of playing the flute. In =2ddition,
the whole trend of the story of Sutda with its emphasis on the
flexible, almost vocal, tone of the rabab makes it abundantly clear
that a bowed, and not a plucked, instrument is in mind, A similar
comment on the sound of the viol may be seen in Doughty: Arabia
Deserta I 81, 138 where the traveller refers to '"the grave sound of
the rabeyby". Tt seems strange that in such a MS as this,no notice
should be taken of the method by which the notes are produced, but such
omission is the less surprising when we remember that none of the
classical Arsbic writers on music mertion the bow, although its use is-
clearly to be inferred from their language. (vd. Farmer: Studies I,
162, 3.)

From other sources, principally from modern practice we may
gether that the rabab was sometimes played without a bow as it is to
the preseht day among some of the Beduin (cf, Crichton: History of
Arebia II 380) and as it is amonz the Kabiles of Algeria (Salvador—

Daniel 119, 222,) e know also that it was held vertically in the

left hand, while the right manipulated the bow, the wrist being held

underneat%/



QUG
undérneathvand the fingers turned upwards on the bow-handle to give
greater delicacy of touch. The bow is worked constantly in the same
plane of movement, as opposed to our violin playing, the ;gpép itself
being turned in the left hard in order to bring the bow to bear on
one or other of the strings; illustrations will be found in Fétis and

Lane. .
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Epilogue.
| ' (Cols. 365- 3Y2.)
A stbry‘is t0ld of one of the kings - it is also said that he

was one of the Caliphs - that he was a pious and ascetic man

- regarding this world, loving science and opposed to heretics. - He

heard of one of his governors that he loved dissipation and liked
singing and music; so he sent for him, and the man came before him.
He went into the éccounts very rigorously and foundvthat a vast sum
of money had been squandered; he enquired ébouf that, but the man was
silent and made no answer. The king demandéd a return for the money
he had lost and found that the man had nothing, but that all had been
spént on msuic and singing.. He asked one who was present about the

matter, and was told "Oh Commander of the Faithful, around him were]

‘men who' seduced him into evil and strengthened him in that state; and

he fell in with them. He has thirty courts where listerning to music
is practised; crowds gather to him, and the money is spent on them.
Every night they listen to music and there come to him the sons of
the merchants, the children of princes and nobles from the people of
the city. ©So he has corrupted the people and swindled'the Commander
of the Faithful out of a great éum. The merchants are crippled, the
people are beggared because of the extent of their dancing and
singing from dusk to dawn. For such is their customevery night."
The narrator continued: When the Caliph heard that, he said
"As for this man, he must go to prison; as for his courts, they shail
be all laid waste," So he ordered all listening to music to cease,
and all musical instruments to be forbidden, so that ﬁhere was no one
left there who could handle an instrument or sing. But there.lived

a/
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a man in that city,in a mosque, and he loved listening to music,
because he knew a little of some of the secrets of Allzh which He
has ﬁlaced in the reéd~pipe. He started to search it out, because
of the lack of music, ana in his heart he found something. He
struggled against it and revealed to no one what he thought, fearing
that he would be censured. Bubt he gre@t weak because of that and his
body wasted away, and his colourialtered so that the fagirs started

visiting him., And finding him in a desperate state, they said to him

"Have you any doctor that we mey bring you to make you well, to

minister to your suffering, and to heal your diséase?" But he said
"My physician is the cause of my illnéss, and none but he can cure
me, "

So when'thé matter was too hard for them, they sought a skilful

physician for him, one who had knowledge of the sciences. And when-he

visited him, the physician saw that his condition was changed, that

wasting had come upon him, and that his paleness was the mark of love.
He felt his joints and saw that the limbé were normal with nothing |
wrong; then he said '"What a wonderful thing ?s this! What is the
matter with this man? I do not know what has caused in him this
weakness which has overtaken him,"

He continued to treat him for some time until thé man dieds
then when he was being buried”the physician came to find out about
him, FHe gave some money to the grave éigger, saying "When you go
down into the grave to bury thié man, split open his breast and look
round his heart, and tell me what you see there." So when he buried
the corpse and split open his breast, he saw round the heartla red
stone, as red as burning fire, beyond price. The gravedigger snatched

at/
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at it and pulled it out, taking it in his hand; then when he came out

 of‘the grave, and the earth was poured over it,?the physician said to

him "What did you see?" He said "I saw this" and gave it tO;hima
The physician took it from him, made a ring of red gold for it, put
that stone in it, and wore it on his finger.

Tt remained on his hand for a long time, and shone like the
morning; whoever saw it was perplexed by it, no one knowing what it
was., Some said it was a’mineral stone, some said it was an animal
stone, and some did not know what it was. But it was neither of the
two kinds mentioned, but a drop of thét man's bloodfwhich‘had
clotted. Tt continued on the physician's hand until he went to
attend the Caliph. The Caliph saw it, téok it from him and put it
on his own finger where it remained until the Caliph was giving a
wedding feast for one of his slave girls., He had summoned musicians
and they were there’singing and dancing while the Caliph watched
them, his hand with the ring on itllying on his thigh as he watched
them in wonder. ) |

When that stone heard the sweet sound of music,'it melted from
the riﬁg at once and became fresh blood, flowing over the Caliph's
garment. He wondered at it, called the physician and asked about it;
the physician then told him the story in detail. When the Caliph
went to sleep thatgnight, he saw the o0ld man in a dream, saying to
him "Allah give you rest as you have given me rest; my blood was
imprisoned and you have set it free.," The Caliph exclaimed ~"E¥aiSe
to/Allah who has guided us to this; for He is the guide of those

who sﬁray."
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Appendix A. - The Astfonomer's Cirele.  (Col. 104.) |
1. Under the mode ‘Irag no day of the week is given, the space
being takeﬁvuprby a repetition of the humour (blood) and the
metal (yellow copper). No system is apparent according to

~which of the days of the week are allocated to the modes.

I have been unable to identify the metal given under the mode

LA\V]
L]

Rehawi. It is written ., &' but no such form is known to

the dictionaries.

3. Under Buzurk the first Mansion of the Moon is written _r »t |
this would seem to bé an error for _ ;s—o which is thirteenth

in the list of Mansions.

4., Under Rahawi or under Husaini one of the Mansions is omitted;
the seventeenth Mansion is Ig;i;, and should be inserted here

‘though no trace of it appears in the text.

S. Under Ushshaq, the final Mansion is quoted as Risha’j this
term is applied normally to a group of small stars ianisces,v
~ a constellation embraced by the twenty-eighth Mansion which

is usually given as Batn al-Hut.
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