
Intľoduction

Aĺ lltę end of the eighteenth centuĺy, Guillaume André Villotęau obsęrvęd
lllilĺ Arub music evoked powerful emoLions. Leading a musicological
tuscarch team as part ofNapoleon's scientific mission to Eg ypĹ (.1798'I'799),
lto described a Ĺypical perfolmaucę that he arrd his tęam had atĹendęd' As hę
llotgd' When thę ręligious singers prolonged certain syllables, ręndęred Ĺheir
ttlolodic creaLions with lavish ęmbęllisbments, and ĺepeated some passaBes
suvcta] timęs at thę lequesĹ of thę ecsĹatic lisLęnęö, thęy plovokęd bLľsts of
cl1ĺhusiasĹic ęXclanrations and higlrly impassioned gestules. Admitting his
lttĺ"k of appreciation for the music, and even his Lęam's annoyancę at wha| to
lllonl seemęd a bizaĺĺe display of passion and unĺeasonably extlavagant
|JľlLise fol the pęIfoľmels, Villotęau dęclared ńa| thę phęnomęnon he had
wilnessed was intęgĺal to the musical disposition of the Egyptians. Hę staĹęd
l|llLĹ such ręsponses were difficult for outsiders Lo complęhdnd or appreciate,
lldcling thaĹ "it is PoirrLless Ĺo pass al absolute judgmęnt against thę Ĺastę of a
wllole naĹion'' (1826: 209).r

ĺ-ater, an EastelnęI hacl an opporĹunity |o experience European music
ĺltlsely and to ręcoĺd his own impressioĺs' Visiting üe island of MalLa ln
1[ł34' thęn London in 1854 and France in 1855, ĺhę celębratęd Aĺab writer
Al]ĺnad FáIis al-Shidyáq aĹtempted to ęxplain how music of the west
utllrrpaĺęd with its EasĹeÍlr countęIparĹ.2 Discussillg ttle variely of ways in
wlliĆh the Ĺwo musics diffeĺed, for example in thę usę of notation and
ltĺľtnony in |he former as compaĺed to thę emphasis on modal vaĺięty
lllld ľhytlxnic flexibility in Lhę lattęĺ, he Ĺook special noticę of how each of
lllg Ĺwo musics affected üę lisLęner As łle explained, wlreĺeas Europe's
l|lllsic was idęally suited for rępresęnting images and concepĹS, music of |hę
Aľ b NęaI-East specialized in Lhę ęvocatiorr of intęnse emotions. Accord-
illgly, the lattęI, which was "concernęd enĹirely widr tęndęrness arrd loye''

Aĺ'lcr his visiĺ to Egypt, Guillaunre André villoteau (1759-1839) published a nÜmbeĺ of
woľks on Egyptian music' Anong them were two vo]un]es of the collectioIr DesĆliption de
/T'.SJPĺP. which contained the various .eports of the Nápolęonrc Expedition.
lll_shidyaq played the 1łłĎr'', a long_necked slting instrunent fol ĺ1s own leisrrre' He also
ll]llde frequenL Íeferences to the music änd dance pracdces of lhe time, paľticu]arly in Egypt
(sce al_MaĺłT 1989: 768-777 and al_shidyaq l966: 9ó 99)'
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Ięlationship be|węen music and tÍance cross cuĺturally, spoke in superlatíve
telms of thę Arab pĺedisposition toward trance expeliencęs' He stlęssed Ĺhat
of all world peoples, Arabs makę tĺe strongest association between music
and trancę and that such association aPplied to boti sacÍed ąnd secular
practices.5

In the Aĺab woĺld' thę comparative image painted by al_Shidyäq was
echoed by later thęoIists, critics, and listening coruroisseuls. Indęed, ,.EasĹ-

vęrsus-węst'' chalacterizations became quite pIęvalent. since the latę
ninęteenth century the EaSt9IneB' attempĹs to define tl-lemsęlves musically
have been accompanied by a sfuong dęsile to ęmulatę Eulopę as a ,,supęIioĘ',

oI "culttlrally advancęd'' model of civilization, but at times also by an urge to
defęnd the indigenous music and to lecognizę iĹ on its own aęsthetic tęrms'
At thę conglęss of Arab Music held in Cairo in 1932, an event thaĹ brcughĹ
togethęI lenowned composels, theolísts, educaĹofs and musicoĺosisĹs flom
Europe and thę NeaI Easť' onę Egyptian participant' Muhammad Fattrĺ,
pleadęd tĺat thę mostly_European Congress Committee on Musical Insrru_
ments fully condone thę intloduction of Euĺopean instluments inĹo AIat)
music' because such instruments possessed temendously vaľied expressive
means and depictive powęIs. He addęd that Ĺhe '.oriental'' instluments wele
Suited fol nothing ęXcepĹ the expressing of |ove and infatuation'ó By com-
parison, thę mid-twentieth centtlly Ĺheoľist and violinist Tawfiq al-sabbägh
of syria chided úose who' as he put it, give up Near-EasĹeln music in favor
of \vesteln music, consideriog them not only culĹurally biasęd but a]so
ignorant of thę emoĹional essęnce of thęiĺ own musical hęĺjĹage. Al-sabbágh
argued that unlike European music, which he contended placed thę highest
premium on technícal pefection, Near Eastern, oI ,,orięnĹal''' music was
first and foremost an emotive explęssion.7

Dęspite thę differencęs in the sęntiments expressed, the above statęments
ale similal in Ĺhat they both allude to an essęntial affęctive comDonenL wlr'txn
Arab music. In various degrees, such declarations aĺe pälemiccl and
political, as węll as węsteĺn inspired and ręfęrencęd. Even the concept of
"orięnt,'' as Edward sąid wlites, was a Euĺopean invention emblacing what
wes|eĺners dęemed to bę "exotic,'' oI dramatically opposed Ĺo tĺeir own
cultuĺe'6 Nonętieless, intelctlltural encountęIs of ten pĺompt infolmaĹive
self-analyses. Like those of Villotęarr and of al-shidyáq, who wlotę thlough
"an eal attuned Ĺo Arab me]odięs and an eye dazzled by Eulopęan lechnical
achlevemęnts'' (Cachia 1973:42), tlre above constlucĹs are ĺeveąling

" Rouget 19851 255.6 Kilđb M !!rulr dĺ'M sĺq,1 al ,Arubiy1h 1933: 427. see also Racy 199la' For more infor-
natiol] on the nationälist and intellectual cljmare of this period reŕer to Houranj 1991:
333 349.? alsabbAgh 1950: 15.s Said 1978: 1 2.

!
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(Cachia 1973: 45), gęneratęCl an emotional stalę that was deeply felt by the

Arab listeners.
As |hese Ĺwo accounts show, filst impĺessions can be quite telling'

Thlough a mixtuĺ9 of spontaneity and scholaĺly acumen, villoteau and

al-Shidyáq shed some intęresťing lighĹ on ęach otheľ's musical cultr]res'

Keeping in mind tlrat first ĺęactions can be highly impressionistic and stęIęo-

typiial, tlle two a| leasĹ implicitly ag.ee in theiI charactęIizaĹions of

Euĺopean arI music (as being "depictive," "celębral''' "emotionally

Ięsę.ved,'' and maľked by cliscreet modes of listęning) and of AIab mtlsic (as

an ar| tlla| ęmphasizes emotional extlovenion, the evoqation of powęrfül

sęnsa|ions, and diĺęct intęIaction betw9ęn p9ĺformels and ĺisięners)' such

charact9ľizations are significant in part becausę they arę reflexive, in othel

words indicativę of the musical at|iĹtldęs of those who made |hęm'

villoteau's sense of shock, as węll as no|ablę air of scholaĺly objectivity,

clearly informs us on this European's musical upbringiĺg and his intell9ctUal

backgĺound, which was rooĹed in thę climatę of Ĺhę enlightęnment that

engulfed late eighteenth centuly Eulope. Similarly' al-Shiclyäq'S ęncoun|ęr

with Euĺopean music, which ĺeft a dęęp impression tlpon him, highlighted

his consciousnęss of his own mtlsic and -illrlstÍated tlre special aęstheťic lens

thlough which hę inteľplęted the westęrn musical expeĺience'

Moleovel, thę Ĺwo implęssions aĺę noteworthy because thęy are con-

sistęnt with those madę by contempomneous and succeeding Westeln ánd

Aĺab musicians. clitics' theorists, and musicologists' since villoteau, the

appalentĺy ovelwhęlming ęmotional etTect of AIab mtlsic and the highly

ęcstatic bęhavioĺ marking Arab musical ęvenLs contintled |o intliguę án'i

fascinatę Etlľopęans' During thę filst half of thę ninetęęnth cenĹury, the

eminęnt British olientalist Edward I-ane obsęrved thę distinct state of
Iaptule that Egyptians expeĺienced during musical perfoĺmances and

commented on the listene$' fueqtlent impassioned exclamations, which they

addressęd |o Ĺhe vocalists and instlumentalis|s.r Similarly, duling Ĺhe second

half of the ninetęęnĹh centuly, George Moritz Ebels reported lhat a German

lady Who aĹtendęd a performance by the Egyptian female celębriťy Almadh

was amazed at the singęI's tremęndotls ęmotional impact upon heĺ fęmale

audięnce' As ''she sang a few ve$es at a timę'' (1879: 316)' tlre listeners

ĺesponded with highly animated expĺessions of approval. Also alound lhaf

timę' Francęsco Salvador-Daniel, musicologist and Dilęc|oľ of thę Paris

conselvatoly, expĺained that in oldęr foľ him to leaĺn Arab music as a

thęoretical system and to applęciate it aesńeticatly he had to lealn to feel

its distinc|ive and poweĺful ęmotional effect.a Latel, tłre modeln Flench

ęthnomusicologist Gilbert Rougeť, in a seminal wolk that investígatęs the

I Lane 1860/19731 354.
! Salvador-Daniel 1915/1916:44.
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bęcausę they aIę both projęc|ive and self-reflective. Certainly, it can be

argued that Vy'ęstern music, oĺ fol that mattel all mtlsic, is in one way or

another ęmotivę and affęctive' However, specifically in thę case of the Aral)

world, one is struck by the cęnĹĺality of emotional evocation boĹh as a

musical aestheŁic and a |opic of concern.

Thloughout histoly, NeaI EasteI[eIS in general havę associa|ed mÜsic

with extraordinary powers. In antiquity' Babylonians and Egyptians linked

musical sound to thę cosmological fabĺic of thę univęrse and in cęľrain

Semitic cttltuĺes musical modes WeIe connectęd |o variorts celestial alrd

tellęsĹfial ęntities' In ancient Biblical tradiŁions' wę elcountel ample

testimony to the efficacies of music and musical inshuments Also, in pre-

Islamic Arabia, music embraced magical associations and similarly, musical

sound conjured poweÍful spilits and was thought to ęXęrĹ lĺ9mendoÜs

influęnce upon htlmans arrĺ:l ot}rer living bęings. Tlrĺoughotlt Islamic histoĺy,

religious chanting, which is not considęĺed "mrtsic'' as such, has evoked

profound spiritual feelings within members of the lęligiotls commtlnrty'

Similaĺly, seculaľ music has bęęn lęco8nizęd for its unmistakable tTans-

formativę powers and ąt |imęs fealęd and condemnęd foľ its sensuous

connotations and its Potential fol genelating emoĹional ęxcessęS an'l

disagĺeeable behavioĺs. In mędieva| Islamic coults. singeĺs ald instrtlmen_

talists ale known to have cast aI ovęrwhęlming emotional ęffec| upon the1l

audiencęs' Medięval Aĺabic |reatises on |he science of music sometimes

spoke of an oľganic connection betwęęn mÜsic and othęr aspęcts of the

bloadel cosmos. Like thęir ancięnt Gĺeęk countęrpalts, thę medieval authols

often discussęd |he phęnomenon of ethos, oÍ in Aĺabic' td'thĺr, namęly

music's moľal, cosrnic, and tlreĺapeutic influence. Music appeaĺed directly to

the spiriĺually connotative sense of hearing and had fundamental affiBities

with the human soul, which in tuln was endowed with supĺenę othelwoĺldly
pÍopeItięs and distinct suscęptibility to musical sound. Similarly' in Islamic

sufi taditions, music assumecl a special position as a mędium of spiritrlal

transcęndence. For almost ą thousand yęars, nttmęrous mystical practices

have incorpomtęd music and dance as catalysts for expeĺiencing wcjd, or

religious ecstasy.'
Today' the direcĹ association be|weęn mllsic and emotional ffansforma_

tion pervaĺles thę peŕblmels' and listenels' woĺld- Modęĺn Arab musicians

and musical connoissęurs stIeSS that above aĺl, Aĺab music musl ęn8age

Ĺhe listenel ęmotionally' Frequently heard are statements such as aĺ-fann

iłJas, which męans "aľL [namely music]' is feeling.'' Aftoľ a peŕbÍmance

that took placę in Los Angeles, I heald a young Arab man explain to his

western companion: "'ľhis music is diffęrent; it ręally foĺces one to bęcome

immensely involved both emotionaĺly and physically.'' In a smalĺ gathering.

9 FoÍ toÍtlrer histol icat i nfomütiol) 
' 
see Henřy Geoľge Fa lmeľ 1929/1973 and 1943 '



aftel heaÍing an improYisa|ion I performed on tho 
'?a) 

(reed-flute)' one
middle-aged Arab woman said: "Thę music makes me cly. the sound
o[ the inslľumęnt is ovęrpowęring." ln lhę same gathering. cn Arab uni-
vęrsity pIofessol described his plofo(nd emotional leactions somewhat
philosophically: "Therę is somęthin8 powerfill' almosĹ sínful abouť Ĺhis
lnstlument.'' Similaľly, membęIs of the musical public utilize various
emotion-based cÍiteria tbl judging the perfoľmances of the traditlonal
vocalists and instÍumentalists. ListenęIs often describe Ĺheiĺ o\łn musical
sensations tiĺough such meĹaphols as becoming intoxicatęd and losing
the Sęnse of time. Comparably' musicians speak about a-hąuntinA sĹate of
inspiratjon Lhey sometimes experięnce bęl'ore and while perÍorming.

Thę emotive orięntation of Arab music is also ,,played out', duIing the
traditional peđolmance events. Unlike the foĺmal 'Westeln classical concert,
tłre Aĺab peĺfoĺmancę Ĺends to bę highly intęIactive and emotionally
charged.ro Thę listenęĺs' Ieactions Ĺo the music are quite dęmonstlable and
otten appear involuntary and Yiltua]ly uninhibited. Fulthermole, thę music
ęlicits a distinct varięty of vocal exclamations, typically voiced by thę
lisĹening connoisseu$' g9sttlres that remind us of the performances that werę
hęld aĹ the opulęnt courts of Baghdad during the ,Abbäsid era_rL

Celtainly, modern techĺology and węsterł cultural and aĺtisĹic values
have made dęęp inloads into A.ab lifę. During tlle early twentietĺr century,
AIab music witnessed the growing influęnce of EuroPęan music theoly, the
use of Western notation, and the assimilation of various węsteln insľu-
ments, composiĹional Ĺechniques, and methods of musical instĺucĹion. By
World War II, many indigenous musical genles and peúbrmance manner-
isms had gradually disappeaĺed or had been dlastical]y fuansformed. In some
casęs, comm9nls such as "music is feeling'' ale intęnded to bemoan, and
indirectly attęst to the erosion of thę tladitional musical aesthetic. Today'
somę may aIgue that the emotivę emphasís of Arab music is somętlring of LI1ę
päst, oI that such emPhasis bęcomes moĺe obvious the fulther we go Ĺack in
rimę. However. deŚpitę lhe ręcęnr climaĺę ot change. úę aftective áimęnsion
continues Ĺo dominaĹę certąin pelformance repeĺtoilęs and to have a strong
influence upon music related outlooks and behaviors.

In Aĺab cultuĺe, Ĺhe mergęI be|weęn music and emotional transfoImation
is epitomized by the Aĺabic eoncept af tarab, which may not have an ęxact
equiva]ent in westęIn languages' widely encounteled in medieval writings
on music and musicians' it is still culręnt today and dęnotes a numbęI of
closely ręlated phenomena. Fiĺst, the woĺd is used generically as a reference
to the indigenorrs, essentially sectllar music of N9aI-EastęÍn Arab cities. In

Fol this ľeason I have foünd jt preferable nol to üse the wold ..concert,, in refelence to tradi-
tionä] Arab perfoľmance
See Sawa 1981:73-86, and 1989: 159 164.
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other Wolds, it denotes the thęoretically based, modally s|ructuÍęd, an'l

Professionally orientęd tradition of music making, a domain that westem

scholars somętimes lęfer to as "alt music.'' The term tarab is similaĺ ln

meaning to Ĺllę woÍďÍann, which literally means "all,'' or "cĺafĹ,'' and has

bęęn used in reÍ'eĺęnce to the local uÍban music'I2 Quite plęvalent is the

expression fänŕl Tĺ-tarub, ýłhich means "thę art of tarab'' and similaľly

dęnotes the music as an artisĹic domain' In a molę specific sęnse however,

the word "taľab'' refeĺS to an oldel Íępeltoire, which is looted in the pĺę_

Woĺld-Waĺ I musical pracúce of Egypt and the East-Męditerlanęan Arab

world and i. direclly asrociatęd wilh emolioncl ęVocaIiol].

"fhe telm "talab'' also describes the musical aff cĹ peľ Se, oĺ more specif-

ically, the extraoĺdinary 9motional statę ęvoked by the music' In this sęnse'

thę telm has beęn frequently used in mędieval and modęĺn wlitings on muslc

and mrtsicians. similarly, the woĺd mun'ib (female, nu\ribah) is a standard

designation fol the tarab singel, oI thę providęI of [aÍab ecstasy' Comparably

đĺat at-ĺarab, which męarrs "tools of talab music'' oI "instĺuments of tarab

evocation." IefeIs to mr]sical instĺuments, especially thosę associatęd witlr

tarab music.
In familiar telms, |alab can be descĺibed as a musically inducęd state of

ęcstasy, or as "ęnchanhÍr9nt'' (Danieĺson 1997: 11_IŻ), "aesthetic ęmotion''

(Laglange 1996: 17) and ''the feeling ĺoused by music'' (Shiloah 1995: 16)' In

this book the familiar tęĺm "ecstasy'' is used bęcause it appea6 Íęlatively

flexiblę and capable of bęing ledęfined to fit tlrę musical phenomenon being

studięd. In fact, the wold "ecstasy'' has been includęd in somę English_Arabic

dictionaries as one of tlre eqtlivalents of taĺab.|] Furtięrmore, thę basic

nuancęs and connotations of thę woĺd "tarab'' as commonly used today aĺe

consistenĹ with lhe concepL of "ecstasy'' as explained in standard English

soulcęs. Accoldingly, ęcstasy, like lalab' implies experiences of 9moŁjona]

excitęment, pain oĺ other similarly intęnse emoĹions' exaltation, a sense of
yeaĺning or absorption, feeling of timelessness, ela|ion oľ ľapturotls deli8ht''o

Moreoveĺ, Ĺhę term "ęcstasy'' Ĺęnds Ło fiĹ thę various conditions associáted

with tamb aS a fuansformative sĹate, foĺ example those connęcted With intÔxi-

cation, empoweÍmęnt, inspiration, and cIeativity.ls The tęIm has also been

commonly used by modern eĹhnomusicologis!s to indicatę states ofconscious-

ness that ale musically based, aĺld in some cases also mystically oriented''ô

For mo]'e infol mation on larab as an urban naiDstÍęanr and on othel stylistic domaÚls ĺ1

caiřo largely pÍior to the mid ] 980s see Racy 198l'
See for exanple Doniaclr ed. 1982:115.
see Jämes 19b2l1929:370-375i sharnra ]978: ll;Fur8llson 1916: 5| and w(b!!eĺs Thikl
Nei1, I ĺe]'naĺiükll Dtctio a|', 196É| 72(ý21'
see foÍ example tbe section on ''Ecstasyand Räpnlre'' in Undeľhill ]955/1974:358 3?9and
tlre alrscuss;ons in Waush 1989: 132 and Ghose 1982:788
see for example Beckel ]983: 75 and Düring 1988.



Tntroduction ,7

This book ęxplores tarab as a multjfacęĹed domain within which themuslc and ilr ęcstalic in[luence ar-- (]Ôn.éńlll4ll', "-' _.'^^-,_-_, 
'''' 

'

linked,Ihe seĹting i, Ň;,ň*Ł::"1,::'Jl11{,il-1.iľĹiľľ1ť'í,iłľl;
Although many of thę obsęIvalions and conclusions 

"ppú'i" "ň- "*omusrc rn general, oľ to a VaIietY of legional idioms i. lĺ".,ĺ łi..", ,l'.Arabian Pęninsula, and wesĹ Asią, the"center ;i;";;;;'ä il;:"."'".practice in such cities as caiĺo, Alęxandlia, Jerusalem, B"];;;, ;;;"..ur,Aleppo, and to some extent Bashdad.ls Thę '"* |.i--ir| "?ňäL, ,ĺ"modern period, roughly fi.om ňe late nineteenth centuly to tl)e nresenl'Envisaged as_a moving target .ather' than 
" 
ph..;;.;;;;;ii"ä"'.i,#", ,".""music of the Near-Eastern Amb w

sensaĹions'Abasicpremise',,ď':.-:;i"".::xä::"1'ľj"J'",i:lÉf l,ŕľ;means the sole motive for making musíc, havę 
'r,"p"J 

,ĺ" ŕ".-'"'Í'.*,"",of the indigenous music. Givęn its tięmatic focus, -y ,"r""."ł,'o'l-, o,developing a qualiťativę undeĺstandlng of traditional Arab music, anotheĺefore would complement other more general works on music of Ĺhe Arabworld oÍ the NeaI East at lafse.
My overall presentation ěmbĺa

Lebanese-born per,ń; ;il."ľľ":':':iä"j ;äT:ä:,f,i iiTľ':ľľJJi,iI tend to view this book as a self_r
rrndeľlying in,igł't, ĺuu" a"u"to;;.":f:::ľ:i:.il"ij;J:,i"ľi,:il]iili;ff
such processes as learning b D|av 7e buŻlrq (long-necked fleĹĹed luteJ, me''7 łshotr-necked |ute), and the nlry, and leaĺning Lo feeĺ themusic and tocoĺręlate musical feęling with cerĹaitr bęhaviors aid vęrbal ."'p""a", ä, ,n"samę Ĺlme, this book speaks about a broader cutru.al milĺęJ, aií Lo*sĹogeĹher the opinions ancl individual expeľiences 

"f 
. ""';;;;;;;ň".""makęIs and audięnce members from such diverse places u' s"irur, cal.o,

ľ:: l-u' and Los Aĺgeles' In my narraĹives, I attempt ĺo "*" o-lJ""."D.Ĺween speaking from tłrę inside arrd communicaĺinj ĺ'o- lĺ" "'trň. r"oĹher wolds, I sęek ,,a productiye distan"*t.n" 1Rr"" iođi,';ř;";;;""'
:l|T_t 

of sfudy without abandonin8 my lntuitjons as an insideĺ Furthelnore,
: 

p.'"r":, ,h: valious intęIpletatjons in the foľm of a tĺeoretlcalty unitea

"ľ,:]I'::]1-]'* 
a few conspicuous ,,leading voices,,, naĺnelň;;; o*arDsts and experts on the toDic.

h the pĺocess of eliciting infolmation on tarab as a musical experięnce,

l7 TJle concept of "Near_East," or for that matter "orienL,, is obviousIy Eulocentric' oľ westeĺnconceived' Essenĺiclly' 1 u\e such Íanlilia-x""._s"o","_ ł.nü'*o;J; ;;ł;;]''lI;' ''1'! 
laĺł]e'"collVenjcnI collcepl\ .\ _Easlťln." 

or
\orln Ąllic2' e lllls area lÍonl ol]leÍ ĄÍxb areas' paíicul.]rly lll

]ť The indlgenous Iraqi tradihoÍt centeľs an

\12:.1,1"''-ua.,liiłĺ' rĺo t,oaii;on;#lLi"t;lilľJ:ľ."#l;"-"*x"ľ;äffii,ř:tl
exanple the Jałr, (hanrmeĹdulcimer) andJi'Żdł (spike-fldLIle), ĺ"* 

"",ln-o".i' i. 
'":]::i:j":f_1.ji ".:,' 
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I came to realize that the dllality of my position as an invęstlgatoľ and as a

membęÍ of the community being investigatęd, as a mrtsic resęalchęr anrl as

a practicing mtlsician, can cleate cęItain methodological complications' oll'
ľctotednessinthęmusicalcullureswestudytlsuallygivęSusvaluableaccess
to thę data and gÍants us a special aiľ of credibility' At timęS' howeveÍ'

Dlavins the double rol9 of pęrfoĺmel and investiga|or' or alternating bę|węen
'*r.'|ui i.ipu,o.y aĺd the obseľvational postures, tęnds to place the scholar-

insiäer in an Ul]na|Ural position vis-ä-vis otheĺ insidels' Fulthelmole' the

IesęalchęI's duality of ĺoĺes Ĺends to imposę a compalablę dtlality up-on the

"othe$,'' both aS felĺow musicians or fellow listeners and as stlbjęcts of quęs-

tioning. ouĺ "academically'' concęived, foĺmulated' and plesęntęd modes

of inq"uiry can pĺoduce cęrtain distancing and ĺepositioning' Also' because

as native peĺformeľs we aĺe expected to undeľStand or intuit the music' our

inquiries'may strikę those whom wę aĺe pĺesumably studying as bęlng

contrived, and thę issues we raise as b9ing nonlssues'

My research is filltheľ challenged by thę nature of the stlbject matteĹ In

Arab culture, thę phęnomenon of mtlsicaĺ ecstasy is ęssentially expęriential

and sęldom isolated and discussed in direct or clearly arliculaĹęd tęrms' In

many casęs, nęith9l I nol thę indivichlals I intęrviewęd sęęmęd to possess a

shnáard vocabulary foÍ commt]nicating about musical sensalions as such'

what talab ĺistenęrs feel can be compaĺed to thę mystical statę' which

Amęrican philosophel, psychologist, and writer on religion William Iamęs

(1842_191d) dęsciibed as being inheĺent'ly ineffabĺe' '' Allhough talab-as aĺ
artistic commodity has been socially consumęd, informalty discussed' and

widely wriĺĹen aborrt in books and popular magazines' talab aS mtlsical

emod;n tends to opelatę witlrĺn the ĺealm of practice' thlorlgh a somewhat

aulonomolls path of creation and leclęa|ion compaľable to what Pierre

Bourdięu dęscľibes as "an acquired systęm of generative schemęS'' (l990:

55). Foĺ that leason' taĺab Ięlated sęnsatioĺs aIę most often ęKpľessed

through memphors, similęs' and familiar analogięs, as Well as implied in per-

foĺmřlcę relatęd convęNations, musical analyses' and observable physical

and emoljonal resPonsę\ lo lhe music'

Fuľthelmore' i came to realize that musical ęmotions are not only

tÍansient and conceptually ęlusive, but also pdva|e and context-borlnd_ As an

ęcsťatic experience, talab tends to occul in ľęlaĹivęly distinct soclal venuęs'

in specialized contexts that aÍe sepaÍaĹe from the fĺow of oldinary daily life'

Witil physical and ęmotional manifestations thaĹ can be quite noticeable'

tu.ub 
""rtory 

is usually appľoachęd with an aiĺ of discleętness' whęn il
becomes excęssivę or when publicly displayed, the musical emotion can

plovokę social ľidicule, if not moral and religious cliticism' Thus' íliIect

quęstioning abouĹ pelsotral ecstatic expeĺiences may seem out of contexť'

'' Janres 1902/1929: 371
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łl'teI thę fact, and hypothętically conceived. MoIę impoĺtanťly, it may sĹrike
ĺ notę of impĺopĺiety or appę to intlude into the individual's plivate
psychological "space.'' PalĹiculally when related Ĺo socially suspect activi_
ties, foĺ instance the use of dĺugs, such questioning may make thosę
qllestioned too self-conscious and uncomfoltablę, if not disfuustful of thę
questionęr and fus or her moLivęs. Similaĺly, awareness of being observed
llncl analyzed, oI at times photogmPhęd, dudng a tarab event may adversęly
interfęrę with the naĹural or spontanęous modalitięs of perfoĺming and
ľeactrng to muslc.

with thęse various considęIations in mind, my data was by and large
tlssemblęd infoĺmally and through ęxtęnded exposurę. Although in cerain
cases foctlsed probes were conduc|ęd, my ľole as a ręsęaĺchel looking for
cźltlsalities, collelations, and concrętę pľoofs often yięldęd to a dialectical
lllode of intęĺcomnunication with oth9ľs who "felt'' thę music. I oftęn found
0]yself collabomting with fellow musicians and lisĹeners in an ęffort to find
l]rc mosĹ fęasible fĺamewoĺks for explaining music as affecĹ, as węll as
discovering |ogethel how enigmatic Ĺhę ęntiĺe phenomenon of musical
ccstasy can be. on many leveĺs, my infolmants, or as I plefel to call thęm
"communicatoÍS,'' węĺe musical analysts in thęfu own right. on vaIious
()ccasions I was abl9 to shaĺe witlr ťhem my own knowledge and perspec-
tĺves, parĹicularly as someonę who is academicąlly hained and who had done
cxtensive resęarch on the music of early twenĹięth centuly cailo. I remember
olre such occasion in Nęw Yoĺk city in Ĺhe early 1980s, when I played the
nny in a small ęnsęmblę that included the ]ate qänun playel Muhammad
tllJAqqád of EgyPt, thęn in his seventies. Duling intęrmission, as tlre
l'l'lusiciaÍrs conveőęd about earlier Egyptian altists, al-,Aqqád was so movęd
by my knowledge about his gĺandfather, who incidenlally was one of Ĺhę

highly celeblated qánún playę.s of Egypt in tĺe laĹe nineteenth and early
twentieth cenĹulies' thaĹ he pointęd at mę and said to Ĺhe Iest of ťhe group:
'"['his man is a hundred years old!'' In tuln, alJAqqád became one of my
tnajoľ souĺces of infolmaťion.20

such conmunicaĹions provided valuable insights into the pelfolmance
pľactice, but also revealed the extenĹ to which music and iĹs ęcstatic sensa_

tiol]S appeal Ĺo influence the mtlsicians' self-image, plofessional attitudes,
opinions about cleativity' arrd peIformance stratęgies. As a whole, thę field
ľeseaĺch pĺovided a panoramic vision of tarab, as a complex ĹhaĹ ęmbĺaces
łtr aesthetic-experiential core, but also intęrtwinęS with a thick oę|woĺk of

rlr In this book I íefer to both this artisl and his 8řandfather, who carrled tĺe same naDle, UuL

later was given the title "a]-Kabir," namely "Senior" to d;fferentiate him from his grandson.
Unless obvious in the text' I usually distinguish betwcen them by adding the designaĺions JĹ
al)d sr to their nanles. Born sometime belole l915 dle younger aljAqqäd died around 1992.
During rhe läst severai decades o[ his life he ljved and wolked in the United states, prinarily
New York City.
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culĹuľal valuęs, ęconomic lęlationships, and social hieľaĺchies' The prepara'

Ĺoly work also furnished a fiamework fol intelpreting lglated sotlĺcęs of

infármation, not only local musical biogĺaphies' critiques' and |extbooks' btlt

also thęorctical writings and cross-cultural studięs on mtlsic as an emotive

expellence.
Thę Ĺask of estabtishing meaningful ancl mutually informaľivę ljnks

betweęn the taĺab phęnomenon and a ľęlevant body of knowlędgę that seems

overwhelmingly eitęnsivę and divęrsified calĺs for a pertinent meľlrodology

tĺat is uotlr pĺactĺcal and bloadly concęived' In this work' tbę lafab complex

is tĺeated as a ręseaĺch design. Accordingly, 1envision and subsequently

purstle four complemenlaly linęs of inquily, namely: 1) a contexlual base of

,oln" ,o.t' be ii a broadęr physical or geograPhical setíing' or a cęrrain

expĺessive olięnĹaĹion similaI to what Villoteau had dęscribęd as "thę tastę

of a whotę nation,'' or a sPęcific milieu directly linked to music making; 2) a

peľformaĹive dimension, in other woĺds dre process of making music and by

extęnsion the physical ancĺ temporal "space'' within which tlrę mtlsic is

usually presęnťed; 3) a musical Substanca, which includes sung poetry án'ĺ

is diĺĚcied |owaĺd Łhę evocation of musical ecs|asy; and 4) the ęcstáfic

sensation itself' Thus, the taÍab dęsign resembles a prism tlrrough which light

is ĺęftactęd into sepaÍately identifiable coloľs' The oveĺall conglom9IaĹe can

also be compaĺed to a gĺoup of concen|ric circles tha| narrow down grnrlu-

atly' fiľst the broader setting, then the pęrfoÍmativę pĺocess' then u]timateĺy

ĺhe experientiaĺ core' In ttlln, this coĺe may bę subdivided into the muslc

followed by its ecstatic effęct, if we ęnvision ęcstasy as lhę end result of

music makir'g, oI into thę ecsta|ic ęffect followed by thę music' if we

recognize music as the quintessential ingĺedienl of the |arab 9xpellence'

Althátlgh I address other ĺelatęd domains, such as musical composition

and texi writing, this fotlľ-palí design Providęs both an analytical base fol

investigaling the talab phenomenon and a vantagę point fol intelplęting

ręlated theories and wolld models'
In the following chapte$, the conteÍÍual base is sĹudięd laÍgely in telms

of what Kwabena Nketia (1981) has describęd as "musical ctllture''' as

compaĺed to cul|ure in geneĺal.2l In othel Wolds, I paint an ovęrall pichlre of

tarab as a milięu' oĺ musically specialized subculture' Essentially'. such

realms as professiona1 jaĺgon, musical Úaining, arrd music lelaLed codes of

'ż| otlreĺs have defined ''context'' il] vaľioüs ways' Fol example, sucb transfonnative eÄperi_

enccs as spirit possession änd shaÍnanisn, anĹi by extension the ecstatic. subc ltllľes

iĺ"i 
",'1t'"ä" 

tben, have been explained jn tel s ol oatuľal habilat (Goodnrall 1988);

""ol,ni""u.y-""".opLyriological 
faitors (Laugblin et al l9?9: I il6 and Lex^1979); social

anĺl ľeJigious instiiutlolls arld tel]sions between the sexes (Lewis 1971/1989); aDd va]ue

svstensln diffeÍent wo.ld commllnitieq (Bourguignon lq?6)' Me'nwhile' Lonrxx (1968)'

ír'" "i**a 
singĺlg as a p.ilne enrotive cxpÍś\sion, ha\ collelated Śpecilic singing styles

with iidividüal tech;o-envřoDnentäl clllt ľe ĺypes thÍo 8hont tlre wolld'
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behavior are ęxamined in ordel to demonstraĹę how in its Ĺotality, the tamb
culh]ĺe fęeds into, aS węll as socializes and stľeamlines the ecstaiic musical
expeĺience.

FIom a widęI perspective, I ęXamine thę lelationship bętweęn Ĺhis cultr]ĺal
domatn ąnd AIab culturę in general. SpeciÍically addĺessęd is the extellt ro
which the former can be considered an ęxtension to, or a reflection oť its
sulrot]nding societal landscapę, or conversely, how it may differ from other
Aĺab oI Nęal-Eastern cultura] domains. In theoretical terms, do such trans_
formative states as ecstasy, or tlance, which are emotionalĺy distincl, as węll
as culťrtrally ręlęvant, oI which embrace,'feeling,'' as w;ll as ,,mea ng,'
(Geertz 1973: 134_135), gĺant the cultuľal pĺactices that upholcĺ them a sense
of individuality and Po\MęI, although at dmes also ręnder Ĺhem socially or
morally th.ęaĹening?22 Are such pmctíces ęmpoweĺecl to modify oI lęveńę
conventional ĺelaĹionships and hieraĺchies? Also historically, has the culture
of talab provided an ęmotional altelnative to oĹhęI mo.e ŕormal, vęĺbal or
intellecĹual facets of Arab lifę, as thę laĹę Flench sociologist Jacques Berque
has suggested?,3

with ĺespęct to perfoľmanĺ:e, I investigatę tire primary sęttin8s and
processes of music making; when and wherę perfolming takęs place and what
characterizes thę typical taĺab musical event' MoIe specifically, the discus-
sions address the pqformance stĺuctule; tlre usual human and DhYslcal
ambiance; the role of ęxtra-musical sensory modes of stjmulation' ;ncňorng
the consumpĹion oť food ald alcohol; the listeners' charactelistic behavrors;
and the dynamics of interaction bętweęn Ĺhę perfoĺmers and the audierlce.
Similaĺly, explored aJę such significant departtlles as playing for onę's own
ecstątlc gratification' witiouĹ tlle physical presence of an audiencę; thę lolę of
sound recording in creating new modalities of listening to tamb music; ąnd
the chanreling of tarab fee]ing through the technological međa. of special
mtęręst thloughout thę various inquiries are the ways in which the peĺfolln-
ance evenl boń pľopagates and shape" tJre ec.talic messape.

More bĺoadly, thę tarab perfotmancę is viewed vis-ä-vis its cultrrral
backdľop. Indeęd, thę concępt of peľfoĺmalce is complex and mulĹidimen-
sional; probing it closely, like using a.n-.ru ,oo-.- reveal numetous
thematic subcategorięs each wiĹh its thęoretical nuances and implications.
In a sensę, the mtlsicaĺ evęnt is an inteĺface between sound and society, a
set of Iecognizable behaviors Ĺhat link music to valious bloadęninE Social
and expressive spheręs. with this in mincl. I study the taĺab peĺformance
both in context and as contęxt. Basically, I use ritual, or secular ritual. as ą

The dinillcl el'fica.y of cc'lJlic or olli.lic 5ysleln\ ol ęrple'.ion llr\ been lecoPni,,ed bv
elhnomllslcologisls' see Hcrndon and Nł.l eod la7q: l20 l24. Blacking Iq80: öa 87' an;
Becker 1983: ó5-76'
Berq e 1964:211-236.
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Ieferential mod9l' particularly sincę litual and perfolmance' as concępts

and processes ale closely intęĺlinked''Ża Thus, I ask if the talab ęvent

ręflects broadęr societal Pattelns and worldviews as węll as stands oU| as

being dislinct or special.25 In the latteĺ sense' doęs it, fol ęxamPle' utili7e

specific symbots oI emr]latę Ĺhę separation-tmnsition-incorporatron.pĺo-

gľession len"rally associaĹęd with lites of passage?2ó Does it embody
:efficacy';which Ĺas been associated with Íiílal, as compared to "enĹeľtain-

ment,'' *hich has bęen altribtltęd to theatel (Schechner 1976l 196_2Ż2)?

I also consicler the elęmęnts of flexibility' sponĹanęiťy, and impĺovisatjon'

which are widely encountęred in world rituals'27 Ultima|ęly' my pĺobe takes

into account the aęSthetic content of thę talab evęnt, more specifically thę

ways in which tłre undertying ęcstatic dimension of the p9rtolmanca

co;tľibutes to both its cultuľal connectędnęss and its individuality as a soclal

Process.
Thę realm of ecsŕ{ŻJy is investigatęd along a number of related paths' FiIst'

I look into ľhe basic characteľistics of thę taľab exPęrience' fol example the

physical, emotional, and musical cÔnditions that lead to its fruition; Who

i""l, it; t'o' it is explessed oI exterioľized by Ĺhę vaĺious listęnels; and Ĺhe

role piayed by audience_perfolmer inLelactions throughout thę ecstaĹic

orocęss. The discussions aĺe refęrenced by commonly held notions about

ecstasy, for example that: it is found pleasuĺable oĺ desirable by thosę who

seek ii; it has physiological as węll as psychologicaĺ componenls; i| can learl

to heighteneJ mental oĺ cĺeative abilitięs; it is oftęn difficrrĺt Ĺo isolate oI

disđnluish fĺom oĹher "ordinaĺy'' stalęS; and its manifestations' meanings'

and funcrions may differ cross-cultuĺally.2E

Also, giveĺ ńe focal posilion of ecstasy in boľlr sęculaĺ and sacred

traditions, the statę of laÍab íS vi9wed in ľelation |o its countęIpalts ln ĺne

world of religiotls mysticism' Mystical states are known to vaľy considerably

in theiI CluÍations and, as William James (190211929) has explained' aľe

tlansięnt. noetic (in other wolds lęading to some foÍm of highęl knowlędge)'

and passive, as well as ineffable. They may be mętaphorically or diręctly

Linked ťo inĹoxication, or mind-altering substances, and may lęndel tlrose

who ęxpelience them particularly susceptibl9 to various cÍęeds or agęndas' a

ph9nomęnon that A'rnold Ludwig has referręd to as "hypersuggestibilily''

lnlťtplťldllUll\L'l'tilual in lťlnl'Ulpťrlul'l.anťť ÍšuUllinťd ln Bšlt lqo7:72-7ó' wh<lca\

'i"Ji!''"i 
p.iL- ''"* lrom lhe per'pecľive olrilllĺl aÍc discused in call\on lqoÚ: ll'

20 2\.
Fár infornration aborĺ the .elalionsbip between rilrDl and cult ľe see MooÍe änd Meyerholĺ

eds' 197?, al)d Herĺldon and Mcleoĺl 1979: 27'

see Van Gennep 1960: 11 13 andT rneÍ 1969:94-203'

Ťĺ" inĺo.*atĺý oľ 
""ĺaiD 

ľituals is discussed in Rosaldo l984: l84 ĺ93 a d rurLheínore' ĺllc

flexible natule of verbal peÍforn1ance is addľessed jn Baunan ]986: 4'

śu"ĺ i*ii. 
"r ""ĺ""v 

*.j disorľsed' someti es ndeť lhe concepl of tľance' in TaÍ( 1969: 2'

Roupet 1985: 326' He.ndoĺ and McLeod 1979: 120, and othels'
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(19ó9: 19_20). Mystical states arę also associatęd with artistic cĺeativity and
genrtls, sometlmęs in the form of divine inspiraĹion.29

Fulthermole, I explore the emotional basis of tarab and by exteĺrsrorr,
saltanah, aĺl ecstatic staĹe that enablęs Ĺhe peĺformeĺs to proiuce highly
affectjvę musical lenditions_ I investigate tĺe listenęIs'and peĺÍbrmeĺs,
vięws on talab as fęeling and look critically into oĹhel emotion-."lut"d ,n,".-
prętaťions. Although fundamentally agręęing with RougęĹ's dilecĹ linkage
betwęen the tarab condition and the musical-aesthętic stimulus, I question
his pĺofiling of tarab as ,.tĺance,'' oĺ ÍbI tiat maĹtęI his strict dicirorcmy
belwęen "trance" and ,,ecstasy'' and thę models he uses for.repľesęnĹing Alab
"tlancęs''' Thus, I modify oĺ diffęr witĺ some of Rougel's constĺtlcts ana
pĺovide my own alternative perspęctives nnd alalyses. śimilally ęXamined
ale theolies that ęXplain thę causęs of ęcstatic oI tĺancę_relątęd Ĺransitions,
for example, theoties of sensoIy dęprivation and sęnsoly ovęrload.3o In the
same vein, I ĺevisit thę common emotion_based teĺminology ancl ręassess iĹs
ąpplicability Ľo the study of tarab.

' 
Also addlessęd are issuęs of ręplesęnĹation, specifically thę lelationship

betwęęn ecstasy and its broader contextłlal base. Notably, taĺab has bęęn
aĹtlibuted to a valiety of local agents tĺat pĺesumably makę it chalactel-
istically Arab. whelęas Rouget has linked thę Arabs' exceptional proclivity
Ĺoward hancing Ĺo indigenous sociocultulal factoĺs,3r Wiliiam Káy Archer
(.7964: 20,23, 28) has spoken of ,,Aĺabiĺudę,'' 

as a quiltessenĺial Árab trait
directly lin ked ĺo lhe norion of ta LhJľ. or ,.mtlsicc l influence... Compaľa bly. a
European by Ĺhę namę Mrthammad Asad (1954) has explained the oĺofound
ecstatic natule of Arab music in telms of the indigenous peopĹs' ioner
psyche, thęil Islamic spiriĹual ethos, and theil dęselt, o' ,'o-ndi"-bnr"d
uDrtaly transcendentalism.3, In this book, I Providę my own outlook on such
culture-specific interPletaĹions, or Plofilę theoĺies.

The nłsic is analyzecl qualiĹatively, in terms of how the Various musical

Tbese änd-other attřib[tes of the mystical state have been presented in sharnM 1978: 1ó,
Hoxiey l954' wjnkelman ]986, and Myerhoff ĺ975, as lvell ;s in James lqoznq2q. pr'riĺ"'_
more, the relationsbip between rüystica] ecstasy and a-rtistic cľealivity has been expounded itlÚldelhill ] 955/19?4' Kllalr 1988, Nasr ] 98?' and the varioLls excerńts in G"d*i;u i9i?'
Theolies of sensoÍy deprivatjon and seDsoly overload have been widely ai'"'..J 

"''aapplied' 'see foÍ exämple Tält ]969, Ludwig ]969, CľaPanzäno ]973. aud Ĺesmer 1983' as
wel] as Rouset, who associates tÍance w'th oveÍload;nd ecstäsy with aep';uution 1il's!'3 1_2)' Rouget, fiowever (ĺ985: 3ĺ5 326) lighrfully car:t]orls against assimi"g;,;a;.
predictable^causi]1jtiec between lr)usic d possessjon t|:ancej ior óxanlple those lstab]ished
byNeher]962an.]Needhinl|967/]q79'simj1arcarltionisexpressedi;Blackingĺ968and
1980, Erhann 1982, and DJeDie 1984.
Rougeĺ ]985: 298'
Asad, włose original nanle was Leopoĺd weiss' was bolD into a Jewjsh faD]ily in Galicia'
Dow in Poland' A conveÍt to Islan], he was ä noled scholar and writer \łho tmveled exten-
sively ilI lhe Aľab world alld il ollc lillle wJs J corre\pondcnl ÍoÍ Di r''ltkfilrl?]' zctIu p
\ec "The Legĺcy nl Nł|lhálllnlrd A\ad''n'd.: l8-]9.
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elements, Ĺechniques, and manęuvęIs opelatę ecstatically' Accordingly' I

invesĺigale such individuat ĺealms as texLrlrę' otnaments' text-mtlsic lela-

tion.l'iřs, 
"ua.ntlut 

pattelns, imploYisation, modality' micloĹonal stlbtleties'

and ĺhylhmic applications. Also studięd aIę the ways in which the vaĺious

-uri"ál "o-po'r"nts 
opera|e on lhe lęvel of composition and in the con-

text of actual music perfoĺmance' Compaĺably, I provide an ęxtended

tleatmęnt of the lylics. Incorpolating numęÍous textual illustÍations' lhe

discussionsintloduce|heeSsentialpoeĹicalgenres,thetypicallitęrarystyles,
and thę basic thematic motifs' MoSt impoĺtanťly, the smdy o1Ters explana-

tions of how lhe lyrics as sung love poems contÍibutę to |hę overall 9cstatic

ęxpeIlencę.
Meanwhile, I examine a nllmbel of thęorięs that deal With music and

emoĹion. HeÍę, rhe underlying themes include a) how aĺd why music affects

us,33 b) the conneclion bętweęn music's affęct and iĹs abstJact' oI nonlepľę-

sentarional tgndencies,3a and c) the role of musical syntax in emolional

arousal'35 Similaĺly invesĹigatęd ale thę correlations made between specific

musical stylęs oĺ compositional designs and ęcsĹatic evocation'3ó In thls

ľegard, I do noĹ agree wi|h Rouget's assumption that semantics' oI YeÍbal

m;aning, is an absoĺutę plęrequisitę fol trancę-rela|ęd expeĺiences among

the AľaĚs and algue instead fol a more flexiblę and multidimęnsional ĺela-

tionship between mtIsic and emotional transfoľmation'

ľinálly, mis book reintęgmtes the various componęn|s of the |alab

complex and places them in a broader world seĹting' I allude to thę connęc-

tionś betw"en ga.ab and compaĺable phenomęna outside the AIab Nęar-EaSt'

as well aS between laJaD muslc and local musical styl9s íhat ęmeĺgęd and

bęcamę influęntial during ľhe last few decades' DęmonstÍating the impact of

Iecent intelcul|ulal contacts and pattelns of globalization upon Aĺab mtlsic

in general, I presęnt an encompassing view of tarab aS a world cu]tule and

aesthetic experience

Foľ explanations of how or why nlusic affęcts us elnotionaĺl}, sęe lor exanlple Langor 1953:

125 132, Storr 1992: 64, andTame 1984

lĺur,"lrlĺr,.u"t nu,u." unal its uniqÜe ability to lÍanscend liteľal representatlons oí depictior'"

ol standärd emotions was paĺticulirly expounded by susanne Langer (194211979:^21g)^an'l

llirnĺiu.iu *"*d lor in sciuton 1974, Newconlb 1984, Brldd 1985| 1?5' Kivy ĺ989: 258'

"',,i'ó"ĺ'"ri99ł. 
rh" notion that music defies senlanljc rcpľesentation was advanced by

ethnonusicologlst and nusic thinkel Charles seegeľ (1961:77 80)' ----
Discussion on iĺusical syntax a d enotional a'o säl appear jn Meyer 1956

Along tbese lines Rouget obserues that tränce_related usics are gęnerillly pärt of the locäl

",,ńuĹ'] '*ĺ*, - ň"instÍean nlusicxl language, but also display sucĺ typjcrl feature9 as

ubrupl rhlthnliľ ťhdntsťs ol bÍťakŚ' gradllal aťťťlťraliÚn in lęlllpo' and ''l?J''"?'/''' nanlťlv

sioai'ar 
'ncÍea." 

in vňullle r lq85: q4 l04alld8l'qI)'Vednsllile'_RedundancylhÍough
ř*": ĺo' u".n,Ii'.o''"cl in iĺerncton and McLeod t9?9: 113 l14' As faľ as collpositional

.,.o.".r", u." 
"on"..n"a, 

Robe.t Jo(lÍdäin speaks of the necessily ot achieving abalance

Leĺween st.rbi]ity and consistenoy on the one lland, nd deviirtion änL] vaľi i(Jn on thc other

(1991:312).

i'

$,



2 Cultuľe

Jarab can be vieweĺl as a specialized cultural domain. Soinętimęs ręferręq roas ,đl(łm dl-Íarąb,.,the world oÍ
repęItoires, and music re]ated id-lľl: ľ:: domain. encompasses artists'

ways of listening and ręactins ,o 
o'o*'"'' attitudęs' and behaviors' incĺuding

:1!i"."j';::il;.'*;::##ľt*: jľ:ľ"ilH:'iť'í.ľ:ľ'T[l
aspęcts of music makinq and wpuirl" o-uiuul"r'"" ;;Ťa *" 

lvlth cęrtain musical valuęs ałd outlooks.

y cl ds to, or 
" "";;,, ;;* ň ň ;T"''ľnT :?';: ::ľii #"T*.ľ,;lTiAlthough members of the tarab comnunĺty t".'a to.o-" t o- r"äu'",1l 

"'economlc and social lanks, succęssful -"r" ". ĺ"-"r"'".ii.iš, ä*"*u,
il19i..'' -"y ĺank among the wealthy *o innu"ntiui -"Äi"^""5i o'"osocrety.

As a 8loup, ahl ąl-ĺarab',,the Í'ęo!le of talab,,, incorpoĺatę an indigcnousprofessional milieu of vocąlists' instrume*"i'*, 
"ä'..p.rJ.r;'';;ä'"^,wliten. This catęgory may also be exĹęnded Ĺo peripheĺal specializaĺions, Íbĺęxamp]ę makers of tarab insĹruments such as the ło, ;;"ĺ.,'iäTň 

"u"somęwhat tangęntially, it includęs Arab-mu'i" 
"."a;""i;' ;;;;i;".""_tory.stąfť-m€mbers. Although thę concept of tarab has 

'ŕ""* o."iärĺ"*ĺoveltonęs, thę tarab wortd Ĺęnds to ovąlap with thę domain of the accom_plished tarab amatęurs, who perform for thęir 
"'' *."Jii"",ĺ*. řäi*uyattached to this world arę thę iocal mu.i" 

".iĺ"r, JouriuIirir, ä'ä il'ään*,and eveł recording engineers. Meanwhile, ,L" i',"r]".ľ."i 
"'o"*ä.., äf *"

:::l:_Ľ":'.fo" "*entially 
remain distincr from,h" ;;;i; ;;;;;;:;".."mu5Ical enIenainer. ThęoľisLs. rł hose 

'pubiished "o.L, uruulii ;;ř.';"";"r'oI ędrtrons oI commenĹąIięs on me
systęmatized męlodic ancl .,";il:ľ1ii,ľ:::T;'x."!"lJ.1 "."'ĺilľłÍ
basically separate flom thaĹ of the radio_station co.o;;:.;r;;ň; är,r"-mentalisĹ, and thę like. Totally extr
ł.uu p".ĺo.-",, unJ;";ö:.;"J'T::ä*,ľ:'ľ:ľuľ'il: #1"Jl.Ę1talab emt'Iaces thę jumhur, oľ ,,audience,'' parti"'l".Iy th" ii;;;;; ;;;;.,*
ľ:ä';Tr':ľnffis uand 

their pub'ic aie'*'""ío'"."ä' 
"""äi"-'il,',

Essentially, tarab is an ulban phenomenoł native to ciĹięs such as callo.

l5
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Beiĺut, and Damascus' Tarab altlsts aÍe ęittreĺ boľn in thesę citięs oI have

il:ä ;;J p-,t:" 
:1 'n:'i 'ľ'J:.:: ľälli'J, i'}ľÍ. $,ji;ľľłl

cenlęIs whęre tarab had bęen estaDn

the gľowtb of tlrbanizańon' the populalization of larab music through the

-odiĺn mass media, aĺcl the emutJtion of Caiĺo's musical model in neigh-

boľing uľban communilles' tne pĺactice and appeal of EasĹ-Mędl|efranean

aĺab"music has beerl widely ęxPanded-

Gendeľ roles

At least oulwaĺdly, talab projęcts a stľong male oĺien|ation' ľľ:^::o'*'
;"*r'';;;y;ńén "xcęlled 

in singing and playing 
'o' '19-' 

'"lľj' """"

"ä"rrirrg "*ria*"blę 
fame and prestige' HowevęI' thfottghout htstory lne

position of female ęnteľ|a1nels nas beeĺ diĺectly challenged by conseĺvarwe

iřri'J"r. c"--""ting on ĺhe Status of fęmale profossional muslc]ans ln

Tunisia, Ĺ' JaFran Jones wro[e:

Perhaps nevęť adequately isolaled within a blüred gamuL of "pleasures" divine and

nľofane - music has ahvays been u 
"ánt.u"'.iol 

lěgal an<l social ľ:"," ]l :ľn"o"*
ľjffi..w'ď ň' ;;';a"tión io' p"opr"' Lrnder the domination ol lslam haŚ been

ľ#"tľľ,,ľ'".ľľľŚiľ iľľ.,ĺ:lľj' us 
gua rdi an \ o l pub l i c p rob i ty to

In tladitional Arab society' women aÍe expęcted to dęmonstrate 
'h:-]'^'*" 

-

hashąm, oĺ "pľopliety u' o 'ooluntu'y 
gesture that ęarns them ręspect and

iaises their posiĺion in u mut" áoÁii"t'a socięty'' (Abu-Lughod 1986:

i03-11?)' It is generally betręvęJ that for womęn' pursuing music profes-

;ńií1;*-ąil,'':l,],1ľlľ"^:1',iľ,]Lľi:ůľ;'JJfi 

"'Tľi'-!";
noĺms of social decolum, as tne l

illustĺatęs' Whęn her -ut" ''ngi"g 
competitoĺ 'Ą** :l:i1ľ:]: 11_'-11:

iöä'lä"'.'"j n"', n" felt compellęá to pleven! hel fuompursuingthe-slnglng

'í"*''J.iag"'r'"ĺ, 
althougń he himself contiĺruęd |o lead an achve caleel

;';;;;.-;;ä compose''' A comparable attempt to u!^h:]d':Łe':ommon

sĹandards of decency was macle by Umm Kulthúm 
'ĺ:": ]:o^1ť:]r*o 

n*

family at tlre very beginrrmg o'_ tńi' 'ĺng'ť' 
performance career-When she

saw hel pictuÍę at the centel ot an advłtisęmęnt announcing heĺ peľfoľm-

^"*.l''í" 
l"'".,"'y cried of embaľĺassment' Hęľ father' shaykh Iblähim'

who pęImitted hel to sing onty_n''"lĺgio"' -ł*toi'" ::::i:::j$ostly 
of

"ršr:a- ̂ "i" 
r*i'nĺł, refJsed 

'o 
ulto"řh"' p"'ło',oances to Ĺake place untíl

L Al-Khula'i ca. 19041 144
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the pęIfoImancę mana8ęt had lemovęd her pictulę flom thę adveltisement.2
In hęI ęalliest public perfolmances, whilę singing witlr her fathel and brothel
as vocal accompanists, shę appeared garbed in traditiona] male attirę' thus
plojęcting a modęst demeanor or perhaps toning down hel image as a woman
altist. fjol sevelal years she sang rvhile weaÍiĺ'l1 Lhę ,abđyah (male gown) anci
the kufĺyyah and.ł4đl (male head-dress)'3

However, several Íäcto$ accounĹ for the special appeal of women ąs tamb
altists. To begin with, femalę singing is recognized as an effective conveyor
of musical ecstasy. In various historical epochs, male audiences have
marvęlęd al womęn who sing, paltly bęcause ťhę ęcsĹasy qonvęyed by theil
vorces was supposędly leinforcęd by their physical appearancę. ln a book on
talab in thę Mameluk period, we ľead ńat:

the princes used to preÍěr the female singer over the male Śingel and so đid the upper
class and the common peoplę ' . . Undoubtędly, Lhe iawđrĺ (feín?]ę slave-siĺgę6) had
an attribute that made ńem .isc above the ma1e singers. that is if they enjoyed a
suitable and beautiful voice, and certainly if they !ýere attlactive' It is lphysical]
beauty, added to the beauty of the voice, that gave them distinction above the male
sjngers and made them prefęrable. In the case of the folmeľ lthe fęmales], thę listcllcl
is undoubtedly captivated by two thiÍtgs, whe.eas in the case of the latter lthe males]
he is captivated by one thing' namely the beauty of the voice and nothiĺg
else. . .Indeed' P]ato was not Íär off when hc said that the singing of beautiful
ĺemales evokęs desire and ęcstasy (tarab). (al-Baqll l984:65 66)

Female singing letained íts mystique during and atter Ĺhe nineteenĹh cęntury.
lt seems ironic thaĹ al-Ęämuli, who barred his wife from ęnteĺtaining ln
public, had malded her rępoltedly becąuse he was deeply enamoled by hęI
singing. Even those who criticized thę female singers on musical basęs
sometimes admittęd that thęse singels' sęxual identity was a factol in their
populafiĹy. In the early twęntięĹh century' Kämil al-Khula.i (1880_1938), arl
Egyptian composel, theorist' and musical thinker, wrotę an encompassing
tÍęatise in which he attemPtęd to familiarize his geneĺation with lhe
rudiments of Neal-EasĹern music and to refolm the musical cultulę in light
of the modern scientific and cultuĺal accomplishments of the wesĹ. ]n iĹ, al_
Khula'i Iemarkęd with chaructęľistic pessimism that' "as typical evelywhęĺe
and aĹ all timęs,'' the femalę singęĺs ale pathetically ignolant of their alt and
that in Ĺhe eyęs of many "nothing ĺedeems them except that they aĺe women''
(ca. 1904: 91).

since thę early twentíęth centuly, the sĹatus and visibility of female
Singers has imploved significantly. Many achieving fame as ĺecording artists

r see ButÍus 1967: 127.] see Fernea and BeziÍ8'rĺ eds. 1976: ]45' For ĺurtheľ infoímaĺion äboüt the professional
di]e nras offemale singeÍs and danceN in Egypt' see Nieüwkerk 1995'

Cuture
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and film staľS, modęrn fęmalo altists have been working closęly with ma|ę

accompanists, composels, anĺl lyĺicists' Some teaah at ptlblic and prlvatę

acadeńięs and occupy powerful positions in various music relatod p€da-

gogical and governmenĺ bulęauctacies'a Above all, collnlless womęn have

äxJ"led as ta.at artists. Notwithstanding thę histoľical cęnbality of the male

DęrsDgctive and lhę tensions that have Sullounded femalę altistry' the táIab

"ultu." 
gront, women qualitative importancę in an alęa considered qtlint-

essential to affective taÍab making, namely singing'

Learning Jaľab

Talab pęÍfolmels |ęnd to shale cęItain lealning expeĺiences' The long

process of becoming a taĺab aĺtist Ustlally consists of five diffelęnt phases: 1)

,h" upp"orun"" of ialent, usually duĺing childhood; 2) musical obsession'

u""o-p^i"a uy strugglę against family and cultural barrieĺs; 3) family and

societal recogniđon of budding talent' and in some casęs lęluctant acqules-

cencę to thę;ovice's musical desiĺes; 4) |raining of some solt; and 5) the

undeĺtaking of a performance careęĺ Thęse general phases do not always

follow a strict lineaĺ orcleĺ and may oveĺlap or coincide with one anothel

TaLent

In the taÍab cultuľe, music makiĺg is bęlieved to havę a quintessenfiäl

pręÍęquisi|e, namely talent, or mqwhĺ'bah,liĹeIally, "gift'' oI "endowmęnf'''

Musical talent may also be refeĺred Ĺo as nayl, |\teral|y, "inclination'' oĺ

raghbah Ilteĺa!|y, "desire''' Showing musical talęnt constitutes the eaÍliest

sign of a peĺson's potęntial as an artist. Talent is gęneIally considęred innate

and preĺleteĺmined' Individuals aÍe simply boln wi|h it, and tlrus they eitheI

have it oI do not havę it.5

Belięf in thę innate nature of talent is expressed in Valious ways' In his

9arly twentieth centuly fuęatise Kamil al-Khula'i plęsentgd arr old anecdote

thaĹ explains musical talent and, as it turns out, sheĺls significant light tlpon

the general ideology of tarab' AfĺęÍ refęrring to ancient philosophical

alguments in favoľ of the auditory sęnse, al-Khtlla'i told |he anęcdote as

I See Darielson 19914.
5 This traditional l)otion ol taleüt nray difĺ'el from ceÍtaiÚ nodern westeľn views that pŕo.iect a

more ]ibeÉl oľ egalira an altitude towald nrusical abjlitý one sucb view ls exprcssed ill John

B]acking's etlrnomllsicologicaĺ wÍitings (e'g. Blacking l973)'



Culturę 1.9

Iilllows: During a meęting in his royal coult, ołe king claimed that htlmans
|0ĺ|ľn to listen to music (samđ) by developing thę habiĹ of aĹtę dinA muslcal
ttssourblięs (uajđlis al-taľab)' A sage in the group djsagĺeed and1ąid tĺat
llllllnns appleciate music "duę to a celĹain disposition' they arę born with',
(0ll. l9o4: 11). Dissatisfied' the king asked ii the sage cóuld substĺrnĹtale
Ilis claim. The sage ĺesponded Positively and asked rňat rhe court brirlg ln
tltlo lrundręd babięs ten months and younger from paręnts of differęnt back-
1iľotlncls, including minisĹęIs, scientists, wľi|ers, farmęIs, slavęs, and others.
'|'llc sage ordered thaĹ their nursing mothęIs stay away from them fol half
{l (lily so Ĺhat they bęcomę veľy hungry. Subsequently, hę oldeled tbat thę
l)tlbies be retuľned Ĺo theil mofhers and while they węIe busy feeding,
ĺllc słge gave oIdeĺs Ĺo have musical instrumęnĹs (ąlđt al-|ąraó) play at once'
( |()nsequently, some babies sĹopped nulsing and focused tĺeir attennon
l()!vnľd the sound aS they moved their bodies and laughed. otheĺs abandoned
|llll'sing but remainęd quięt and motionlęss, wheĺeas some began to altelnatę
llr:lween feeding for a sholt while and looking ľoword tie source of tlre
$í|ll|ld. otl]ers began Ĺo move their feet and hands to thę music v/ithout
li)ľsĺlking feeding, buĹ tiere also węĺe thosę who put all their eneÍgy lnto
lbcding and ignoled ęverything elsę. As thę story wenĹ, it was then that
llro king became convinced that musical disposition was inborn. Ending
w ill] the standatd phrasę "arrd God cręates whatevel He wills'' (ca. 19o4: l l),
tll"l(htl1a'i not onĺy provided an explanation of Ĺalęnt, buĹ also cąlleĺJ our
llll(l]tion Ĺo impoltant corollalięs such as thę different levęls of musicallty
lllll()l1g humans and the varieĹy of ways in which listęneIs lęspond Ĺo musro,
wllys that, as the anęcdote implied' are also predetermined. 'ľhe anecdotę
lllso lluded to various viscelal and emotional ľesponses to music, which thę
lll|(ll0ľ ľęÍ'elręd to catęgolically as tarab. As pręsentęd in this tale, the indicą-
ll)ľs oť talent are malrifestly psycho-physiological.

'lhlent is often linked to heredity. A musician is thought to acquire his or
llol'lĺlent from a gifted palent oI a relative, typically, a maternal uncle. often
ll!öd lo describe the heleditaly naturę of talęnt are folk proverbs such as

'lhľkh 
al-batt 'awwąm, rctl1hly, "a fledgling duck floats liĹe a duck.'. Arso

!j(ln]clin]es, talent is sęen as a coĺIe]ate to ethniciĹy, for example Gypsres
lll'tl pľesumably endowed with exceptional musical ability' Whęn music
I||'iq]iürados speak about the vil|uosity of the late buzuq playels, Mubammad
'Ab(l ĺl-Kalim (1905 1989) of Syria or MataÍ Muhammad (d' 1995) or
ĺ ťlłlnon, thęy tlsually hastęn to point out that these altists arę of Gypsy
()ľl8ills nnd lo lemalk thaĹ musical viltrlosity, and the buzuq itself. are
''lllllivo'' to Gypsy cullure. FuÍthelmore. musiciaĺship may be associated
tvllll Śpecific nationalitjes or geographical aIęas' For example, numerous
llllltic l connoisseurs stĺess that the syrian city of Aleppo ls umm ąl-ĺarab,
lllL:ľtrlly, "rhe mother of tamb." It is also said Ĺhat Egyptiĺrn peĺfoĺmers have
ll lluttlľal affiniĽy for talab, as well as a good sense of rhythm and ensemble
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coordilation' "They havę thesę things in thęir blood,'' oI as onę amaĹeuĺ

female singer from Ĺębanon puĹ i|, "tarab was boĺn in Egypt'''
AtĹitudęs towaľd Ĺalent tend to be ambivalęnt. Talent may bę viewed as

a na|uIal inclination towald the claft pľacticed by one's own family and

as such may be appreciated as an ęmblem of familial oI ethnic continuity'

Simiĺaĺly' musical talent may bę tolelatęd and even encouraged if ľhe

talentęd pelson intends to becomę a melę amateur, namely a ńa}'i, literally,

"one who is enamoręd,'' or ghđwĺ, ''ole who is infatuated''' or "obsesserl'''

However, if the family is particulaĺly sensitive to thę negativ9 stigma Ôf

pĺofessional music making, thęn musical talęnt may bę 'considęręd Ĺlľeat-

ening and basically undesiĺable' Yę| even then, despitę its long-term social

and moral implications, genuine musical talenĹ may be recognized as being

mystically oĺ metaphysically spęcial' Actually, some musicians attĺibute

talent to a foľce ouĹside thęmselves' and similaĺly sęę theh musicality as an

endowmenĹ úęy are ĺesponsiblę for maintaining. As one ęldelly violinisĹ

fĺom Aleppo lęverently explained |o mę, music is ai afiđnah, ĺamę]y a
"Ĺrust'' oĺ "consignment'' Ĺhat Someonę else (God) has left with us and

ęnlrusled lls lo care |or ll is our momlduly Io liVę tlp lo rhal ĺru(l.ń

obsęssion and skuggle

Musical talent usually manifęsts itself as a burning passion. A child dęstined

to become a musician shows predilection Ĺoward singing or playing an

instľumęn|. Actually, his oI hęr musiccl ulgę may velge on the blzarťę or

mischievous, as illustrated by the musicians' typical repolts aborlt thęir own

experiences' In his memoirs' the ĺęnowned Egyptian singęr and comPosel

Muhammad'Abd al-Wahháb (ca. 1901_1991) recotlntęd that as a child he

often missed school bęcause he frequently gatlręÍed the neighborhoocl

childlen and saĺg for them. To justify his tluancies, h9 rępeatedly gavę fhe

schoolmaster one single excuse, namely that his aunt had died, tlntil his ploy

was discovered aftęr the school mastęI investigatęd the mat|er with

Mtlhammad's fathęĺ' As a ĺestllt, the boy received a spanking fĺom his fatheI,

but that did not dissuade him fĺom following his musical ulges, as demon-

sfuatęd by one spęcific incident. One timę, the famous singel shaykh Sayyid

at-Safti (18?5 1939) lvas invited to sing at a wedding iĺ a khaymah, ot
peĺformance tęnt, in Caifo' Aftęr walking inlo the tęnt in oldel to satisfy his

musical cuĺiosity' the young Muhammad was soon discovelęd and chased

out. "sincę children węľę not welcomę ať such 9vęnts.'' HoWęvęĹ ln oIdeľ to

make his way back hę offeľed Ĺo hęlp an old Waiter' who carried a 1bod tray

ó From a conversatlon witb the aĺtist' 'Abd al Ęamid al_Tannaí' ilt Los Ángeles in 1990.
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on his hęad, by caĺrying the tray for him. As tlre waitę. acceptęd v/nat ne
thought was ąn admimble gęsture, tłle young Muhammad wus äble to gu 

'n,btlt fol fear of being expelled again he h id,lndeĺ the ĺtikkah, ťhe performance
sofa, upon Which al-safti sat while perfoĺming' He remained tńere all nlghĺ
listening to the performance.T

In a large number of casęs, obsession is vio]ently stlpPressęd by the child,s
patęnĹs and dampened by social pressures. Consequently, ĺhe potęntlal
n]usician, esPecially the less obsęssivę (or the lęss talented), may ĺelinqulsh
lnusic, at lęast as a selious conceln' or perhaps maintain it as a hobby.
ľIowevęr, in many cases talent affiIms iiself, thus leąding to a genęľal
ľealization that a) the young person's obsession is Ĺoo sbong and atteápts to
stifle it aIe futile, and b) his or heĺ talent is impressive eäough to deseĺve
ľecognition on thę part of thę palęnts, the family, and the community.

The following ale ĹhIęę illustrative cases. The laĹe qänun player
Mu|ammad al-,Aqqäd Ĺold me thať his fathel ąnd granclfatlier, Muhammaci
al-'Aqqäd (Sr), although both węIe musicians, at first trięd |o plevęnĹ him
liom following the path of music'b Thęir attitude was prompted by con_
servahsm and by a feeling on the grandfather's part that one _uy p,,rru" u
profession only if he węĺe to ęxcel in it, or as the grandfatheĺ put ĺr, ',a gooo
shoemakel is bettff than a mediocre musician''' Looking toward a,,decenť,
ĺutule, the family insisted on sending Muhammad to a pľivatę Fręnch scnoot'
l{oweveĺ, despite going to school, Muhammad ręmainęd musically obsessed.
'l'he young boy used to Ĺell his aging glandfatĺel aftel an evenini perform-
ance: ''Why don't you leave the qánt]n with me and I will carry it fli you and
bľing it to yortr house tomoÍIow morłing?'' At his pa.ents' home, how.u".,
he usęd to open the case sulleptitjously and ..expeliment'' 

With the stlings;
trying símple melodies by Sayyid Daĺwish (1893_1923), an innovat1ve
comPoser ol songs and dramatic wolks, and by othels. It wąs not long before
lre was discoveręd and beatęn by his fatheĺ Accolding to Mrńamňad, ulc
gľandfather hated lo sęę othels play his qänÚn, ,,as musicians in Aęneral werę
veľy sensiĺive aboul others using or touchJng rheir inslruments..i

Gradually, the young Muhammad proved himsęlf a sęrious lealneĺ A man
close to th9 family, Mustafá Bey Ridá, convinced the Arandfathel thaĹ
the boy should join thę cairo Acadęmy of Arub MuŚic uoá pu.ru. ,..'o,'.
study under the qántln teachęI thelę, who happened to bę the glandfathęr
himself. Ridä, who also played the qänÚn and worked as a music instĺucror
and administlatol at thę Academy, had himself beeł a studenĹ of thę older
al-'Aqqäd. He told thę gĺandfather' ,,Look how you helped me aĺd herperr
your son become respectable musicians. Why can't you allow the granoson
to ľake a palh simiIar lo ours]"

] Thę aÍtist's n]ellolrs appeařed in Rif,at ed. ĺ'd. see pä8es i8-2o.Ú FÍom a convcÍsation that took pĺace ln Los Angeles jnlhe sunmer ol 1984.
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Evenĺually. the full ľecognition ol Vuhcmmad a5 a prospęcĺiVę qäni]n

Dlavęr took ilace thĺough a symbolic' yęt vely significant gęStuĺe' Toward

thę'ęnd of Ńs Life the gĺandfather (cl- l931) gave a well-aťtended Peŕbrm-
ancę at lhe Acadęmy of AÍab Music' At the ęnd of the pęrfoĺmancę' thę olrl

man lose from his seat and placed his qänÚn in the lap of the young

úuirammad. The gesrure signaled ttre old musician's decision to retile hllt

also his acceptance of his grandson as a musician and successoĺ''

Aĺrorhęĺ iilustration comes flom a published inleĺview wiťlr a Palęstinian

composeĺ who worked for many years in Syria and L€banon.Riyád

al-Bändak tracęd his altistic life back to ęlementaly schoo! in Bethlehem'

palticulaľly to the encoulagemen| of his school plíncipal' a violinist and
'music 

aficionado fĺom Ramallah' when ťhe principal Wantęd to form a chotr

of musically-gifted strldęnts, Riyád was one of thosę chosen' altlrough he

*as unĺle. eleven yęals of agę. As al-Bandak explained' "I was the only onę

abĺę to męmoÍize any anthem that the plincipal taugh| us ' ' ' That is why the

principal had appoiĺted me to sing fol the studęnts befoĺe they ęntelęd theil

classes ęveĺy moÍning'' (Munawwaľ 1989: 71)'

łl-sandák addęd tllat his lovę fol mtlsic was a kind of a cĺaze (hawas)

and Ĺhat he was able to leaĺn immediately any song he wouĺd heaĺ whether

by Umm Ktrlthum, Muhammad 'Abd al-wahhäb, Shaykh Abu al-'I]lä

úuhammad' or otheľs. As he explained, "Aĺab musical classicism was rn my

blood sincę I was vęIy young, but the gfęat obstacle was my fathel' who at

the time was thę mayor of Bethletrem'' (Ibid')' The fathel stated emphatically

that ęduca|ion came filst, and aftel tlrat Riyad could do whatevęr he wanted_

Howęvel, becoming a young man, Riyäd chosę to folĺow his own passion'

Hę attempted lo find an aÍtistic outlet throtlgh tlre Palestinian Radio Station

in Jefusalem, which was directęd by Yahyá al-Labäbĺdi' a węll-known

composer and adminisLrator at the Ĺime' Aftęr at]ditioning and gaining

admission to thę radio sĹation and becoming highly apPreciatęd by the ládio

sťaff, h9 composed and sang a son8 that was bloadcast by ĺhe statlon'

Discoveĺing Ĺi. young son's intęnĹions, the shocked faťheÍ contacfe'l

al-Labäbidiand complained angrily, insisting that his son nevęI be allowed

to puÍsĺe "the path of arĺisĺy" (rarĺq at-Íann)' As al-Bandak vividly remem-

beięd, on the following day when he went to thę station, the guard plevented

him flom entęring, thtls following the father's insťrucĹions' Upon ĺettlĺnlng

to Bethlehem, he tried to saĹisfy his musical passion by peltbrmlng at

various local musical venues.

According to al-Bandak, a "miĺacle'' b'ought him back to the ĺadio s|a|ion

and evenlually made him famous as a composęĹ In 1938 thę Blitish allested

9 Thrs ceremony was also descľibed ln the notes on an LPfeaturjllg qaníin perfoř ances by al-

ĺqqid' lh" gi-d.*' rhe LP, issueĹ] in New York, is titled "El salanrl Mohanrnlad ElAkkad'

theŕils of the Kanoon'' (El Akkad Records, stereo RC 412)'



llis littlteľ and ęxiled him to Greece, thus giving the young aľtist full freedom
lll pllľstle hls alt. AftęI World War II, whęn his fatĺer was retulned to
llclhlchem and bęcame heacl of the local National CoĺimiĹtee in l947, Riyäd
ľťlilscd thę fathęr's immediatę olders ťo join ťhe newly foĺmed aĺmęd-
ľťĺiis| lrce movement, which Ĺwo of Riyäd's bľothels had alĺęady ioined.
lllstufld, the young alĹist left for Damascus, rvhęĺe his alĺeady esiaĹ]ish"d
llIlll]c enablęd him |o wo.k with the ĺadio station tiele and to composę son8s
lilľ ľenowned vocalists such as MaÍy Jibrän, ,lhę Unrm Kulthum o} Syĺia'' at
lllť lilne (Ibid.).l0

liinally, Sorrhail Kaspaľ, an accomplished tĺ'bĺah (A|ab hand-dlum)
1llttycľ now living in Los Angeles, gĺew up in a climaĹę thať was musically
!]()l|(|(lcive, altiough noĹ devoid of family concerns.Il Born in 1950 rn a
ĺlllllll lown in Centlal Lębanon' Mr Kaspar came from a verv musical
ĺlllllily: his mothe. sang and his father pliyed the .ĺd. At age seven, tre
llowcd phęnomenal Ihythmic talent, clearly demonstraĹęd when he tapped

ĺll|! ĺnoteľs on a tablę as his parents performed. Souhail,s father, deeply
lllkul by his son's tąlęnt, bought him a small clay dlum Ĺo play on, but was
lllti() WoľIied tlrat music was distracting the son from schoolwoĺk' as
li()ll|läil ľemembeled, "My father ťried to hide tlre dľum from me, but evcry
lilllc he lefl thę housę I was able to find it and play on it.'' Realizing that
llr0 son's obsession was impossible to ignore and feeJing that if music were
ll| l)0 Ptlĺsued it had to be lęaľned pĺoper]y, he enrolled his son aĹ age
l|llľlcell at a music academy ín Aleppo' Living with his matęInal ąunt s
llllllily in the sylian city, souhail studięd ať the academy foĺ appľoximaĹęly
llllctl years and eaĺned a cerĹificate in pęIcussion playing. After re|uĺning to
l,cl)lln l he peĺfoĺmed with numęrotts altjsts, includinq vęĺy węll-kĺtlwn
!lĺlĺlcľs and instrtlmentalists, thęĺeby ęstablishing lrimselŕ as a caIęęI
Ilt!ľctlss1on1st.

()hviously, thęIę are notable exceptions to thę valious adverse circum-
}illltloes. cęrtain taľab artists speak of ęncou.aging paręnts who wish for their
łllil(|ľcD to leaĺn thę mtlsical tŤade and to mastel iĹ. In the 1950s, one very

lltr,iicirl father from Beirut reportedly used the following metaphor to
ľł|)lllin lris philosophy to his talented sons: "a head without arry music in it
Őrlgl)l as well be cut off." The sons grew up ro be highly cccomplished
illlllllulľ pelfolmels on talab instrumęnts'

lvlllly Jibnn was one ol tbe most accomplished s]ngers of the AŤab world' Born in BejruL.
l'rl)llll(nr in l9l1' she travcled rc and worked in Egypt, wheÍe she learned the oIder tamb
lol)clrcirc from such maste. artrs(s as Dáwiid Hüsni' and Załariyyä Ahnrad. Later on, she
llv((llllld worked in syľia' see al_Jundĺ l954:279 280.
lłonl a inteľview witĺ MĹ Kaspar (suhay] Kasber) in Los Angeles on octobeÍ 7' l998.
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Discovery and lęcognltlon

The sťolies pręsented abovę are typical in Ĺheir depictions of obsęsŚion'

stĺuggle, and lriumph, and in their poĺtrayals of the plocessęs thÍough which

pot;-tial altists aIę initiated into the path of aĺtistry' MoI9 specifically'. thęy

ällud" to o u"ry i-poltant phęnomenon, namely the "discovely"' oÍ iktishaÍ'

of the bttdding talęnt. Talab pelfolmęIs gęnelally cite at least onę

męmoĺable inciáent malking thei[ own early discovery by o|heľ peľformers'

Similarly, ęldel musicians and musical connoisseu$ often take pIide ln

mention"ing the namęs of ęstablishęd young artists whom they had 
'tis-

covelęd thęmsęlves. The discovery procęss usually constilutęs a point of

dępalture, maĺking a tlansition flom troubling unceĺlainties to full confilma-

tion of ťhę authęnlicity and pĺomise of thę novice's talent' It may also ptlt an

entl to peĺsonal and ĺamilial tIibulaĹions by usheĺing the budding altist into

a road of specialization, although ęven then the artist may contnue to De

hauntecl by the plospects of profęssional strugglę and Social rejection' The

dlscoveĺeľ, or as of[en is the case, numelous discoveľęrs' is usually a senior

musician who, after ĺecognizing the mlęnl, may take ťhę tal9nted Person

under his or hęĺ wing, and somętimes intloduce him or hęI |o tlre public'

Biogľaphies of talab altists, as Węll as thę artists'own repoÍts' aĺę rePlete

wiń discovery stolies. Among ťhę morę famous of these stories is 'Abrluh

al-ĘamĺIĺ's vocal talent being discovelęd by Mu'altim sha'bän' a nineteęnth-

centuĺy leacheĺ aĺd ĺepoĺtedly a veĺy selfish impresaĺio'l2 Also węll'known

is the śĺoĺy of Umm Kutthum's discovery by the famous singeĺ shaykh Ah']

al-'Ulá Muhammad (1878 1927). Wę are told that healing the young grll slng

his songs whęn hę met hel at one of heĺ countryside peľformances'

this senior aĺList was so |ouchęd that he had tęars in his oyes and addęd his

enthusiastic Suppoĺt Ĺo those insisting that Umm Kulthum Peľfolm in calro'

He reportedly lold heľ fathel "oh, Shaykh Ibrähim, it is a pity for thę girl to

ręmain herę, she has ręal talęnt' she is a Íęasulę'' (Fu'äd 1976: 101-102)'

In the eaĺly li1'e of Muhammad 'Abd al'Wahhäb theĺę wele a selles ot

comparable encountels, thę one wilh lhe cęlebĺated poęt Ahmad shawqi

(t868_1932) in Alexandĺia arotlnd 1925 being a wateĺshed in the young

aľtisťs caĺęer Shawqi took'Abd al-wahháb as his plotégé and introducęcl him

to exclusive li|eĺary and politicaĺ circles and to Eulopean, particularly Ftench'

ctllture. writing modern lyrics for'Abd al-Wahháb, the Egyptian poet

encouraged the ýoung alťist to cĺęate nęw and irrnova|ivę musical works ''
The áĺdst's ]'discoveľy'' usually paves the way for a ceflaín tĺaining

plocess' NaĹulal taĺęnt, althoÜgh quintessential to artistic ability, is consid-

rtr Kam;l 1971; 8 9.
Lr RiÍlät ed. ĺ'd.: 64-94.
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t|l'r(l cľtlde and in neęd of ręfinement. The crafĹ-oliented woÍd' khđnąh,
wllich lileľally means "ĺaw matęrial'' oI ,,uncuĹ stonę', oI ,,fablic,'' is widęly
ll|iplicd to talent in its unlefined natural state. Plomising artisĹs whosę talęnts
llĺvc nol ľeceived the ploper aĹtention yet are referĺeĺl to collectively as
klŕln(iĺ, oÍ "faw talents.'' such artists may for example appear on televislon
lĺIlellt shows, which have also been cleditęd with discoveĺing budolng
llltlŠicäl talent'14 The concept may also apply to the voice wheł it is rough yet
|]ĺ)lclllially good' A young, musically untĺained singer may possęss thę IighĹ
kllillllłh, namely a type of voice that has dęmonstĺable altistic męIit.

l.,ike a ĺaw Pięce of diamond a khámah neecls saql, or ,,polishing.'' In
olllcľ words, natulal abiliĹy to sing or play an instlumenĹ nee(ls ręfinins. or as
lllc nrtlsicians' jaľgon gaęs, tandhlÍ, literally. ..cleaning up.'' What is ňpliecJ
łlaľc iŚ ťhat the matelial to bę "cleaned'' is of ĺlesiĺable qualitv Ĺo bęsin witĺ'

^lt()theľ 
ręlated neęd is recognized, namę|y, tawjIh' oi proiessiona'l ..guiĺt-

llllťc''"ľhe tasks of "guiding,'' "polishing,'' oĺ,.cleaning'' nray be peĺformed
oľ lll least initiated by the discovereĺ of thę talent. Howevęĺ, in most cases
llloy ílrc palt of a plolonged ęffolt thal involvęs a number of teachels and
lĺlľllllll and inIormcl modalilięs of learnins.

The learning pĺocess

llrlditionally, leaĺning taĺab music has bęęn linkęd eithęr diľect]Y oÍ indl-
ľcclly to religious contexts' Befolę wolld waĺ I, ą large number oiEgyptial
Billgeľs developed theil Vocal artisĹry thĺottgh Ĺhe performance of Sufi
llllllgies. ThęiI sufi tlaining was usually leflęcted by the leligious title
"lihaykh''' which preceeded theír names. Similarly, in Alęppo, which was
wcll-exposed to the music of ottoman Tulkey' many of thę lenownęd com-
ľ()seľs and peĺfoľmers węIe affiliatęd with the city's sttfi oldels, including
llrc Mawlawiyyah (Mevlevis).'5 Also, famous singers such as,Abduh
ĺll.lJämüli and Shaykh Salämah Hijäzi (1852_191'7), a tarub singęI, actoĘ
llll(l one of the pionęęrs of the dĺamatic movemęnĹ in Egypt, tminęd their
v()icos through performing the call to prayeĺ from the Ĺop of the minaĺets.
lł'iol to sound amplification, thę n'u'adhdhĺn (or caller-Ĺo-pĺayer) neęĺled to

|]lllthelasttwentyyeärsorso,oneexanplehasbeentheweek]ytä]elrtsho,łlSnÍtiout-Fan]]on
l-cbanese televislon' In Lebanon, this show is kDown to have discovęred and jĺjtiated a laĺle
nunber of anmte r and professional musicians, especially singels.

'woaletold,folexample,tbattowaÍdthelatel)ineteenthcentury.AĺeppohädmorelhanIorty
lał.]-)a, or sufi worship centeÍs (tiom a.epolt qLloted itr Bin Dhürayl 1969: 131). Anron8
lhose who were directly infl enced by Aleppo s Sufi nusrc were composer ,Umar al-Ba$h
(l885-1950)' collposeř and tlreorist shaykh.Aĺi al-Dalwish (]8?2-1952) and nay plaieÍ
'Abd aĺ-Latif al_Nabaki (b. l875)' The latteľ two l)ad certain connections with the Maw]aw'
oltleÍ Gee al-Jundi ]954: Ża4 2a9'326_32'l, arld328).
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develop a powerful voice, which was a rea] asset in sęcular Pęrfolmance
settings as Well. A ftllľhel traditional path towald vocal proficiency has been

Quĺ'anic chanting. 'Ihe aÍt oÍ tajwÍd, oI the melodically elaborutę ręciĹation
of tĺę QuI'än, ęntails mastering ceľtain lules for proper enunciation and
textual dęlivęIy, developing knowledgę af Íhę maqđmđt (oI melodic modes),
aIrd cultivating effective improvisatoly skills. Ô Similaĺly, in some coĺrmuni-
ties' learning has been acquiĺed Ĺhrough Ĺhe masteling of otheI religlous
Iepeltoiles, for example certain chüIch littlrgies.

Talab music has also been lealned thlotlgh essentially secular pĺofes-
sional patis' Duĺing tlre otťoman PeIiod, membels of various professions,
including musicians belonged to individual professional guilds Ĺhat in turn
grantęd thęm Protęction and structuĺed theiÍ lęalnrng and wolk patterns.
This was the case in majoĺ Nęaĺ-EastęIn citięs. Í{istorical soulces plovide
litťle infolmaťion on how guild musicians leąrnęd their cĺaft, for example
how systematic Ĺhe learning plocess was' Howevęr, it is genelally shown
that the mastery of the crafl was assimilated gradually through an extended
apPlęnticę-mastel relationship, which led to an initiation cętęmony that
gave the learneĺ formal access to professional work.l?

In Egypt' applenticaship centeled alound the ŕaŕłŕ, the small ensemble that
was pIevalent in Arab citięs bęfore Woĺld War I' Young and promising indĹ
vidtlals treated thę takht ęnsemble as a learning context and as a stępping
slone toward becoming accomplished performeľs. As indicated by oldeÍ
musicians and earlier writings, male novicęs lęarned flom male takht
musicians, wheÍeas females learned from membęĺs of the'awđlim. or fęÍlarc
peĺfoĺming, grotlps. Moreover an instrumentalist, fol example a qánÚn playęI,
lęaĺnęd fĺom an esĹablished professional instrumęntalist, whereas a vocalist
learnęĺl from an accomplished singer, typically someone who was sufi
trainęd' FoÍ ęxample, ĹowaId the middle of the ninętę9nfh centtry' the Egyp-
tian singel and composeľ MUhaIT[nad al-Muqaddaĺn, who masteled the litulgy
of the Laythi sufi oÍdęI, had taught a number of Cairo's sĘels at the time.l8

Dtlĺing the twęntieth centtlIy, appIenĺiceship as a tĺaditional form of
musical Ĺraining gladually lost its appeal' As we lealn flom Philip Schuyler's
ĺesealch on Moroccan mLlsic, the decline of the apprentice sysĹem sĹęmmed in
palt fĺom Ĺhe diminished mutual futlsĹ between mastęrs and pupils, the waning
of tłle older repęÍtoiles, the rise of conseĺvaĹory tęaching, and the fading
intelest in old and pĺolonged teaching methods.l9 A]so to be consideręd iS the
apPealance of the ręcordęd disc, which seIved as a convenient teachjng
dęvice, since thę ręcoldęd conťent cotlld be ľęproduced leDeatędlv and

See Nelson 1985.
For further infoĺnration on ottoman güilds' see von Hanlner cd' 1846/19ó8, Häfidlr t97l
192, Racy 1983ar 159, and Baer 1964.
Kämil 1971:9.
Schuyler 19?9r 25-27.
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lcnľned as such' To these faclo$ may bę addęd the eventual collaDsę of thę
8llild syslem and úe stĺong impacl ol Weslern cullural vaĺtles ałd institrllions.

Atleľ World War I, some musicians conĹinuęd to ]ęarn their craťĹ througn
pľcrlongecl exposure Ĺo Ieachers, oľ in some casęs from pęIforming paręnts or
ľOlatives. In this instance, learning would sti]l have ręlied upon infolmal
|)ľocessęs of emulation and coaching. However, the traditional modalities of
ppĺenticeship gęnerally moved closer to, and in many cases welę leplacęd

lly, the modern pĺactice of tutoling. Inspired by węsteln musical pedágogy,
llltoľs havę provided sysĹęmatic insfuUction through privaĹę lessons and
someĹimęs thlough plinted tęXtbooks that emPloy wesĹęIn ngtation. FuÍther-
lllorę, tutolrng on taĺab insfuuments such as the,ůd and Ĺhę qänun have
coexisted in the samę cities and evęn same ciĹy qrrarteĺs, with tuĹoring in
Westeln music by both native and węstern teacheÍs.

In one autobioglaphicą] novel, ą modern Syrian writer (Minah 1978)
descľibed his own ęally effolts to bęcome atr.instIumęnt player, but also his
lnck of patięnce foĺ learning how to play. SomeĹimęs quite satilica], the
llłľratives illushatę tlle salięnt musical attitudęs in Damascus in the eaĺly
l940s. Furtłrermoĺę, they depicĹ thę tensions betwęęn two methods of
ĺlltlsical lęaÍning, a westęĺn mode that was considęted structuled and
seľious, and a loca] rote apploach that appeared informal and old-fashionęd'
'l'he author mentionęd his shoÍĹ lived attęmpts to learn the piano, the näy, and
llle(ud. AfĹęI beginning to take lessons on thę violin with al Italian teachęI
who taught tfuou8h Vy'ester! notation, the atlthol met an old barbęI who trlęd
tÖ win him as a student. Thę latleľ trięd to dissuade him fĺom sĹudvins wiĹh
the Eulopęan teacheĺ, claiming that hę himself tatlght ..the genuine Eislern
Í|lL," al-Ía'n al-Sharqĺ dl-ąsĺI. AlĹhough probably fictitious, one account
shows |hę tĺaditional teacher's desperation, as well as caÍicaturęs the old
ways of tęaching and listening Ĺo Amb music:

Wilh the barbel I learnęd some /a}'d]'Ď lsingular d'ĺaź, an instrumęntal genŤę], as he
lllso used to accompany me on thę t.1btah jn order for thc Ďasł7 af [an instrumental
gonre] to become welĺ_established in my mind. Towaľd the end of the lesson he
would teach me what he callecl tahm'[Iąh [an instrumental genlel. He Used to shake
his shouldels whilę playing. I asked him why. He said ,'the shaking of shouldels is foľ
l)ocoming lmusically] involved (i/'Jł'a-n) . ' ' Easteĺn music!; it is talab' insijäm,
tunes that cause the body to shakc.'' T said: ,'the ltalian tgacher confiÍmed !o me mat
nlusic is something from the spiľit, from lhe brain''' He then stopped playing and
shouted: "what an animal! Why didn't he say from the belly too? How would you
|pLVn the bashđľiÍ |pllrral of bashraf] which are thę foundaĹion? Music is ftom the
body'..|ealntheshakingoftheshouldeľs,butdon'tsaythistoothers'.'Icanteach
you the rudiments of the ďaft (Ltsfrĺ al-mihnđł) in its entircty.'' (23 24)

'|'hę twenĹieth centuly also Wimessęd the prolifęIation of modeln conselva-
ĺory training. By the early decades of the cenLu.y, music acadęmies bęgan to
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appeal in cities such as Cailo and Alexandria' Today in almos| all largę Arah

ci|ies LheÍe aĺę mus1c conselvaLolles Lhat are typicaĺly sponsoTed by the local

governmęnts' These institutions tend |o Share such featuIes as: thę exlsĹence

äf two sections, one for reaching "Occidental,'' or European music' ĺhę other

foT "oÍiental,'' oĺ Arab music; instruction on speciÍic work days; a speclal-

ized administľativę staff; ald thę |eacheľs' reliance on goveĺnmenL salaľles'

rather than on re students' rrsually nominal legislÍation fees'

In some lęspec|s, conservatoly Íaining iĺlustlates thę traditional modali-

ties of instruction. Many consęrvaĹoÍy |eachels aIe plactlcrng muslc]ans

who had taught applęnticęs before. Despitę the conffacĹual aĺd ]ęss.pelsonal

na|ulę of th]e smáęnľ_tęachęĺ relationship, some instll]ctors still expect

a certain loyalty from the s|tldęnts and follow |eaching methods that

are lęminiscant of the ęaľlier aPplenticęship plactice' As bealęrs of lhe

indigenous musical tnditions, conservatoĺięs tęach men and womęn to play

taraĚ ins|ĺumęnts such as the 1]d, qanun, violin' näy' and Íiqq' and some-

times provide couĺses in rhe analysis of the maqämát' and the traditional

compositional forms. They also instruct sfudęnts in instrumental genľes such

as tńe dúláb, bashraf, and samä'i' and otheÍ vocal ones' Palticulaĺly the

muwashsha|r, a plęparation consideĺęd basic to the musical backgrotlnd of a

traditional Arab perfoĺmer'
Repręsenting a balance betwęen folmal instľuction and direcr emula|ion

was the conselvaLory expęIrenoe of Souhail Kaspal' In Alęppo's official

music and a"ting acádemy, which he enterod as a tablah student in 19ó3'

Kaspal studied -ith Muhammad al-Qabbäni, a middle-aged teachel who

playeĺ ttie rŕ4q (small tambourine) and othel percussion instrtlmęnts'
'P"ŕurrlon 

stuáęnts strrdięd on fouĺ week days, thręe of which węrę devoted

Ĺo in-house individual and gĺoup instÍucĹion' Thę students welę taught a

laIge numbel of metric moJes, which they were expected to pęľfolm and

sirňultaneously Ĺo siĺlr1 mulýashshahat lflrŰal of mu\ýashshah' a vocaI geĺre

rypical of the city of Atęppo) that employed |hese modes' However' on one

áf tn" fou, inshuction days, the studęnts weľe taken to a meeting place of

one of the sufi oĺdels in thę city in oIdel to leaÍn thlough musical palticipa-

tion' As MĹ Kaspal recounts, tIae nashą)ikh (męmbels of thę sufi sect)

sat in a circl9, playęd lalge fĺamę-drums (lđrđŕ, singulal Íaf)' and sang

muwashshahát as well as othel genles thal typically followed a cal]-anrl-

IesPonsę pattęrn. The conselvatoly studen|s formed a ciĺc]ę aĺound them

aná rięd lo emulate their peĺformance, while similaĺly playing laĺge tiame-

drums. which aľe chaĺacteristicalĺy used in Sufi performances' Accoĺdingly'

the religious m9n węIę avęIse to tlsing such sęctllar insĹruments' as 1e

tablah and the ĺiqq, whose perctlssive qualities they considęIed incomPatiblę

with tlre feeling of ĺęverence associated With the mystical perfoĺmance' The

s|udents weĺę insĹIucted to play wlrenever t'lrey felt mLlsically comfortablę'

and węre allowęd lo stop if they found a celtain mętel Ĺoo complex oI
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:::{lli'ťleĺll lo follow. Eventually, Ĺhe conselvątoĺy stu(lent, who leceived sbuc-
]ĺĹ!ľěíl n(l oťten extIemely dgorous class instluction, was ablę to assim ate

:.i]]llLlliĺť 0l'ĺhe musical skills thaĹ the deĺvishes tlremselves had masteręd'20
]'ll':. 

^l 
tlre sŻlme time, thę modęIn conselvatoly ęstablishment leplęsents a

Řlgĺtil'icłnt depaľtulę from ttle tĺaditional ways of musical learnini. Inspľed
. [ľ lhd lhlopęan pedagogical model, ttle consęIvatoly formař tęnds to

'.titl'ttlnlize, 
as well as limit the contact bęĹweęn thę student and Ĺhe teacher oI

' [i!liĹ!llÜľs' l]urĹhęrmorę, using European noĹation as a basis of instltlction, rnę
..Ąĺ'ttbłlĺsicalcurriculummäyincoĺpolatewęsĹerntheory,Aĺabandwesteln
'ilrtllr}6e,andinsomecases,coursesinkeyboaĺdtechnique,jnpolyphony,aĺtd

ln "tlre halmonization of the Arab maqámaĹ'''rl i'ĺo.t l*pärtuŕt p".ł'npr,
ť()ĺllęľvatolięs essęntially teach Pĺecomposęd pięces lathel than impro-
v|fillloľy skills, which are relegated to the alea of modal placticę. The music
sĺllddnt whosę interęst lięs total]y in the peĺformance of tÍaditional lalao
llllli;ic otłen joins ą conselvaĹory afĹer he has already begun to absorb the
ťlťlncnľs of tarab from merę musical exposLlre or from info-ĺmal contacĹ with
lllllsjČlll ľole models.

lilľtlrermoľę, somę tarab alťists do not go to conselvatolies altogenęĺ,
llllls ľclying on ex|ended meĹlrods of musica] assimilation. othęrs ou.sue
l)olll lblmal and informal modes of leaĺning eitłleĺ simulraneousJý or at
ĺllllbľent times in thęir -[ivęs' The lattel situation seems ĺo apply lo a large
lltllllbeľ of contęmpolaly a.tists whose skills and abilities are dęvęloDęd
lllľ()tlgh a combination of the following: infolmal contact with othęr musi-
illĺrls; listening to lecoldin8s and radio bloadcąsts; private tu|oling on an
ll]HĺľtltnenĹ;joining a private music academy oI a govelnmenl consewatory;
slllgillg or playing with a semi-professional group; learning pieces fĺom
l)llblished notated anůologies; and lisĹęning to cliticism or pĺaisę tiom pęer
lllllŚicians. Moreoveĺ, actual pęIfoľming remains an impoĺtant mode of
ltlttľning. I am of|en told by musicians that the nightc]ub is thę best place to
lulľn the tĺadę' onę Lebąnęse náy player and nightclub u.t..- uruuUv t"ll,
llllvice per|ormerŚ "roughing il up ldo,k'| for a few years in ĺhę ccbaręt is
wlr t nakes you a good musician."22

'tbclay's talab artists also lencl to be musically eclectic. Many aĺe ęither
(|lljlc familial with, oĺ even well-vęÍsed in w'estęÍn music' In fac|. sorne

l{cgarding lDslrucLion aL Lhjs acadenly, Í,aroely Nđtĺ Shabab at ,Llľ[ibuh h-Ĺll-Funan wu-uĺ'lil ]ĺhĺI, Mr. KaspaĹ stresses the rigoÍ of the instruction and alludes to students who male
lllisLäkes or who are ]äx being sepaľaĺed noDlentarily änd conpelled to ilrrll vigoľously on
lllcir instrüments and even to Íepeat certairr patteľns for extend;d peÍiods of tin]e Inciäeĺl-
llllly, KäspŻr's descľiplions Ĺlid no! specify llre secL LhaL lhe dervishes belonged Lo. The infor-
n]ation is fŤom the sanle ]998 interview with Mr' Kaspar
l lb llĺl thaĺ Lo be the cäse i0 Cairo ill Lhe eäľly l9'o5' A ĺUpiť Ut eonLlnuťd inÍeršsl for
ljgyptian music educatoľs, instruction in nraqalĺ halnonlzation bas plobäbly continuedll oughouL the e suing years.
lrľon ä conversation I lrad with this artist jn Beirut iD the earlv 198os'
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highly accomptished tarab artists are bi-musical, an example being Simon
Shahęęn. A violn and 'üd virttloso' simon assimilated |hę rudiments of Amb
music from his fathęr, Hikmat shahęen, who diręctęd an Arab musical
ensęmble in Haifa. Simon also ĺęcęived foĺmal tlaining in Elllopean all
music' Now living in New York, whele hę lęads an active teaching,

composing, and performing caIęęI, he explains that thę Ĺwo sides of his

musicality coexisl wi|houĹ one defuacting from the othęĹ "In the same Íęcltal
I may switch fĺom onę ídiom to thę othel. whęn I [ęse| my Ýiolin Stlings
from Ĺhe węslęÍn to the Arab tuning, my mind makęs the shift accord-
ingly.'r'

My own musical learning is typical at least of those who grew uP ln
posL-woĺld Waĺ [I, pre-civil war, cosmopolitan Lebanon. As the following
glimpse illustĺatęs, my own expeĺience with tarab was to a laIge degleę
informal and multi-tracked. The Ĺechnical, social, and ęmotional facęts of
lhe tarab cul|urę wele assimilatęd gradLlally and through prclonged and

unstIuctulęd ways. During my foĺmative yęaľs, ęssęnĹially fĺom thę laĹę

1940s tbÍough thę mid-1960s, I was exposed to th.ęę types of music simul-
Ĺaneously. one was ťhe folk music of Ibl alsaqi, thę village of my biĺth
in SouthęÍn Lębanon, mrlsic thaĹ was pelfolmęd by shepheĺds, Gypsies,
and local farmers, at weddings and otheľ fęstivę occasions' AnothęI Ĺype

of music was the uĺban lalgęly pan-Alab stylę. In this case, the modęs of
learning incltlded listęning to Ĺhe radio, to my palents' 7s-ĺpm-disc phono-
graph, Ĺo oldel amatęur musicians including my motheI and Ĺwo matęInal

uncles who all peĺfoĺmed eitheĺ on the violin oI'trd, and to onę highly
skilled buzuq player and maker fĺom the same village' Meanwhile' I experr-
encęd Węstern music through a wide variety of means, including taking
pdvatę lęssons on the violin and listening to ĺecordings. In fąct, the phono-
glaph díscs I heald at homę included such vaĺięd itęms as qa$á'id by Shaykh
Amin Hasanayn of EgyPĹ, ęarly film songs by Muhammad 'Abd al-wahhäb,
tango hits, and symphonic classics.

In Beilut, my musical educalion was similarly mulĹifaceted. There, I
continuęd to ręcęive WesĹern musical tninin8 by taking mtrsic couIses at

thę Amęĺican University of BeiIuĹ, ĺeceiving music lessons aĹ one of the

city's plivate academies, and attęnding classes at the Lebanese Natjonal
Conservatory. My Arab musical skills, however, were further developed
through direct exposule to establishęd local artists alrd by per1bĺming wttlr

various mainstream musicians in private and public venues, including
Beirut's Ĺelevision stations'

2l Fľoln a conveľsation I häd with sinon Shaheen in Maine in the late l980s. Incidentälly,
dLlring tlre last twel]ty yeal1s ol so I lrave peŕo' nled w;th tlris aÍtist frcquently' slrahcen lras
produced a nUmbel of CDs, inclÜding Tll'Żl}, which ťeatUÍes Neäl-Eästern lnstrUnlentä]
cĺassics. He has also peĺfonned oll lhe cD 7LZldJ'ł' which' rel€ased lry Lyrichord Discs Inc.'
contarns lnlplovisation duets for tbe'ud, by Shaheen, and the btlzüq, by A1i Jihad Räcý
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My ĺssimilation of thę talab culturę occuIled tfuough infolma] musical
r, (,o lcls, some of which left lasting impressions. During the early 1960s
llĺv bľolheľ Khaled and I met ftequęntjy to play music with,'o ľ,igĺly
ĺlllťIllť(l l'ľiends, also blothels Ĺhemselves, a vioĺinist' and an ,ud playcĹ
ĺ }llľill8 otll musical 'Jam sessions,' at thęir house, our friends' eldeĺly fatĺrer,
llilllscll'ĺ letiręd pelfolmęł always sat qtlietly in a somewhaĺ dim aná disLanr
l l)lllťľ ot the ľoom viĺĹually unnoticed ęXcepĹ for ąn occasional glimpse of
lliĺ hĺllĺl head and thick whitę mustache. Following our inclinations as ýoLlng
|llllfii0iĺllls, we played whaĹ was fashionable aĹ tlle time, includins Western-
ll!(l i|t|ľod0ctions to the Ĺhęn curręnt songs of Umm Kulthgm' Soon after we
łlllťl0(l to play, we usually heald a murmuľ fron t1re dark coĺnęĺ As tÍre sons
ťtĺlJlllil)c(l, thę fathel was saying: Qassim| which litemlly meant, ,,Play

llltlflsĺIlt|'' oI "Implovise!'' To fulfil] the father's ręquests, which we ącceDĹęd
!\llIl llll odd combination ol humor and ręspect' we look lurns al play,ng
lll|(lili0llal modal improvisations. BuĹ eventually we Would slip back inlo our
lll(l(lťľnized renditions, soon to hea. the mulmur again. For us, tĺe father
ľllllnldicd the tatab cultnle. Reaffirming the value of modal improvisatron,
ll{l ĺlllio ľeplesenŁęd a musical link bęlween his generation and ours. His
ĺll('{lilllillg role gavę us diĺect accęss to a mtlsical tradition Ĺhat valued clitlcat
lltllĹ1llil)g, spontanęous music_making, and direct inteĺaction betwęęn pel-
ĺ{tľlllÜľ flnd listęner Indirectly, it also commentęd on thę mulĹifaceted naiurę
ltl'llciľĺlĺ's music in thę 1960s'

Musicians' jargon

'|'ll(| lľlldilional musical jaľgon provides insights into thę talab lęaÍnülg_
Ill(lljoss and sheds light on talab enĹęĺtainęrs as a professional grcrrrp.
l{(llllilliscent of, and apparently looted ił, the eaĺlier guild cultuĺe, rhe jargon
ih ťľlll'ĺ-based ald essentially plesenĹs music ąs a typę of manual laboĹ For
ľtllnlĺ)le, it embraces such explessions as shughl which liteIaLly means
''ĺvĺll'k,'' Lrut denotes pęÍfoĺming music especially in plofessional contexts.
|'ĺllllłllk ĺilah oI Ĺo "carly a Ĺool,'' may also mean ,,to play an instrument,''
ĺł|xlciĺlly in a less foĺmal, oI "make_shift,' perfolmancę, oI when the
ĺl!,llilľlrreľ is lęss skilled on the specific instrtlmęnt being played, for
ĺl\lllllPle when he is asked to play an instlumenĹ thaĹ is not his marrl

'r|i(,ťiully' F'ła shtLghl, or "it has work'' is said of a mtlsical Diecę with
illlllctllc workmalship' Na41Ąĺf, liĹela lly. "clean,'' dęscĺibes a flawless ren-
iliĺl()ĺ| oĺ'a musical piece. Thę jargon also idenrifięs the instÍumenĹalrsts
lll11)ll&l) cľaft-I9lated ęXplessions that point litęrally to tJre mechanical aspect
lll woľl(iLrg oľ to Ĺhe wolking Ĺools thęmselvęs. for example: a ,aqqaj foĺ
ll ll(l(l l)läyer, a qanunjt fot a qánun playel, nayat! foÍ a näy playel, and so
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foĺü. In tlrese expľessions, the stlffixes are similarly used in words that ľefer

to lhe practitioners of manual professions in general

otńe, orug", may lęflect a historical coĺIęlation bętwęęn music and

speech. For Jxample, singing is ĺefel red to as "qawl"' liteĺally "saying'''

simitarly, ĺae e*piession yaqut ju'nla'h, which is usęd for "singing a Short

musical passage; liteĺally means "to uttęr a sentęnce'''24'Ihe professlon

orienred woľdi mLÍrib (Ia\ale singeĺ) and mutribah (Íema|e slngel') ale

favored by the plofessional performeĺs' Thęse two expressions may be

trsed by nonmtlsicians to Íidicule oI stereotype professional entęrtainęrs'

Ho*evę., they imply due recognition of thę "lęarned''' o1 pľofessionally

established, |arab vocalisĺ' In fact, they are preferred ovel such potentially

offensive designatioĺls as mughan í aĺd mughanniyah which mean' "mále

,ing".'' und "fJmale singer'' quite literally and aĺę usually connotativę of the

lesš sophisticated or pedęstdan public ęnteltainęr''?s

The musical jargon promo|es cohesion within the Profęssional tarab

communi|y' lt also establishęs symbolic boundaries betwęen two distinct yet

mutrlally áependent glotlps' the musicians and tho genelal public' Thĺough

SPeciali;ed ,p"""t', th. performer can reinforce his oĺ her status of ptofes-

sional insideĺ' By comparison, a person who uses oldinary speech oĺ reacts

|o music |hlough such passionate oI lomanLic expĺessions as "beautiful'''

"sweet,'' "I couid listen all night,'' may be ĺęcognized by thę musicians as an

outsidęĹ btlt also as someone who is prot'ęssionally nonthleatgnmg' and ln a

more posiĹive vęin, as a faithful followęr oÍ stlpPoltęI' Incidentally' the

diehaĺd musicians tend Ĺo bę cíĺcumspecĹ in |heiĺ vęrbal' oľ for lha| mattęĹ

physical reactions to music, unless such reactions are shown out of polite-

ness to ęncoulage an amateul musician' Ilighly demonsĹnblę gesLules ale

usually the pĺeĺogative of the listening connoisseuls, and as Such thęy tend to

diflęrentiflIę lhe larab ľęcęivęr lrom thę !aľab pro!ider'

In Ięcent deca(les' howeveÍ, |he mtlsical jargon has lost a great dea] of its

consistęncy and currency. Not all young musicians seęm accustomed [o' oI

familial with' thę vaĺious in-group expľessions' Ftlľthelmore' incligenotls

theoletical tęrms. such as thę Arab and Persian names of Ĺhę modal steps' ale

now i teIminględ with węsĹeln tefminology, for example the Etlĺopean

note-namęS. Also becoming indispensable are such designations as "bass'''

"treblę,'' "reveĺb,'' and "echo,'' Ĺhat are inspilęd by the ubiquitotls tech-

nology of ĺecoĺding and sound amplification'

IncidenLal]y, in olher Near Eaýeln Lrad]Lions Lhe son8 speech corlelation i5 pícvalenL' Fc-

"*u.ol" 
in ľaq' rt 

" 
terln qđrl', liteÍ3lly' ''one who reäds'' or ''recites''' describes the singeÍ ln

lĺ. iäqi 
'""qa'], 

u",li,i"n''a usage thai rcmiĺcls us of lhe Persian lernr łła'ż' which ľeleľs

to both Íeäding and siĺgin8'
i".Ino* ĺ'ĺo,í)ĺion 

""" 
LŘse and o ler ĺllusiUalexpressĺons alld their connotalions seeRaoj

1986.

j,i

šl
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Musical manners

llt the [amb cultule, artistly must be refined Ĺhrough proper sociąliza|ron'
ltleally speaking, perfolmels aĺd lisťeners ale expected to observe what is
gcneľally known as adđb (singula, adab), truĺslatęd Íoughly as ..manners''

oľ "codes of behavior" Plescribing desilable coüdÜcĹ and emphasizing
l]loľa] oI profęssional viltues, ádäb ÍUles havę appeaĺed in conjunction wrtn
Vllľious professional and religious gĺoups, palticulaĺly Sufi ordeĺs. In tĺe
llltter case, the ädäb havę sęĹ behavioral guidelines, for example in lelation to
słlllä( and wajd.'Żó Nlusical ádäb in palticular, havę adilressęd both tĺe
lItllsicians and thę listeners.

Musicians

'|'lle notion of a socially fit musician has deep hístoľical roots' In the
'Abbäsid era' the court singeľ was expected to possess qualitięs that mad9
hin a pelfect social companion. on tlre basis of al-Isfahäni's rilal a/-
/\{hđni, GeoÍEę sawa Points oüt that such an altist was app.ęciated fol
llis ľole as a nądĺfi, of "close-companion." Quite often, he amused the rutęr
0ľ Patĺon and ęducaťed him abor]Ĺ valious asPects of life' He had to bę
knowledgeable, sociable, and entertaining.2T

concern ąbout the peĺfoĺmers' bęhavior was later ęxplęssed in a nrne-
lcolrth century musica] treatjse wdtten in EgypĹ by Muhammad shiháb
lll-DTn (1795_1857) fol]owed in thę ęarly Ĺwęntieth centuly by a chaPtel on
lhc subject in al-Khula,t's all-encompassing book on Arab music.28 In this
lnlteľ souĺce, thę author cliticized what he described as the moIallv dęDlol-
flble behaviors of mtlsicians and listęnels' He also lamented the musrcal
ťnĺettaine$' bad image in the eyes of thę Egyptian public during and befoĺe
tll.Klrula'í's time, a phenomenon incidentally well-observed by Edward Lane
Śolne sevenĹy yęals earlięĹ Fuĺthermorę, the EgypĹian auĹhol outĺined what

J" lbl such sufi codes see al-Ghazali (n.d': 236 269), Danlely his clrapte' titlęd Kitab Ádab al-
słnlä' wa_al_wäjd (The Book of the Mannen of LisIening änd Ecsń5}) .nd äl-sllllláwardi's
r.iFl1 al'Mna(].ll (A SuÍi RuI( Jô| No|i1s) in Milson 1975' Fol a nore recent version by
li lňnrah ibn Hasän salámah (b. ]867), ťoLlnder of the Hđmidryrah shadhitiy]ah oÍler in
Bgypt, see Gi]senan 19'73: Ż08 211.l] sĺwfl 1989: ] ]9'

rN Al_Khula,i's chapte. (ca' 1904:78_83) was titled' ''Fa5l fi Ádab al_Mughann] wl_ _sa111Í''
(cfiapter on the Manneľs of (he sjĺgel and the 1'isteneo. Here, as jn other pa.ts of hjs book,
íll-KhüIa'i borlowed genelously iiom ancieDt alld medieva] souÍces' He also refered to the
(liŚcllssions on aIlđb dl nodĺn"'the n]anners of the close conrpanion,' iD sbihab äl_Diĺ's
cłllieľ woÍk. Notably, al-Khulďl's book appealed aľouDd tlre ĺime when salämah coDpi]ed
his sUĺi ľules'
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hę consideĺęd to bę dęsilable social' moĺal, and musical attlibutes of

musicians and audięnce męmbeĺs. Among tIę traits that hę deťestęd wele the

mtlsicians' bittel professional jealotlsięs and the prevalerrce of intoxication,

especially among a gloup of pęđolmęrs known aS sałĎćljlDdh (from sahba"

a geneĺic name for winę, oI alcohol)' The author similarly chidęd thosę who

en'telĹainęd at qąhawĺ ąl-hLshisł, or "hashtsh coffee-houses," a category of

artists he consideIed particularly vulgaĺ and ignorant of tłre principles of

the musical art. Męaĺwhilę' al-Khulďi addlęssed tłrę composels whom he

implorecl, among otheĺ things, to IęaÍĺ mu'ýashshahđt, bastat, aĺd adwar

(rridilional compositional genres) in a variety of maqä4át, to know the

ihyĺhmic modes well, and also to lęarn to appręciate |he compositions of

ĺhe foĺeigneľs, aÍ aĺ-ajđnib, a term Ĺhat basically refeĺs to węsterners' "That

will make it possible to ĺell wha| is good and what is bad in Ĺheir mtlsic"

(ca. 1904:81).
The modęrn talab ctllture ťends |o ęmblace compalable Perfoĺmęr relatęd

ideals. obviously now, and pIobably at al-Khtlla'i'S ťime, pľacticing mtlsl-

cíans leaĺnecĺ about such idęals not fľom books and manuals but la|hęr

tĺĺough ęxlendęd processes of socialization. FUIthelmolę, thęsę standards

may not be univęIsally folĺowed or lived up to, and may vęry w9ll be excęp-

tions to lhe ľule. In reality, thęy may have always ĺepresenĹed the

lęss-common, albeit idealized, decorum. NeverLheless, thęy can be studięd

as palt of a bloadel worldview, a plęscriptive behavioral and moľal ideology

thať comments on ťhe visions, tensions, and contĺadictions that charactęIlzę

the tarab culturę.
The contemporuÍy public' oĺ moľe specifically thę ideally mind9d

listenęIs, emblace a variety of altist lelated cĺiteĺia' Visuaĺ appeal is

impoltanť' Elęgance and fashion havę playęd a no|iceable lole in thę caleeĺS

of leading singeľs and movię s|aÍs such as Muhammad'Abd al-Wahh5b'

StatęmenĹs plaising good conduct aPpeal quite ofĺęn in musicials' conve$a-

ťions, and similarly voiced are cliticisms of bad bęhavior' often bemoaned is

gĺeęd ovęÍ money and thę musicians' attempt to undercut one anotheĹ Jn

various gatheĺings it is common Ĺo hear such phrases as al-n'nsĺą(i akhĺaq,

"music is good mannels,'' and al-fannđn ĺazim yakun mu'addab, "the alt'lst

must be politę,'' or "węll mannęrecl.'' I-ikewisę, a good muĹIib must be 7ŻiŻ

al-nafs, "of high moĺals''' oI "dignified'' ald muhafidh 'aló kqramtuh,

"pĺeserving his own dignity''' An immoral artist iS said to consĹiĹute an

ihanah ĺiĺ-fann, "an insulĹ to thę alt'''
Likewisę, geneĺosity and Sęlf-negation aľę highly praised. Indeed many

stolięs aľę told of singęrs donating their salaries Lo humanitalian causes oI

supporting needy fęllow musicians' By thę same tokęn, a leputation of bei[g

stingy oÍ tighrhanded (.bakhil) can give an ar|ist no|oliety in altistic cilclęs.

although many famous tarab singeľs are known for theil matelialistic
passions. Another common and frequently praised trait is wit- Modern

i
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artists, palticularly instĺumentalists |ęnd to show glęat Íbndness foľ humoą
arrd often possess a vasĹ lepeltoire of jokes' Joke-telling, like jargon, tends m
func|ion as a mode of bonding among męmbers of thę same ensemble and
among musicians in geneĺal. SomeĹimes, musicians aIę also lauded fol theil
Ieligious pięty oI Iesęrved behavior Accoĺding to one of his eldęIly
admilers' thę eaľly-Ĺwentięth-centuly qänün playel Muhammad al',Aqqad
(Sr) was so conseIvativę that h9 often becamę uncomfortablę if he noĺicęd
a woman in thę audience.29 Many become more religious later in thefu lives,
a phase during which their religiosity may inspile avęIsion to, arrd ultimately
abandonnenL of music' aĹ least ąs a professional pursuit'

Among the musical vir|uęs is also good ruppolt with the audięnce' The
singeĹ for examPle, musĹ undęrstand that his rolę is to please and provide
!aĺab, as the word "mtlĹIib'' clęally stlggests' Musicians' behaviors and
vęľbalizations betĺay a certain hieĺarchy of roles. Usually, the patlons are
Ianked on thę top and then comę the patrons'guęsts, palticularly those dis-
tinguished by social oĺ economic rank, although tacitly a good porĹion of
tlrę peŕblmel's attention is directęd towarĺj Ĺhe lisĹening coĺľloisseurs in the
audience. within the perfolming ęnsembles' thę mufuib, who is tyPically
thę most highly paid, enjoys the main pIelogative and responsibiliĹy of
communicating with the lisĹenels or of shaping the contęnt of the perform-
ance in ways Ĺhat satisfy ťhe audięncę as a whole.

The abovę social hierarchy notwithstandin8, tarab musicians may not
always fulfill thę wishes of their listęnels and patrons. Foĺ ęxample, a celę-
blated mtltrib may lesent being askęd by an audience męmbęr to pelfolm a
song by a rival ąrtist oI by a lesser singel oI even Ĺo sing a song that is toĹally
incompatible with bjs own sĹyle. somę musicians expressed a glęat deal of
ľęspect fol one highly established Syrian singeĺ because hę lęfused to honol
ttrę lęquest of a Politically influential yęt mÜsically uninitiatęd listęnel to
pęIfolm one of thę lat9Í hits of Umm Kulthum' The singel poliĹely declined
on the basis lhat he only sang his own /a!4,ł, oI "style'' (literally, colol)'
Accomplished musicians may also ploclaim thaĹ they ale "amaĹeuls," or
huwat, iÍ| oÍdeÍ to show that they perfoĺm only for their own gntifiaatlon
and fulthelmole Ĺo justify thęil ĺęfusal to perform in less dignitied contexŁs.

Indęęd' celtain artists havę bęęn viewed as role modęls to be emlllaĹed
and admired. The medieval epochs have plesenĹed us with nrlmerous sttch
exemplaĺs' Aĺd similarly, thę last hundľed-and-fifty years havę witnessed
maĺy highly aĹtmctive personalities, Ĺhę musician written about most pĺo_
verbially bęing the Egyptian ,Abduh ą1-Hämu1i.:t0 As poltlayed by muslc
historians, 'Abduh fits t1le profile of the gęn|lęman musician' His personal

29 Ron1 Dersonal conveNation wrth Mahnliid Rä,ŕat in Cairo in 1972.
]0 Foľ writings on al-Ęanlülĺ' see al-Khüla'ĺ cä. 1904, Rizq ca' 1936 and ca. 1938, Mans' ĺ9ó5.

äl-Jund' 1984' and Kámil 1971'
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ltĺll'll)(ltcs, the auspicious milieu hę lived in, and his musical abilities alt
iilltĺlc hinr a legendaly figulę ÍbI thę succeeding geneĺations. we ąIę told that
łjĺl l'(cnrne a favored collĺt companion to Khedive Ismä,it (Ĺ 1863 1879),
\vlllllll'Abduh accompanied on some official visits to Istanbul, wheĺe uus
Ĺ,irlťl]lĺtod singer reportedly sang before the oĹtoman s ltan' Hę possessed
łllĺlľl}ĺnrn and physical charm and appeared fashionably dressed in a modęrn
wĺ.,lilcľĺl suit usually with the traditional fez, oI headdlęss' He was pious,
{.:(illł$ľvative, a d self-ręspecĹing, having once resistecl thę Khedivę's inslsl_
ť{lÚ(! l0 have thę celebrated female singer Almadh, by thęn ,Abduh's wife,
i|lig lll the court. FurĹhermoĺe, hę was gęnęIous, chivalrous, and supporrtve
liĺ'lrls t'ellow musiciarrs. He was a]so endowed with phenomenal ńusrcal
lĺllcl]l tlĺld a poweĺŕ'ul voice tlral ęXefted tremendous emodonal effect ttpcln
ĺllt! lisleneľs. ,Abduh was botlr a pĺolific composęĺ who had to his credit
ĺlłllĆlls of adwáI, and a musical innovator known fol having inboducęd new
llitt(|ĺltl].il into Alab music' Al-Hámuli was the subject of numeĺous elegiac
ŕ]qľllys ilnd poems by Ahmad shawqi, Khalll Mitrán and othęrs'3l Further-
|l!()l'(j' 0lrę of cairo's sfueets was namęd after him'12

(.|onlpaľable attributes have distinguished more.ęc9nt artists. In her
i]ĺlt]llsive sĹudy on Unrm Kulthum' thę Egyptian author Ni,máĹ Fu,äd attrib-
lIl(](l ĺlliŠ aÍtist's succęssfill caręęĺ to her ęXceptionď personality, as well as to
liľl' ultlsicianship. Accordingly, when Umm Kulttum ęntered thę public
illl-.l]ĺl, slle was a modęl of female decency' As a woman, heľ consęĺvanvę
!{]ll8iotls backglound' the image of chastiĹy she projęcted, and the full pro-
l&]llon of her own family all accoĺded hel great respęct' Accoĺdingly, ,,when

hlla s(ood up Ĺo sing, there was in front of h9ĺ an invisible sign that Iead ,Do

lltĺ l0(lclr!''' (Fu'äd 1976: 174). She was leąrned and cultured. ĺefined and
lilllhlill to hel alt in ways that diffęIęntiaĹed hęI from the female singcr
N4lllllľllh al_Małrdiyyah (d_ 19ó5), who leportędly had flęquently leturnęd
lĺl lll0 Public theiĺ admission fees because ''shę was not in the mood for
ł|llÉlllg'' (ł?a ldhash n.azđi) or bęcause lhe nttmbęI of attęndants was roo
|rlllllll' Umm KulĹhum, whose caÍęer was associatęd with gręat composers
llll(l lyľicists, was ąlso known for supporting various national causes, and on
t! |lťľs0llal level' for being remarkably witty.

Culture

Listeners

|'lltl idca of promoting a cadlę of good listęner has concelnęd the musicials
llll(l lhe musical critics alik9. In Ĺhe eaĺly twęntieth centuÍy, al-Khula,i

'r Solrc ol Llrese elegics rre included ir) Rizq ca. 1936: 77-92.
" l(ĺxllil l971|44.
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stlessęd thaĹ the public mUSt bę cognizant of the musicians' neęds, how tlrey

Í'eel whęn they pelfolm and what cilcumstances ale best suited for theiľ .

performing. He also emphasized that suah knowledge is only useful when

combined with good listęning habits and a positive outlook loward music
and musicians.

More specifically, Ĺhe listenels węIę implored to ĺefĺain fĺom disrupting
thę perfoImancęs by voicing their musical requests' As hę explained, whelr

performing thę musician becomęs deeply attuned Ĺo the maqám of the

perfolmancę, a clęal ręfeIence to thę state of saltanah, or modal ecstasy.

Therefole, a leqr]est would be improper, parĹiculally if thę ręquested piece

was in a diffęIęnĹ maqám' Accoldingly' Iequęsts must bę made before Ĺhe

instluments arę tuned.33 Al'Khula'i added thaĹ the singer does not have

time to fulfill everybody's demand' and molęovęľ, "if the singel was not
possessed by tarab himself he would noť be ablę to instill tamb in anyonę''
(ca' 1904: 83). Furtheĺ, cľiticism was directed against false pletense. In othęI

woĺds, audience membels Should refľain from pletending that they know
"thę fundamentals of the modal sciencę,'' for example, saying, "Pleasę lepęat
(Allah kanđn) this phĺase in [mode] Jahárkái, when in rcality that phIase

is in fmode]'Iráq'' (ca. 1904: 83)' Similarly, al-Khula'i sPoke agąinst audi-

encę męmbęrs who merely pletend thaĹ they ale gnjoying Ĺhę music, a sĹance

ĺhat lęminds us of al-Ghazäh's displeasure With thosę who display disin-
gęnuous ecsnsy.

Furthelmoľe, al-Khulďi deploľed dĺunkennęss among the lisĹenels, the

r,trĺgarity of "mediocÍe poęts'' who intęIÍuP| thę performance by ĺeciting bad
poehy, tte duęls of cursęs and ridicules tha| "our people call joklĺlg (.tankĺt),''

coming to Ĺhe performarrce melely to show off one's appalel oIjewelly oI to
gaze aĹ windows, through which women may be noticed in theiĺ privacy, and
showing lack of ínĹeIest in the music, for example, "bothering to bestow
upon the singer eveIy half an hour arr utteÍaÍ7ce of ah| [a gęstule of appĺeci-
alion] totally out of context'' (ca. 1904: 84). on thę contÍaly, as thę auĹhor

mainťains, the listenel has an obligation to take into consid9lation the

feelings of the performeĺ, and Ĺo insĹill within him tlre ĺight mood thĺotlgh
affecĹionale words of approval. "That is what gives the Singer thę sęnsę of
comfoIt and the ĺight ďsposition to engendel taĺab within you inasmuch as

God lat thę momęntl has ęnablęd him'' (ca' 1904: 83)'
Modeĺn cľitiques of the public aĺe not VeIy diffelęnt fuom thosę outlinęd

by al_Khula'i' oftęn lamęntęd is the pafuons' indifferencę towaÍd, oĺ disĺę-
spect of, the musicians, oI thęiÍ leluctance to lemuneÍate thęm adequately.

r] The sudden ilrtloduction oť a llew lllode would have been teclrnically djfÍicult sjnce' at al-
KhUlä'''s tjne, the qanlln did Dot lrave tuning leveÍs and lrad to be tuned aheäd ol trnle to the
node of the perfolna ce to co ]e' Fulthel 

'nfornlat;on 
on the qánÚn and its tuDlng is

included ln the disc ssions on pitcfi ln Chäpteľ 4'
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Also bęmoaned is a general ignoľance about the exigęncięs of music making'
[n musicians' circles it is ftequenĹly said that thę listęnęrs nęęd Ło bę mole
appÍeciativę of the performers'need to have al ambiaĺce app.opliatę fol
producing affective music' often cited is the lack of truly ac|ivę peđotmel
listęner communication and the domination of one of two extremes: apaĹhy
(the woÍst ęnemy of tarab accoĺding to most musicians) oĺ excessive excita-
tion, oftęn maĺked by dĺunkennęss, dancing, clapping, and singing loudly
with tI1ę mutrib, antics that may stiflę the delicacy of tlre musical process and
annoy |hose intelestęd in a finęr levęl of lisrening. Once I askęd a famous
violinist from Lebanon why he did not play taqasim in public anymoĺe and
instead plesen|ecl medleys mostly of metrically animatęd popular tunęs that
ĺhe public often dances Ĺo. His answel was that in the old days when hę usęd
to play, people used to listen attentively and cly, but now they "lisťen through
tlreiľ feęt."3a In a ĺęlated Vęin, on9 Egyptian musical conĺoisserll descIibed to
l'Ile Umm Kulthum's disappoinĹment with her atldiencę when she sang
Śomęwherę in North Afĺica. Áccoĺding to the descliption, she sęnsęd ľight
nway thaĹ the audience was by and large "not with it,'' bęcause it exploded
with cheers and whistles at times uncalled for from the musical point of
view. The aLldience also showed no noĹiceable reactions precisely when such
ľcactions Would have been musically and emotionally peltinent, fol example,
ilt a climactic point following a poweĺful cadence.35As implied by the lepolt,
proper listening requires the display of reactions that are both genuine and
iĺIiomatically coĺľect.

'ľhę pęđolmęÍs' self_image as Public ęntęItainęIs tęnds to ęmbrace a
ceľtain duality. This is most no|ablę in lecent dęcadęS, at a |ime when thę
Aľłrb musical scene has bęęn dominatęd by new, popular-orięnĹęd sĹylęs'
'lypically' taĺab musicians accommodate the public's common musical
(lenominatoÍ, but also ęXPÍess such sentimęnts as "that is what Ĺhęy wanĹ,''
0ľ "that is what goes (ŕł1słi) thęsę days,'' oI "we havę |o Satisfy thę nęęds of
lho malket (a/-s'q)''' As thęy do so, tiey tend to livę in ĹWo sęparaĹe worlds:
pľofessional reality maĺked by what may be peĺceived aS arListic expędi-
ctlcy, and an ideal or imagined woĺld of music making' The lattęÍ wolld ls
livecl somewhat vicaľioltsly thlough męmolablę past ęXpęIięncęs, oI
viľtually thIough conveľsations, ĺeminiscences, and at timęs infoĺmal;am
scssions wiĹh othel musicians who shaĺe tlreil aĺtistic wolldvięws.

|l ljľolll an informal col)versaüol llraL look place ln Ĺos Alrgeles in Llle eaÍly l980s'
]ĺ Flom an informal conversation in Doha Qalaĺ in 1988'
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The Sammi'ah

Th9 colloquiaĺ waÍd sammĺ'ah (singular, sa'zmi) refels to thę diehard taŤab

Iisteners, or lileĺally, those Who listęn well.lr'DęIived from Ĺhę verb sałli'a'
"to heal'' oI "to listęn," this usage ünd9lscolęs the symboĺic impoÍtance of

ĺistening in Arab and Nęar-Eastęrn civiĺiza|ions in general' Musicians

usually praise audiences and individual listenęrs through ęxplessions thaĹ ale

linguistically and conceptually lęlated to ĺistęning' Among such ęxpresslons

are biyisma'u, "ĺhey listen,'' aĺc! biyisna' tll,a))lj, "he listens well''' By the

samę ioken, a good listener may poliĹęly ask a musician Ĺo pérfolm by using

ĺistęning-Ielatęd explęssions s.uch as Sąmmĺ'nđ, "allow us to hęal," oI

something likę "delight ouĺ ears,'' and kuĺlinđ Sđnťĺn, oI kulĺinđ sana" batł\

męaning "wę are all listening'' oI "attentively ready to listęn''' As palt of the

musicians' jargon' thę concęPt of San]mi'ai aPpea$ fÍeqtlen y in mtrsicians'

convęnaťions and lęplesents onę of the most important ęntities withul lhe

laÍab cullurę.
As thealęrs, ĺadio stations, and ĺęcord companies provide the econol c

basę fol talab making, thę sammI'ah folm the emotional and artistic lifeline

of talab artistry' Although the dividing linę betwęen tl]ęm and the lest of the

public iS not always clear cut, Ĺhe sammi'ah tęnd to share ceĺtain ľecogniz-

;ble characĹeÍistics. Geneĺally, thęy constitutę a minority wiĹhin ttę táÍab

public. They may either clusteľ together as a subsfanĹial constituęncy in

i small musical gathęring or may be "sprinkled'' as individuals oĺ small

"Pockets'' of individuals Within large audiences at public pęIfoĺmances'

Tiey may comę ftom diffelęnt social backgľounds as well as include some

amateuĺ per1bľmers' Howeveą in tęImS of Lľręir common rntęÍęs| and com_

parable levels of musical initiation, Ĺhę sammI'ah can be viewed as an

in-gloup, somęwhat likę męmbers of a Sufi orde1 or bÍothelhood'

A sammi' is belięvęd to have a special talent fol listening, a gift that has

been develoPed |hĺough musicaĺ exposure and proper polish' He or she is

consideľed natually pledisPosed to feeling and responding emotionally to

the music, an attlibuĹe symbolically illustlatęd by alKhula'i'S afolęmęn-

tioned anecdole about ĺhe sage and thę babies. The samnx''s u[mistakable

ploclivity towald listening can be illustratęd by thę following examPle'

Á yo,'ng -ao from Lebanon spoke to me abou| businęss tĺips he made to

É'gypt With a businęss parĹner' As he put it' wheneveĺ they walkęd acĺoss the

crowded Tal'rriĺ Square in Caiĺo, at times when religious chanĹing was being

broadcast throtlgh loudspeakels he would stop aĺld listen vęÍy a||enttvely'

He explained that for him, tt)e experience was pĺofotrndly transfolming'

ró The feminine oť sanml' is sanlml'ah' which is also the plural foľn, eithe' nascu]ine Ôr

lenlirine.
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"Although he and I arę fTom thę same culĹuľe, my business paltner totally
ignored the chanting and nęvęr s|oppęd' I usęd to lose sight of him com_
pletely and end up walking alone."r?

The sammi'ah |end |o be musically informęd' Many, fol example, ale
totally familial with Ĺhe main peďormance genĺes, aĺrd tąkę full notice of
thę lechnical manetlvels that musicians make' allhough much of thęir know_
Iedge is intuitive ĺathel lhan theorctical' For that matĹeĘ those who do not
perform may not lęcognize |he valious maqámáĹ by name' FulthelmoIe,
Ĺhe abiliĹy of tlrę sammi'ah to listęn and feęl is manifested in a ctlltuÍally
established vocabulary of gęstules, facial expressions, body language, and
verbal exclamations' tha| all express Ĺheil gęnuinęly fęlt talab Sensations

In context, the sammr'ah put their musical knowledge into practice.
Forming Ĺhe basis for meaningful performęr_listęnęr intęIactions, theil
knowledge leads to higher musica] expęctations and thus plompts tĺę altist
to excel' Describing to me the Ielationship betweęn thę infolmęd listęnęÍ
and the perfolming ar|ist in eallier decades, thę cęleblaĹęd Alęppo singęr
sabäh Fakhf (b' 1933) used a phrase commonly heard in tarab-Ięlatęd
convelsations, namely muhasabah, which means "following aĹtentivęly and
judiciously'''38 A listenel who exeĺcises muhásabah thlou8h appropriaĹely
comnunicaĹed gesĹures is consideĺed musically connected, as well as ecstal-
ically involved.

Fulthelmorc' cognizanl of the peĺformeĺ's mental and emotional needs
when peIfolming, |he sammi' may eiĹher refmin flom making mtrsical
requests or may voice such lequęsts politely and at musically oppoltune
times. During an infolmal gatheling of 1iiends to honor the laĹe Egyptian-
trained Tunisian singer'UlayyałI al-TLlnisiyyah (d. i990)' I was invited to
play the'ud. As soon as I picked up the instlument, one young man in ťhe

group requested that I perfoIm something lry Faĺid al-Atĺash' IIoweveĄ that
pęrson's lequęsĹ dlęw an immediate, buĹ poliĹe admonition fĺom 'Ulayyah
hersęlf. As she puĹ it, "you don't tell the Ía nan, ol ''aľíst," what to play' You
let him play what is on his mind [oĺ agĺeeing witi his disposition, l//i
bi-mazđjuhl."19 This reference ťo the altist's tendency to pęđolm bęst and
most comfortably music that agĺees With his mood at the time of peďorming,
ľeminds us of al-Khula'i's advice to young list9neĺs somę ęigh|y yęars ęarliel
and underscores the ecstaĹic implications of good listening habits.

Finally' the ecstatic leactions of thę sammi'ah may vary in intensity and in
the manrrer in which Ĺhey aĺe expressed, depending upon thę music itself, the

conĹexĹ of ĺistening, and tlle disposition of thę lisĹener himself or helself'
HoweveĘ when they listen, thę sammi'ah usually display distinct musical

17 F.om an informal coDversation ;n the middle 1980s.
l3 Fron] an inteÍview with sabälr Fakhr' in Los Angeles o JanuaÍy 24' 1990.
re This musical galheĺng took place in Los Angeles toward the nnddlc 1980s.



4Ż Makinł musi( in the Arab wo|lcl

focus' They also seem gęnuinely to fęel the music and to express what is

felt in ways that enhancĹ thę crealivę flow of the pęďoĺmancę' Thet mo'le

oĺ r"rponáing ,o |h9 music ĺęflects a ceĺtain composure and betrays an ęqtli-

libĺium bęlweęn emotional ęxplessivity and la[ional control' Theil demeanor

is not unlik9 the mysticaĺ tlait that alchazáli had extoĺĺęd' namely to bę

seĺęne on thę outsiäe, ye| from the insidę, to be agitated by the flame of

divinę love'oU

!0 Al-Glrazäli, n'd'| 266'



Peľformance

Throughout Arab hisrory, musicians, philosopheff, rheologians, biographers,
and mystics have foĺ various leąsons explęssęd inĹęręsL in thę musical
process: where music is peĺfoľmed, when, for whom, and on what occasrons.
It may b_e suÍŤ'icient to blowsę tfuough thę writings of al-Isfaharu, al-Ghazáli,
and al-Khula,i and in the popular music magazinis of Lebanon and Egypl ro
sense the cenĹralily of the performance ęvenĹ in thę taĺab culfure. To ílo.ge
ęxtent, the visions of those who have prescribęd áĺläb foĺ listenęIs and altrsĹs,
oľ who hąve ęXpląilęd how music aťfects difťęIent individuals, have been
dilectęd toward the perfoĺming plocęss. wĺęthęI at an,AbbąSid coufi' oI a
modern Cairo nightclub, the performancę eveut is ręcognized for iĹs multlplę
colnotations, as węll as for its distinctivę social and artistic charactęr.

Eaľly venues

In thę laĹe oĹtomał Peliod, which extended into the early ĹwenĹięth cenĹuly,
the musical life of citięs Such aS caiÍo, Damascus' a;d Aleppo cęntered
around a few typical performance venues. Sufi gĺoups. usuaĺly with leaoing
vocalists, accompanying choruses, and in some cases instrumenĹalisĹs,
performed on various religious holidays. Secular performances were also
plel/alęnt. Some were hosted by wealthy individuals or local governmełt
officials. Reminiscent of Lhę mędieval court perfoĺmances' thesę musical
ev9nts shalęd some ovęrall characĹeristics. They tendęd to bę ęxclusrve,
bęing attendęd mostly by Ĺhę patrons and their families and fĺięnds. and
taking place within tĺę confinęs of the patlons'homęs or the rulęrs'oalaĺ:es
or courts. In somę instances, the musicjans węIę the protégés of ths patrons
and enjoyed their diręct financiąl and moľal suppoĺt. often such'ęvents
occurlęd in contexts of fęstivity, fol example, wedding parties, ciľcum_
cisions, religious holidays, and Ieceptions of officials. They ęnlertainęd
music lovers and addęd glamour and pręstige to the patron's assembly, or
mą.jĺiS.

Tarab making was also enjoyed on ą molę popular level. It was oIten
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featured at thę sahľah (or evening musical palty) typicatly held as part of a

fara|, oĺ wedding cęlębraĹion' A prime arena for Egypl's guilcl peĺtormers,

thę sahrah was closely associaĹęd with takht ęntęrtainmęnt. The paĹron or

host was not necessarily a musicaĺ connoisseur himself and neiĹhel was The

hosting family necessarily musical' In addition' the inĹeractions between

the patÍon and the musicrans may have been indirect, and based on the inteĺ_

vention of a guild masteĺ, although often the mtlsicians, who tladitionally
pelfblmed in small (takht) ęnsembles, výelę well-known Ĺo theil clients' Held

eithęr in the opęn coultyard of thę client's home oI in a cololful' cloth tęnt

(khaynah, also called sŕrdđq' oÍ shđdir), specially ęręcted oUtside the clięnt's

house, the pęrfoľmancę was not stficĹly plivaĹę or exclusive and tęnded

to attract individtlals from surrounding neighborhoods' Thus, thę musical

palties węIe likely to include non-samm'1ah, or even individuals who

displayed thę types of conduct that al-Khula'i had bitteĺly criticized. In facĹ,

this Egyptian wliteĺ sta|ed clęarly that, lo his displeasure, such bęhaviors

węIe pľędominant at wedding parties'
on the othel hand' the wedding provided ideal conditions for taräb

making. As a collective cęlębľation maľked by socializing and feasting.

it genęrated an atmospheĺe of elation (bas1, or kayfl pęrfectly suiĹed for

producing and listening Ĺo tarab music. Also physically, the courtyaI'l oI

tłrę tent constituĹed a lelatively self-conĺainęd setting for the talab plocess,

thus facilitating intimate contact and direct communication between the

performers and thę listeneIs' Furtheĺmore' thę wędding peĺformances were

not dęvoid of sammi'ah, many of whom followęd the musicians faithfully
fĺom one peĺfoĺmance to anothel. For example, the famotls ninęĹęenth-

cęnttlľy E'gyptian singęI Shaykh sálim al-'Ajuz, who lived fol ovel a

htlndred years and conŁinued to sing throughotlĹ thę Latel yeaľS of his liÍ-e'

maintained a group of samml'ah who came with him to his performance

locations thloughout Egypt'r such a placĹice was followęd by most ęarly

twenĹieth-cenĹury celebľitięs, Munirah al_Małrdiyyah and oťhels. oldęI
musicians alrd music historians spęak plovęIbially of such sammi'ah, par-

ticulalĺy of their high lęvęl of mtlsical initiation and posiĹivę influencęs upon

the performers. In tlrę same vein, wlitels such as Qistandi Rizq and Ahmad

Abtt al-Khidr Mansi, botlr of whom had witnęssed the Zęnith of the so-calle.l
qddĺn1 (IiLeruIIy "old'') mtlsical tladition of late ninęĹęenĹh- and early

twentię|h-cenĹtlly Cairo, used highly laudatory, sometimęs poetic, languagę

Ĺo dęscribe the captivąting musical renditions cleated by 'Abduh al_Hämuli

and o|hęrs at wedding parties.

it is difficult to ascernin thę freqtlęncy of wedding perfoĺmances in
plę-world-waľ-I cities such as cailo, Damascus, and Aleppo' or whęthęĺ all

weddings had larab music, or even professional musical enteľtainmęĺL

Fu'ed n.d.: 158.



Early recording-aŕtist shaykh Yúsuf a]-ManyalaM (1847-1911), front center' aĺd his takhĺ ensemble' with a phonogľáph in the back-
groünd' To the ÍŤont Iight is Mühamn1ad al'Aqqád (SĽ) holdhg a qänün, which Used no (uning levers; to the íront left is Ibráhim salún
holdirg a Stroh violin, which was specially designed for aco stic recording. Apublicity pboto.

F
đ
3

ü



4Ô Making music in lhe Arub ,,|oľICl

alĹogętheĹ In fact' weddings wele kĺown to be seasonal and irlegl]laĹ
Reportedly, in ordeI to have mole access to peúblming and thus to keep his
voice from getting "al] rusted,'' Shaykh Yusuf aĺ-Manyaláwr (1847_19l1)
volunĹeered every Tuesday night ťo sing aĹa hadrah, oI sufi celemony, held
at Sitt Fátimah al-Nabawiyyalr in one of Caiĺo's quartels. Accoldingly, thę
wedding was "the outlet for everyone, sammĺ'ah and tarab singers alikę"
(Ftl'äd n'd' 157)' Furthermore, the wedding was the main arena for thę

'av,đĺĺm, oÍ femaĺe enĹertainels, whose peĺfoĺmances ale known to havę
incoĺpoĺated tamb, as well as folk and populaĺ song and dance enteltan-
męnĹ' As indicated by a ntlmbeĺ of nineteęnth-cantuly westeln tlavele$'2
thę fęmalę wedding performances węrę no less lively and ęcstatic than tĺe
men-s.

Anothel contex| prevalent in the laĘe cities' was ĺlte qahwah, oĺ coffee
hoLtse. Towaĺd ťhe mid-nineteenĹh centuĺy, Lane described ťhe Carro
cotl'ee house as a popular place which malęs of modest social and economic
backgĺounds had fĺequentgd. In it, thę shä'ir, a poeĹsingęI, typically accom-
panied himself oĺ:' Ĺhę ľqbđb ĺl-shđ'iľ, aÍ "poeťs fiddle,''3 as he sang
lradilional epics, such as thę onę about the medieval Arabian hercl Abil Zayd
al-Hiläli' By the end of the centuly, theIe wele ntlmerous coffeę housęs that
plęsęnted tarab Ielated reperĹoiles and had atÍacted a certain segmęnĹ of
thę laľab public'

Althougb fulfilling speciÍic social neęds, the qahđwĺ ('pltlĺa| of qahwah)
wele portrayęd nęgatively by cĺitics such as al-Khula'i. To begin with' muslc
coffee-houses weĺe public and oftęn locatęd in less pIęstigious' oI morally
suspicious quarĹeĺs of thę cities. FuÍthęÍmoĺę, the ęnteltaineľs includęd
female singers and dancęĺs, who węrę fręquently stigmatized as plostitutes.a
Stlch consideraĹions would haYę givęn thęsę ęstablishmęnts a dubiorls imagę
within the sexually segręgatęd socięty of thę time' F\rthermore, the coffęę
houses, within which alcohol Was oftęn consumed' were consiclered unbę-
coming of lespecĹable performeś. IĹ is not surPrising that some celebraLęd

sce fol exämDle Lane 1860/1973: 355 and Ebers ]8?9: 316'
In nrneteenth_centUry Egypt, the 7íĎđl' wäs an Upľight fiddle that had a qlladĺi]áteül sound-
box with the flont sjde coveÍed with skjn' The poets are known to have used one sĺin8 on
their instĺument, whereas Íhe singeÍs Used two, therÍ jnýrnnent being idenhÍjed as 

'?/r.r7ąl-nTshatnĺ, "the sin8eľ's räbáb." Incldenta]ly, by the early twentieth ceDtuly, Egyptian
folk musrcians had abandoned the quádrilateral fiddle in favor of the koma iah' a sljke
fiddle dlat was oligiĺalty Used by the uńan r]rusician; see Laĺe 1860/1973: 35ó. The
adopted jnstrllment wäs Íenanled rdbđb oÍ ľabđbah, äfter tbe older Ĺolk insttoneDt
MeanlYh;le, the westelD violin had already leplaced the kalna ilh as an ülba (takht)
instľllment and nstlrped its nán]e'
As Kalin van Nieuwkerk shows' the female staff of the Callo caľó_chantaDt, or eaľly nlght-
chlb' tlsüälĺy sat with male cüston]en and elrtrced the ro p rchäse alcohol' Allho(lgh nlany
we.e not really prostit0tes, they bad to contend with the public illlage ol drem as lallen
women (1995: 43 99).



Peťolmancę

lłklll llrusicians ĺefrainęd fuom wolking in thę coffee houses excępt out of
ĺlĺlc l'itlirncial necessity. 5

l)tlľillg thę ęally Ĺwentieth centuĺy, the domain of public enteltainment
wlll cxpanded. In Egypt, which was under British control bętween 1882 ano
lĺ)l}1ł' the Azbakiyyah Gardęn was a pĺime location for opęn ail military-
llĺtliI performances and ErrroPean-modęled nightclubs. Fulthelmole, in
ll(l(lilion to the tradiĹional cofÍ'ee housęs, the city witnessęd tlre risę of
wcstoľll sĹyle theaĹęIs, somę of which węĺę managed by womęn and had
IlľId weekly matinee pęĺformances fol femalę audiences'ó PĺesenLing various
lllllliiĆ and daĺce genres including taľab, musical comedy,- and vaudeville,
lIlcĺĺť places usually caĺried such modern and somewhat foÍmal designations
llą tl| sľah (ÍhęateÍ), or tiyatru (flom IĹalian foĺ tłreater), ł4żi'?' (casino), and

'!'dłl 
(hall, or auditolium).

'l'llese węrę some of thę main vęnuęs ĹhaĹ dominated thę tamb Wolld
lł,lilľc and during the eally twentieth cęntuľy, but continued to exist in one
|irľlll oľ another in later decadęs' other Vęnues must have also ęxistęd. Thęre
ił lĺl ľęason ťo exclude such lęss folmally stucĹured ęvents as thę intimatę
llltlsicnl gatherings of connoisseurs and Ĺhę plivatę Dęrfoĺmaĺrcęs of rnę
ilĺllĺllctlr musicians and aoorenticęs.

Tarab, hashrsh, and alcohol

5łtldies on social and altistic life in the nineteenth and early twentieth
ťtl{lĺtlľies ĺevea] a celtain association betwęęn music making and inĹoxica-
llĺlll' l]y exploring this association, we may gain insights inĹo the natulę of
lll$ ĺĺlľab procęss, and for that mattel, disPęl some of Ĺhę steleotypical
llllticonceptions about taĺab music. According to valious histoĺical accoułĺs,
llll$l|islr use in thę ľęgion is cęntulies old and is known Ĺo have existęd
iĺn|Ĺlllg membe.s of celtain Sufi orders.7 RefęĺIęd to as, "Ĺhe pool man's
\vllk','' it was eloquently describęd and often praised by poets, ęspecial]y lll

li)ľ cxample, oDe E8yptian biographer was saddened tbat Alnĺr al_Bluan, a ce]ebľated nay
Illllycl, at one lime nember of a]-Hämi]ll's takht ensemble, was obliged to peřfoÍm in a coŕfce
ll()llsc dlle to pressing ecoDoDlic Deed aggravätecl by the gradual loss ofhis eyesight' we äle
l0l(l lhaĺ al_Buuar', who canre fronl ä Christial) backgloünd, was the son of an eminent
lllillilitľy-of-forcign'affairs oflicial who was ln ĺutll a companion to Khedive Isnlä,il

^l-l}uŻ|ln's 
grrndlxlhel wás I||e KIlcdiVe'\ speciäl plly.icia'l l\4inv lqÓ5: Ż50 Ž5'1)'

Scc Danielson 1991a.
Ilĺ'cxłnple' we äre told thät in Egypt the Use of hashish became esÍablisbed towaľd the
lllkklle of the lweltlh cenno y, duľiog theAyyubid period, tlrřough the arrival of Dlystics fioDl
syĺiĺ. see al-Maghrabĺ 1963:56-59 and Khalif'ä ]975: l99. slmilaÍly' it is Said tha( ifi
lsllulric histoíy henlp has been somewhat tolerafed because nirny M s]lDrs haVe fett that'
llllIikc alcohol, it was not explicitly outlawed by QLll,anic law (zakĺ ] 986| l89).
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thc Sľĺ'i literary ci.clęs of the thiltęenth century.8 similally, Lane noted the
pľevalence oť hemp and to a lessęI ęxtenĹ opium, especially among
mtlsicians.9 Moĺeover' in Egypt the local hashish cultulę has beęn linłeo to
a type of "folkloĺe'' Ĺhat incolpoĺated humol' poetry, and music, as well as
intęIactive drtlg-IęlaĹed etiquettes'lo In fact, hash1sh was the Ĺopic of
ntlmęIous popular songs, particulally in the 1920s and 1930s, a period that
witnessęd an increąsę in the use of drugs, including cocainę and opium r]

Hashish songs embĺaced a varięty of charactęIistic themęs. Usually
speaking on bęhalf of the hqshshtlshin, oĺ hashish useĺs, they dęsclibed this
social glotlp's caleflee lifęstyĺe an(| po.trayed the dlug and its ęft'ect in
dęlightful, often humololls ways' Foĺ example, in a song by shaykh sayyid
Dalwish, plesentęd in one of the plays of Ĺhe famous comedian Naiíb
al-Rlháni, a group of actors who play the role of hashish addicts appear
sickly and povelty stricken' but sing gleetully abouĹ hashish and intoxlca_
tion' Furthelmole' in this song, criticism of the political and social sysĹerrl, as
węll as vows Ĺo give Up hashish, are voiced'12

CompaIably, in Amb litęĺaly history alcohol becamę the topic of a pclcLry
gęnÍe called khąmrilyđt, Ioughly, "winę poeĹIy,'' fuom khamr, a geĺlerrc
namę 1'oĺ ''winę,'' or "alcohol''' ln popular ctlltulę, the consumption of
alcohol has occurĺed in conjunction with music making and within a varrcLy
of contęXts, ranging from medievaĺ ,Abbäsid circlęs, as al-lsfaháni's
porĹrayals tesĹify' Ĺo modeĺn nightclubs. Lane melrtioned that although
alcohol was foĺbidden by lslam, a few Egyptians drank it discreętly and that
a local liquoĺ called buza (ol bĺidhąh) was typically consllmed by the Nile
boatrnen and oĹher members of the lower c]asses. He added that ttle male
PÍoÍ'essional mtlsiciaI's (alaÍiyyąh) of his timę tęnded to dlink excessively:

They are people of veľy dissoJute habits; and are ľegarded as scalcely ]ess dis-
reputab]ę chalacters than thę public danceĺs' Thoy are' however, hilęd at most grand
enteÍLainments, Lo amuse Lhe company; and on these occasions Ĺhey are usual]y
supp]ied with brandy, or othel spirituous liquors, which lhey sometimes dÍink unlil
they can no longeľ sing, nor stľike a cho.d' (1860l1973| 354)

Thę abovę associations betwęen intoxication and music foreshadow
al-Khula'i's admoniĹions against musicians' drug abuse' They also anticipaĹe
the present-day link bętween music and the usę of mind altering subsĹąncęs.
In thę modern taIab cultule, hashish and alcohol aĺe sometimes used ln
connęction with music-making. Listenels, palticulaÍly in Í'ęstive musical

3 al-MaghÍab' l963| 56-57 änd HÜsäyn ĺ9ó4: 17I_l?5.
'ý Lane 1860/19731 335.

'0 al-M.gbrabi 1963:56-59 and Kbatif, t975: 199.L' al-Maghtabi l963: ĺ55',r lbid.
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llilĺ|lerings' may treat such substances as part oť ťhe ovęIall listęning ,,Iitual''

llll(l tlse them to pIomoĹe a feeling of basl, oĺ elation. 13

llr celtarn ways, thę inĹoxicativę and thę mtlsical expeĺiences are com-
1lttlłllle. For example, the typical hashish smoking session, like a musical
lllllllering, is collectivę and attendęd by individuals shaling compatiblę
illlclests and inclinations. In essence, both are ,,in-gĺoup'' activities. Also' rrl
}l('l)cľal ways, the two pÍocęsses arę patterned and markęd by distincĹrvę
pľrltlp behaviors and interactions'la

MoleoveĘ both ęxperięnces are highly tlansfoĺmative, and may produce
il Vllľiety of physical, męltal, and emotional ręactions. Foĺ examplę. des-
1lllr: llre prevailing sense of togetherness. the state of hasńish intóxjcation
|ll(lllł]ts a wlde gamut of individuąl behaviors, thus lęmindins us of
lllc ll]tlsical anecdote about the babies related by al-Khulďĺ ro desciibę ĺhe
vitliĺrtls inborn Ięactions Ĺo music. stating thaĹ tlre palticipanĹs' innate
1lc,ľstĺlaliĺy traits and tendęncies are emphasized when intoxication occttrs,
lll.lvlllghrabi mentions seveĺal types of lęsponsęs: elation (lłĎlsa?, melan-
r lltl|y accompanied by warrdering thou8hts (sł'r'Ô, and o|hęrs'ls

Moľe specifically, an experiential link seems to ęxist betwęęn hashlsh and
lllll|iic as an auditoly expelięncę' As various studies indicate, thę linkaeę is
lllllllili.sted in d]ręę ręlaIed ways: ll t-]]e inloxicaled indjvidual e*periencing
iill lll8c to sing or Pęĺform music; 2) tlre intoxicated person sirnilaĺly experľ
łĺli'illg a stlong dęsile Ĺo listęn Ĺo music; and 3) that pelson developing
i|lĺoľül perceptions of what he peđolms or lislęns Ĺo. Thęse tÍansfolmational
liiĺXlos sęem to exPlain the oftęn heaĺd concept of ąghđnĺ Ídhshĺsh', oÍ
''llllHll1sh-using songs''' This tęrm generally points to a loosely defined
{illliiollL rrait found in songs which may oI may not have been clęated oI
Ílt]l'll)ľmed under the influence of hashish. what is implięd here is that ťhe
!ll'll[ cntlsęs the melody Ĺo become mole fluid, oĺ metrically and accenĹually
iil{ilc ĺ'lexible, so as to "shadow'' rathęĺ than ĺigidly follow the underlying
lllajiot 0ľ accent' And similarly, the textual deliveĺy becomes somewhat
łl{ĺĺľęd. ReminiscenĹ of, oÍ pęÍhaps induced by intoxication, such musical
kiĺi!ťllĆss is known to gęnęÍate illesisĹible ecstasy.

llttt'lhel'morę, the two wollds shalę cęItain vęrbal exoressions. In
lllĺll l]llshish and tarub culturęs, ęlatjon is desclibed through stĹh key woĺtls
iit /,a/V and łayl'6 Also, thę modeln ta.ab public uĹilizes a numbęr of

Ą(eol(lin8 lo Khaĺifa (1975| 203)' nrodeľD hashish users look down upon tlre consumers oí
ĺl(('ll()l ald vaľious hařd dlüg' on the bäsis that the consunlptron of these substances
|ĺlN0llloŚ a addiction alrd causes people to lose tb€ir mind and their respect, lro! to nention
ill|('' lllcohol is stíict]y iolbidden by Isläm.
ĺłtt dolĺti1s on the ĺypjcal bashish-snrokjng session, oÍ jatscll at'hashĺsh, see al_MaghÍabi
lqí]Jl 154-l5ó and 283 321'
{ll"l\4llBhľłbi l963: l55.
ł(cürlln! to Lane, the word DdJl was used to describe a type of l]ashĺsh prepaľatjoĺ
illlťl(Vl973:333 334). similarlý the word ł.ĺýis Used to descĺibe a cenain type of hashisb.
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inLoxication lelated me|aphols to describę Ĺhe tarab state' Accordingly' both

hashish and talab music are felt physicaĺly as well as emotionally' Music that

instills pĺofound |aľab sensaŁions is someĹimęs descĺibed as bit'ąbbĺ dI'ľa's'

oI "it fiĺls the head,'' an expression also usęĺl for descĺibing thę e1Íécts ol
intoxicating substancęs' espęcially the smoking of hashish' stlch paľallęlism

underlies Muhammad Asad's poetically engaging descripťion of a takht

perfoĺmance he had attendęd in Damascus' The authol discussęd Ĺhe intÔxi-

iating powers of thę music' albeiĹ in a symbolic oĺ mystical sęnse:

It Iather seemod to mę that I was noĹ so much listening to a mlsical peIformance as

rł,ihressin8 an ęxciting happęning. out of the chirping tones of the string instruments

there grei up o n"i.ľ'ýit]ln, iising in a tense spiral and then, suddenly' íalling

.lown ] lik" tie ĺhythmic ľising and falliĺg of a metallic object' faster and.slowel'

soíteĺ anĺJ strongeĺ: in C]ispassionatę persistencę, in endless variations' this one

uninterIupted happening, this acoustic phcnomenon which tfembled.in a ťestrainecl

intĺ.,ĺicati|on, gre* lp, spread out poýeÍfully, llent to the heąd" aÚd wh'en it sudden]y

broke off in ihe midst of a crescendo (hoý early' much too eaÍly!) I kneý: I was

imprisoned Iitalics mine]. (Asad 1954: 142)

Howęveľ, despite such parallęls and ovęIlaps bęlwęęn thę two lęalms'

tarab is not necessarily dľug bound or intoxication basęd' wheLhel out of

religious obseĺvancę or meÍe physical and męntal aveľsion, Lhę tarab culture

emňIaces a distinctly puÍist and dĺug-free apploach |o the cręation and

appreciation of music. Islamic mysticism, as demonstĺa|ęd by the authorita-

tive wĺitings of at-Ghazáli and othęIs, havę focusęd Ĺhę novice's atlention on

the poweĺ of samä'' in o|her Wolds, on ĺęligious ecstasy that is musically

induced. And similarly, the valious themęs and images of wine and in|oxica-

tion are tleated primaľily as metaphoĺs for spiĺitual Íanscendęnce' FoI that

maLLeĺ, we may look at thę puritanical anri-dĺug stance of al-Khula']' an

aacomplished musician and composeĺ himself' Bioglaphe$ and eldęI mllsi-

cians point out that many late-nineteenĹh- and ęaľly_twentięth-centuly alrists

were Ĺotal1y avęIsę to mind alteling substances. Muhammad al-'Aqqad (Jr)

ľecalled that as a rule ęally-twęntięth-cenĹuly music maste$ drank just

enough to establish a condition of basl He explained that "if you are in an

ęlatęd mood you do no| get drunk ęasily, but if you are not you ale more

likely to get dÍunk and lose contlol of thę music''' Establishing a distincúon

beLweęn "emotional conditioning'' and outright drunkenness, al-'Aqqád a]so

i[dicated that those who refĺained fĺom drinking were viewed aS noteworthy

ęXemplam.l7

l7 From the conversation with Mulramnlad al-'Aqqád' in Los Angeles jn 1984' 'Aqqad's stäte-

ment can be ill stŤated by a specific incident hümolously described by the ]ate well-known

Egyptian colrrposer and s;ngeisayyid Makkáwl. Accoľdingly, a well-known e ly4we'ltieth_

"Jntu.y 
,iog"i 

"on.u'"d 
h;mp oil befoÍe perIormillg at a wedding tent and conseqüenlly

co*p]etely Ťb.goĺ the *oĺls oť the song as bis choĺüs menbeŤs kept wäiling foľ him to start

";ngiĺg' 
riom a .onue'salion I had with MÍ' MakkáwT in Los Angeles oĺ May 30, 1994'
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lĺl l(t(lĺly's cultul9, thę same holds tÍtle. Indeęd, a laÍge number of węll_

'itĺt!llIlĺilI 
I singers and irlstIumęntalists do not uSę alcohol or hashish' and in

. ; i.,,.,,,,..".., ?l^ -^r r-:-r- ^^.f-ł iir\V {.|Il$os (lo noĹ drink coffee or smoke tobacco. Many skess that altiough
, ijll llllill nlld (lľugs may ręduce inhibition, th9y also pose a thręat |o concęn-
ltłlllĺll' lłlľticulally when the peĺformer musť ręnder plęcomposed wolKs
,lil, lllilĺrly ĺrlcl in full coordination with other męmbels ;f the ensęmble' One
. iilllllľ 'Vl0lillist 

adds that music is capable of producing its own ,,high.''
..ŕ!!!lwĺlll$lĺl cling thę histolical connections and mętaphoÍic links between
iiliĺłłĺ'-llllll(illg and illĹoxication, it is basically shown thať the musical experl-
*i!ł,ĺ,}jlĺlll(ls on its own'

lł llte l920s, thę conĹęXts of peforming have become increasinslv
l'{l l'tlllheľmore. lh-rough úe modern media nelwoľks Ĺhev ł,'u. sŇo

li!!r ll|iQľconnęcted. The diffelent vęnuęs havę fed into onę anothęĺ. and
i]ll,iilly llľtists Who have peĺformed at live ęv9nts have also ręcorded
lillllfrl'(|iĺllly and in some casęs appęared in fi]m' obYiously, listening to
ĺlt ttltlsic has exĹendęd bęyond |hę conventional contexts of music
llllp, 'ĺ'he media have clęatęd nęw and rtnprecedentecl sęttings fol
'llIll!' llnd in signilicant ways have changęd lhę overall tamb pracLice.

Modeľn contexts

rl{lll8 lhe live music.

'|'llc infoĺmal gathering

llłťull of the musical sęssions thaĹ took placę in thę confinęs of the
lłvltl cĺlLltts, jalsah gańerings have cęrtain common chaJactelistics'
y llllly occul legulally, foÍ example, on a certain dąy of thę week or

i lll(!! sĺch as Cairo, Beirut, Damascus, Aleppo, and Baghdad, performing
lliłlľlting to tarab music may Ĺake place in intimatę social setĺinss.
l1lłrIllllg nnd listeners speak of a JŻ1sań oI ąa,dah, both mearuĺg ,,a sitting''
"[ĺ]l loB0ther,'' oIjalsat taľąb,Iougl y, "talab gathering.''lB In some ways

lill, l)llt often takę placę iĺregularly and Without much prepaĺation, as
lllly ťl|cotlnters in which music "happęns to occur'' A7Żlsał usually

ij:i lJlĺlcc ilr the ęvenin8 - in this case, it might be called sahĺah, or
{,llil1lł pĺlľťy.'' It is Safe to say that talab events arę lar8ely nocĹulnal' Thę
lllllĺ)lion of food, appelizers, and sometimęs alcoholic bęveraees is vęrv

Illĺ] \!lllĺl ')'ufurĺł'' comęs fron]Żlasd' "to sit,', and is ]inguistical1y ľelated to the wold majlĺs,
|!łlll(,Il "plnce of sjtüns," ol "assembly'"
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common. Usually consisĹing of no moľe |han ten oI fifteen męn oI Womęnl

and in many cases both, a jalsah group typically meets in a private home'

The group members may ęitheĺ take tulns in hosting the event, oI may ga|hel

pĺimarily in |he housę of a music-loving, relativęly well-to-do host' 'Ihe

attendants may come from a variety of social and Professional backgĺounds'

In some casęs' howevęĹ they aIę nited rnainly by family ties oI by voaa-

tional affiliations, factoľs that do noĺ always guaran|ee compatibility in

tlrę levels of musical iniđation aĺd may even dampen ťhe ovęrall musical

almospheÍę' as illustratęd by tlre following example.

one ga|hering I a|tęnded in Caiľo in 1971 took place on-a late attęInoon

at the homę of a man who puĺSued a highly Iespęc|ęd nonmusical pĺofession,

but was also an accomplished perÍbrmęr on thę buzuq. The group consis|ed

of about a dozen individuals, including otlrer professionals, governmęnt

employees, and onę music theorist who also played the 'úd' The jalsalr

convę6ations touched upon a valięĹy of sociąl and inlęllęcĹual issuęs, but

aĺso tangentially upon topics relatęd to mtrsic theoIy and instIumenI maklng,

and weĺe followed by a performance of taqásim by the host. ľhę mtlsical

pęIfolmancę may have occtllĺęd paĺtly due to thę pĺesence of the ďreorist-

musician, who had brought me along and who introduced me as a muslc

performer and ręsearcheĺ. It was cleal to me that thę aĹtendants, Whose

Ielationship |o the host was basęd on pĺofessional rather than musicá|

collegiality, were mosĹly non-sammi'ah' Indications tha| the ambiance was

tilted toward polite, non-intemctive, and non-ecslatic "lislening" were ma.le

obvious through tłle reseĺved demeanor of Ĺhę guęsts and through the

performeĺ's own behavior' AftęÍ staĺting to play his insĹrtlment, the host

stopped ęvery few minutes to make brief comments. His verbalizations,

coveĺing issues lęlated to thę philosophy of music and to the history of the

inshrlmenĹ he was playing, may have beęn pľomptęd by a desilę on the host's

paľĽ to maintain some foĺm of polite communication With his musically
uninclined guęsts. HoweveĹ during that samę yęał ] heaĺd a lecolding of a

live peńolmance Ĺhat the host himself had givęn aĹ a small theatel at the

cairo Music Academy. The recording capturęd an ouĹstanding display of
artistly before a lively audience that Iesponded wiĹh well-synchronized
velbal exclamations and had clearly incoĺpora|ed a laĺgę contingency of
samml'ah.

Idęal]y' at musical gaťherings, the participants listęn aĹťentivęly and

appęar totally immęrsed in the process. Flurthelmole, thę pęTformers aIe ablę

to dętęrmine oI nęgotiate the times appropĺiate for them to pęrform and to

choose repeĺtoires they feel inspired oÍ plępared to perfoĺm with relatively

littlę intelItlption from the listęners. The performances ęmphasize small

ensemble oĺ solo playing. The insľumentalists may take turlls in playing, or

may pelfoĺm togelheĺ, fol example when accompanying a singel. Tladi_
tional, especially impfovisatory' genlęS are fIequęntly chosen.
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l\4lildoveł the tyPical atmosphere of the jalsah is amicable. For one thing,
' |||ii' |]ľľloľmeľs Ĺend to fęel at homę whjle performing nonprofessionally. !łlilihl lhciľ own circles of frięnds' admiręÍs, students, and faÁilv members.

ĺlli (Vt)llĺ itself may bęcome a memorable experience, one thät ńe indĹ
!llllilll |)nľticipants talk about or remember fol yęals' At tlle end of one livety
l!!l!,]lťĺl avening thaĹ took placę in my parents'house duling Ĺhe early 19ó0s,
tliiB t]l(loľ nlusic lovel cornmented| ',these momęnts will go with mę to the
Illllvť"' ll) lhe aflermath of such a perlormance the attĚndants may glve
ilillĘIĺ] ÚVcl] cleeper philosophical or universal meanings' efteľ a muslcal
ĺl!l(li$ľlng in cailo, th9 celeblaĹed Egyptian rJqq player Muhammad a]-.Ająbi
ťĄ|]lllillo(| to me thaĹ mtlsic was love in the bloadest sense, lovę fol one,s
tllb' lovc ÍbI onę's family, love foĺ everybody. IIe added that..love is evcty-
illillg ĺln(l lhat if the artist did not love he would be notlring,'' an explalation
1|liiĺ r](tl\itlľed distinct mystical ovęItonęs'19 After a performan"i i.' Lo.
i\|lt]tlśs, il peľcussionisĽ from Syria explained Ĺo me that if theIe węIe more
łllllllllĺ(llll in the wolld thęĺe would bę less evil and fewęI wars. At thę ęnd of
ll ĺli(lÍl(llll jalsah in Baghdad, an event (luring which I played thę buzuq and
iliit l(ll' " number of inĹ9llectually sophisticated and musically iniđaleo
iiłlt!ĺlcls, l encountęĺed a numbęĺ of notewoltiy ręflections. one person
lllllĺl)tllad fhe love of mrtsic |o a natulal preclilection of thę humarr soul. an
íiilll)lltion clęarly ręminiscęnt of al_GhazálT's ęleventh-centuÍy wĺitings on
łllillĺl', while anotheĺ person made leference to Aldous Huxleý's The Ďoors' tl l\!ľ(q)łion (1954)' in which thę atlLhol's own intoxicalíon pręsumaoly

: {'l|ll!ĺ(l l]im to undergo a dęęp mystical stale'2o
lll Iĺs cntiręty' a jalsah event tęnds to embody a sęquence of gradually

lllllill(li|lg and orgąnically linked phases, an order of events that contĺibutęs
łilllllictu)tly to thę jalsai's tmnsfolmaĹive purpose. In Caiĺo, I have altenoęo
il ĺľrv intbľmal music sessions at the home of a local composel and muslc
!!lk,Illllll(lo. These sęssions usually took Place eitĺeĺ in úe lale afternool' or
řrýíłlillĺš in a mthel small lęcepĹion loom wherę,uds, näys, and riqqs were
lllĺllľ oll ĺhe wall, and which constituĹed a self-containęd enclosule fulnishęd
!!'llll s()lhs, coffeę tables, and ashtrays, theĺeby providing an ambiance that
ł|r('lll0(l physically and visually conclucive Ĺo music-making. The gatherings
l!l]ťlll'ľ(l(l Usually once a Week and involved a mole oI less stęady cole oĺ
iIlrlIviĺltlals, namely about a dozęn locaĺ Pĺofessional and amaĹęur musicians
ĺllll Itťľlolming and nonpeĺforming listenęÍs' and occasionally a few visitors
llllll Flĺosls such as myself. The aĹtendcnts Were basically all male but womęn
i,(tlllr l lllso sit in or listen in an adjacent living room' The ages of the palĺlcl-
l!|llllL] lcn(led to ĺange fÍom folty to sevęnly yęam, although one musicran
l', r'tllĺollally blought his son, who was in his lwenties and was also a caleel

llllĺll il co|lversaLion l|ra| look p]ace jn May 1989.
l llis cvcnt took p1ace in septenbeÍ l989.
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musician. The following is a ĺough descliPtion of one such jalsah whose

inteľnal sequendal flow is Ĺypical, alĺhough by no męans fixed oI totally
pľedic|able.2l

Tha| event seemęd to unfold in a gladual and sęamless fashion.'I'hę
gt]ęsts began Ĺo alrive aľotlnd nine o'clock in the evening' They gręętęd

thę hosĹ and ęach otheÍ. Somę embĺacęd. The filst half-houl ĺeplęsęnted

a carry-ovęI fĺom pľior daily affairs and thus incorporated an oldinary
exchange of platitudes and discussions of mundane concglns, especialĺy

benign ones sttch as: "I have tľied cąlling you Sęvęral times in |he past few

days. Is your phone out of order?" Reestablishing a sense of comfort and

collegiality among tlrę different gĺoup members, strch pĺeliminary exchangęs

were accompanied by oLher forms of męntal and physical "conditioning'':
úinking coffeę' tęa. oI soft dľinks; smoking cigalettęs; ąnd so on.

This pľęParatoly peĺiod eased itsęlf smoothly into the peĺÍblmancę
pĺoper' 'lbward tlre ęnd of the mundane veĺbal exchanges, one cęlębrafe.l

singeĺ arrd composeĺ anivęd and Was warmly glęeĹęd and shown to his seať.

At that time, a middle-aged 'ud Player had his instrumęnt in its cloth bag

lęaning agains! thę wall next to his seat' As he picked it tlp to move it to
another place in the room, he explained that he had bęęn taking it to tĺe
ĺepairman to have thę nęck fixed and had hopęd that this time it was fixęd
for good. His explanation led Ĺo furlher discussions on instlr]męnls, for
example what plęctrums and whaĹ stľings weĺe bęSĹ and ended with thę

performer taking thę instrument ouĹ of the bag in order to show thę rępafs
to his eagel colleagues and demonstrating what thę'ud soundęd likę after

the repaiI' The middte-aged mLlsician played a few phrases that ou|linęd Ĺhę

scale of onę of thę maqámät and sęęmed węll-suited for testing his nęwly
repailed instľumęnt. The instľumęntalist's dęmonstration, although brief,
was męt with velbal gesttlles of admiration fĺom some audience męmbęÍs,

who begged him Ĺo contintle to play. The inshumęntalisĹ modestly dęclinęd
and voicęd such remarks aS: "you don't wan| Ĺo have me take up the time

since we aĺe enjoying chatĹing this evening''' Then one of the gtlests, a molę
oI less sĹęady member oť the gloup, suggesĹęd that the attendants hęaľ a
friend of his, a young amateuÍ 'ud playel who was visiting fIom anothęľ AIab
countĺy and was joining the gľoup for thę fils| time' Everybody applaudęd

thę idęa and the young'ud playęr obliged' He playęd fol abotlt ten minut9s,

mostly skillfully rendeĺed semi-improvised pieces' and ĺeceived a good
round of complimenĹs at thę ęnd. Heľę, thę musical discussions and thę

young musician's peĺformance seľved as thę final and majol thľust iĹto
thę main mtlsical segment o[ Lhe evening'

At this point, thę guęsts begged to hear something Íiom thę singęr,

"whalevoĺ hę wished to sing,'' and voiced tl-leir pleas through commonly

']' This peÍ1brnräncc occuľred ou May 29, 1989.



ililll'll l)oliĺe explessions süch asi Athifnđ.,.CasĹ your gems uPon us;''
!;llĺly'y'ĺl, "Gľant your benevolence;" and'.Äyzĺn nisma,,'.wę *ouid lik" ,o
|1,,!r'll'" |ĺonre members of Ĺhę audience Lrrged the middle-aged,ud player
lł! !ĺilľl poľlbrmíng, as his music had to set the mood fol the sinsel- The
i]!|ł!lillll stjgment began wittr táqasim. dlrling which the ,ud playň estab-
llłllĺlĺl ĺĺlc 0ť thę máqämat and in the process drew many ecstatic Iesponses
łiilIlt lIltl lttldience męmbers.'l'he taqäslm came Ĺo a nctural cadence foilowęo
!łl ii litlľst oľ complimęntary Íesponsęs and then staIted again' aĹ this point

' !'i!_łiĺ]ĺllly scľVing as a pręlude to tlre singing. Here, some of the exclamaüons
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lĺ]tll ĺol|gs outrlght' but at timęs discreetly slipped in the names of somę
!1l illĺ. !(|llgs that the singęI specializes in singing, particularly whęn thesę
5i]ll}ĺł wQl'ę of the same maqám that was being pelformęcl at thę tjme.

Nlll1tx)vcl', the san]mí,ah were tn]ly',ąĹ work''' During tĺe song sęgmenĹ
(1 wQl'o emotionally chaľged silences punctuatęd by animatęd and
lllll$ly iuvoluntaĺy physical arrd vocal gestuľes' Thę various lesponses

łlpl!(l in their lęvels of intensity fľom one person to the oĹhel. but o
lvllolť seemed gęnuine, as węll as ęmotionally profound. 1.hey were
ĺ liyllcllľouized with onę anothęr, and seemęd to instinctively emulate
i:llĺllllctic build-tlPs and ĺesoluĹions of ttie musical phĺases_ The vęrbal

'lĺlĺllllIlons were usua]ly Íeleased loward the telmination of. or afier the

liłl{|lĺ]!!iĺ(l tlre singel by name, thus giving him acĺded- recognition and
$ili,|łllllliing l]im to stalt. Subsequently, the singer begĺul his performance
lłllli'lt, lllcorpoľating a medley of seveľal ,Úd-accompanied songs, lasted foĺ
iilillllĺ liil'ĺy_five minuĹes. During thę perfolmance the lisĹęners did not

łil' ()ľ cĺdential motifs ending aęrtain Phlases. sometimes thesę gestulęs
lľ ll((ompanied by Iaising a hand oľ lifting both aIms and occąsionallY bv
l,llllll lllc head oľ larlghing discręętly a5 a sign of admiľing or ..ľiguiing

' łlll inĺricate modulation oľ arr unusual qaf]ah' AĹ timęs also' a man
lilcľ llsĺel]ing style was relaüvely mol9 demonstľable looked at somc
ilrllli lĺrĺlluĺling myself ald expressed his admiration of lhe singer through

lillť|lltlllls such as, "what is thaĹ?'' "]t is impossible!" and ,,He is a lęsend!''
l!Ilľľli uxpl'essed theil tarab in a somęwhat subdued maĺrner, without ĺalkins

i'lll ll (llheľ oI looking each othel in the face. Herę, as well, |he varięty of
ll,ĺiĺĺls rlisplayed brings to mind al-Khula.i's illustrative anecdote.
]\,i lllc vocal perfo[mancę cíLÍne to a stop, the,úd accompanist madę a
|lIll()lls comment as if Ĺo blęak the silęnce and prevent an aIrtĹclimactic

,Illllł lionl setting in. The commęnt led ro about a half-houĺ episode of iokę
Ilr l1 lly ĺli|'ferent members ol lhe gľoup' '|'he jokes were not faclua l anj dio
rl lllc lion arly specifrc individuals, but instead poked fun at social stereo-

ii|!!,ł, |nlľĺicularly the sa.idis, or Uppel Egyptians, whose alleged naiveté is
,li!l, lill|l oť numęIous Egyptian jokes' Thęsę werę sholt iokęs' but had
l1lll!l|llllll PLlnch linęs sometimes ending in puns or double meaĺlings. Jokes
!!lill, llll(l by pmcticąlly all attęndants ęXcepĹ thę singer and Ĺo somę exĹenĹ
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thę 'ud playel, who both listęned and seemed to enjoy the joking peltorm-

ance, wiiicĹ again was ęxhauste(l and in turn camę naturally to an end' At

that timę, r1rę 
"host 

and two of |he guests who all knęw mę węll' and had

n"-a."'p".to.- on the buzuq bęfole, insisted tłlat I pĺay Something' Since

I did not have my own insĹrument' Ĺhę host handed me one thaL hę ownęo'

but ľhat needed repaiĹ Aftel aPoĺogizing for ď]e condition of thę insLlument'

i pr"v"a 
" 

taqäsrń perfoĺmance lhat lastęd fol a few minutęs and aroused

eńúusiastic ĺesponses followed by ĺavish pľaise fľom the singeĺ'

subsequently, the gÍoup 9XpIęssed intęrest in anothęĺ mtlsicaĺ "set'' by the

singe, anä his'Íld accompanist' obliging' these two pelformęd again tol

twJnty minutes or so' Then, aftęI a momęntary fęęling of leposę had set in'

ttrę hosĺ, an amatęur'ud player as węll aS a composel' Iemarked humolously

that since hę ownęd the house and paiĺl the tltilities' h9 was thelęfole entitled

to Play at lęasť one of his tunes. He picked tlp his own 'ud and accompanled

nińs"lt ln a song that he had recen|Iy composed' Rathel |han ręacting with

thę same emodánal intensity ęxhibitęd eaÍliel, the audiencę made their

complimennry ľęsponses aftel thę pelformance had ęnded and commenrled

the composer foĺ his clevęr compositional applications' In Íeturn' the host

bĺiefly d_iscussed the background of his composition and linked his attemPts

to ľęcoĺd it commeĺcially to an eaĺlier incidęnt lhat was humofous and

involved a spęcific person who was not plęsent at the gattreliog but Whom

most of the guests knew vely węll. At that point, thę sama'mood began to

unwinĺl, as tňe gľoup membe.s listened to and somęĹimes exchangęd factual

stoÍies abotlt Ĺhat samę pęIson, stories that poked fun at his ęxcessive

frtlgality, his odd social manrręĺisms, and the like'

Áĺĺ"i ,ľ'"r" exchanges, the ęvent seęmęĺl to como to an ęnd' some

membeĺs glanced a| their watch9s' and expressed tłreir uttel surpĺise at how

fast time ňenr by, how sevęral houĺs węre gone without being noticed' Thę

guests also begán to thank thę musicians and the hosl and to notę how

i=mportanĺ such ęvenings are, utteIing SiaĹemęnts such as "music 
-is 

food foĺ

the sotll." As the guęsts bicl farewęll to thę host, who walked them to the

otltside gaťe, the1onvęĺsation - despiĺe a few additional exchanges of

compliměnrs and humolous Iemalks - included brief projections concęrning

ťhę business tha| had lo be pursuęd the following day'

As definable occtlľIęnces in place arrd time, jaslah evęn|s tlansform the

parĹicipants both mentally and emotionally' Yę| in oĺdeĺ for that to hapPęn'

the various "playeIs" mus| perfoĺm specialized but also complementary

Íoles. Both list9nęrs and muslclans nęed to become palt of an organic anrl a

highly dynamic perfolmative pĺocess' The tĺansfolmational qualities of the

jořruń ot'o sťem irom lhe implicit ordeĺing of micĺo-evęnts' Iepeltoires' and
-modęs 

of behavior' In thę case just dęscĺibed (see Figure 3'1)' the jalsah

began with aĺl orĺi'inary phase then gĺadually moved to an entry phose' A
cořmon bęhavioral mindsęt maÍked by mundane convelsations progĺessed
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lilĺłUľo 3.l Analysis ofa jalsah eY€nt

iiilr' ĺ llrlsically conducive state of physical and psychological preparedness.
liillll0ľnloľe, delving more deeply into the topic of music in Ĺheir discus_
łl!llltl, ĺllc palticiPants .ęcognized thę plesence of thę less esĹablished 8uęst
'lill.ltlllycľ' and gavę him a chance to paĺticipaĹe' His peđormance providęd a
9llilill)lo Ścgue to lhę centľąl phase, namely tl]e ,úd accompanist's solo and
!ltt, łlllolionally chaľgęd pefolmance of thę celebrated singer. Repĺesentlrtg
!!llłll lllny have bęen Ĺhę highest point of taĺab in the jalsah, this phase was

Ě

äöäoĘ E
ěäx

c.} ř

E

:'l Ę
63

Ę?
3E

g.B

E



58 Mokinł musiĽ in the Arąb woll.l

marked by physical and emotional conditions Ĺhat made the falthest

dępartule fuom the palticipants' ordinaÍy modes of consciousness. The.
musical pelfoÍmance' including the symbolic lovę themes of thę texts and

the abstIact insĹrumental impĺovisations and vocalizaĹions by thę singeľ,

transfolmęd |hę behavioľs and ęmotions of the group most ladically.
The humorous veĺbal intęrlude thaĺ followed seemed Ĺo oflęr expresslve

variety, as well as "dlamatic lelief.'' significarrtly' in úe foĺm of shorĹ depel"

sonalized and steleotyped vignettes, thę jokes did not sęem to distlact fľom
Ĺhę abstract transfolmational mood plęvailing al this phasę of the jalsah. In
effęct, they providęd ao opportunity foÍ participants othęI than the musicians
to "pęrform,'' as jokę-tęlling in Egyptian social gathęIings constiĹtlĹęs a

communal verbal peĺformance that lęquires a cęrtain lęvel of talent and skill,
and as al-Khula'i had earlier statęd (to his glęat dispLeasure), often Sulfacęd

in musicaĺ conĹexts. After that, thę insistenca tha| I pęrform on thę buzuq

may have selvęd the double puĺpose of enabling thę glotlp to acknowlędge
me musically as well as socially and of pĺoviding further Ĺalab befoÍę thę

second vocal se| was pIesęntęd by the singer and his 'ud accompanist. In

effect, Ĺhę second set, which seemed lęss ęmotionally chalgęd and lęss

climactic than the 1'ilst set, prępaľed fol Lhę exit Phase which was ęffęctively
ęstablished by the host through his tactful and prcpelly timęd lęquest of Ĺhe

guests to heal his new tune' FulthęImore' the enstling episode of htrmor,

which employęd factual subject mat|er' facilitaťed the PaTticipants' gmdual

return to their ordinary phase of consciousness. As lhis interpretation, or
"tĺick description'' (GeeÍtz 19'73:6) reveals, tlre jalsah is delicately engi-
nęęIęd, buI also spontaneously and creatively playęd out'

Finally, in today's informal gathelings at|ęnĹive and highly responsive
listęning is becoming less common' Quite often' jalsah events arę dominated
by non-san]mi'ah, who may enjoy, oI tolela|e one oĺ a těw "listening-type''
pieces by the musicians, btlt would soon converĹ the jalsah into a "sing-
along,'' "clap-along'' occasion. In such instances, the ÍępęrtoiIe often veels
towald thę more "popular'' and musicaĺly accessiblę songs oI song fiag-
męnts- The more esĹablishęd instrumentalists. who tęnd Lo become mere
accompanists oĺ whose playing would have to follow thę party's collective
musical flow, may feęl lelucĹant to perfolm, oI may evęn stay aside and jtlst

observe. Indeed, whęn tlue Sama' events occrll thęy are usually savored,

cherishecl, and fondly ĺemembered by the santrx'ah and thę pęrformers alike.

The public performance

Today, thę woÍd "h(rÍĺah," which Ioughly męans "cęręmonial gatheling,'' oI
"cęlebĺation,'' is used Ĺo desclibe |hę large, publicly adverťised tarab


