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of the Arabic Alphabet 

Name Transliteration Pronunciation 
- ---· --~------

alif a as infat 

ba' b as in baby 

ta' t as in table 

tha' th as in three 

~ jim j as injob 

c ])a' ]) 
strongly aspirant h 
made in the throat 

c kha' kh as the eh in German Nacht 

~ dal d as in door 

~ dhal dh as thin this 
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Arabic 
Name letter Transliteration Pronunciation 

_) ra' r as in row 

_) zayn z as in zero 

I...T sin s as in sing 

~ shin sh as in show 

a darkening of the corresponding 
~ ~ad ~ undotted letter made with a flat. 

broad tongue placement 

~ 
a darkening of the corresponding 

Q.ad Q. undotted letter made with a flat. 
broad tongue placement 

a darkening of the corresponding 

.b ta' t undotted letter made with a flat. 
broad tongue placement 

a darkening of the corresponding 

.1 -) 

? undotted letter made with a flat. ?a 
broad tongue placement 

t 
a very strong guttural produced 

'ayn c by the compression of the throat 
and expulsion of the breath 

t ghayn gh a sound like gargling. pro-
nounced between g and r 

~ fa' f as infi.sh 

J qaf a a k sound produced far back in 
the throat 

..0 kaf k as in king 
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Arabic 
Name letter Transliteration Pronunciation 

-~------

J lam as in little 

i mim m as in main 

0 nun n as in next 

0 ha' h as in hat 

w 
as in world (the consonant form) .) waw or 

u 
as in clue (the long vowel) 

IS 
y as in yet (the consonant form) 

-) 

ya or 
i as in feet (the long vowel) 

the glottal stop, as in the initial 

~ hamzah 
vowel of absolutely. A hamzah at 
the beginning of a word will not 
be transliterated 

Diacritical signs for short vowels 

fatl)ah a as in bat 

,J Q.ammah u as in put 

kasrah as in pit 

Dipthongs 

L$ 
ya'sukun 
preceded ay as in byte 
by fatQ.ah 

~ .- waw 
sukun 
preceded aw as in ouch 

by fatQ.ah 



Mijwiz and naqqarat players from Iraq. Photo: H. H. Touma. 



Foreword 

~ (the Music of the Arabs deals exclusively with the 
~_____) :_! traditional secular and sacred art music of the 

Arab peoples and should serve, for the interested reader. as an 
introduction to Arabian music culture. The book presents an 
overview of the musical life of the Arabs throughout their cul
tural history and examines comprehensively the artistic produc
tion of musicians still actively involved in performing and 
nurturing Arabian art music today. Traditional music genres. 
musical instruments, the tone system. ensembles, and the per
formance practice of sacred and secular music are described in 
detail. Folk music, however, and contemporary popular music
the so-called new music-are not taken into account, for these 
fall outside of the scope and aim of the book, namely, to present 
the modal and rhythmic principles of traditional art music. 

I would like to express my thanks to all the singers, instru
mentalists, and scholars who stood by me in word and deed 
during my many stays in Arab lands. A very special thanks also 
goes out to Laurie Schwartz in Berlin, without whose untiring 
effort this English edition would not have been possible. 



Khashshabah from Iraq. Photo: H. H. Touma 



Preface 

~ ffhe music of the Arabs is an essential part of the 
~___) '-! music of the Near East and North Africa. It is 

based on a modal tone system-one of the few autonomous tone 
systems of our time-and is subject to the maqam phenomenon, 
a unique type of improvisation that is common to both secular 
and sacred Arabian art music. In fact, the art music of every cul
ture native to the Near East and North Africa is characterized by 
musical structures based on modal improvisation and developed 
within the framework of the maqam phenomenon. 

Despite differences in their musical and aesthetic forms, 
the peoples of the Near East and North Africa, conditioned by a 
common history spanning over two thousand years, can be said 
to have a homogeneous musical culture-one whose practice is 
clearly distinct from that of the Occidentals, the Africans (south 
of the Sahara), or the East and Southeast Asians. Although the 
music traditions belonging to this culture include the Arme
nian, Berber, Hebrew, Coptic, Kurdish, Syriac, and Caucasian, 
this book deals only with those created by the Arabs, the Per
sians, and the Turks. Having been embedded from their begin
nings in permanent political systems, these three are clearly 
the most prominent musical cultures of the Near East, and they 
still boast an extensive repertoire, a well- founded theory, a doc
umented history, and excellent musicians. Nevertheless, the 
music of other peoples native to this region, such as the Ber
bers, Maronites, Chaldeans. Nestorians. Jacobite- Syrians, and 
Jews, should not be overlooked. Even if these cultures are not 
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always represented as political entities on the map of the Near 
East and North Africa, they have contributed and continue to 
contribute to the overall musical picture of the region. 

The essence of Arabian culture is wrapped up in 

~ the Arabic language, which helps to express the intellectual 
and spiritual processes of the people and plays a decisive 
role in the development and transmission of cultural 
achievements; 

;=:;>n Islam, whose influence in the propagation and shaping of 
Arabian culture has been and remains so great that the so
cial, spiritual, and material aspects of the culture cannot be 
understood without taking it into consideration; 

~. tradition, as manifest in the manners and customs that de
termine the conduct of the Arab in family and society. 

An Arab, in the modern sense of the word, is one who is a 
national of an Arab state, has command of the Arabic language, 
and possesses a fundamental knowledge of Arabian tradition, 
that is, of the manners, customs, and political and social sys
tems of the culture. Thus, those who may call themselves Arab 
include not only the inhabitants of the Arabian Peninsula or the 
Moslem community but anyone who satisfies these criteria. 

It follows, therefore, that the term Arabian applies to the 
music of the Arab world in general and that treating this music 
as an expression of a unified music culture is justifable despite 
the large number of countries and traditions involved-despite 
the fact that styles, modes, and terminology in North Africa, for 
example, may differ somewhat from those in Iraq. Many aspects 
of music, such as the tone system, musical forms, rhythmic 
patterns, techniques of composition and improvisation, perfor
mance practice, the makeup of ensembles, the individual's per
ception of music, and the place of the musician in society, are 
essentially the same in all Arab countries. A singer is appreci
ated just as much in distant cities of the Arab world as in her 
home town. Umm Kulthum, Fayruz, and Wardah, for example, 
are admired with the same enthusiasm in Cairo, Beirut, Algiers, 
and Baghdad as in Mecca, Sanaa, Kuwait, Tripoli, or Rabat. 
Nonetheless, political, social, religious, revolutionary, and other 
movements in the unsettled Arab world of today exert their 
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influence on musical life and threaten, time and again, to 
destroy the traditional music, notwithstanding the efforts of 
some forces to resist this trend. 

The origins of the music of the Arabs lie in the distant past. 
The history of music in the Arabian world is closely linked to 
the political background of the people. During certain epochs, 
music was highly valued; during others, it was outlawed and 
condemned. But no matter how perspectives may have changed 
throughout history, music-specifically song-was and still is 
inseparably linked to the life of the Arab, assuming an indis
pensable function at many social events. 

Arabian music emerged on the Arabian Peninsula during 
pre-Islamic times. It developed further during the Islamic era 
and crystalized in the schools of Mecca, Medina, Baghdad, and 
Cordoba. From the thirteenth century on, other centers of 
musical activity sprang up in Fez, Tetuan, Tlemcen, Algiers. 
Tunis, Tripoli, Cairo, Aleppo, Damascus, Beirut, Baghdad, 
Bahrain, Sanaa, and Aden. 

Five components characterize the music of the Arabs: 

1. A tone system with specific interval structures. 

2. Rhythmic-temporal structures that produce a rich variety of 
rhythmic patterns, used to accompany the metered vocal 
and instrumental genres and give them form. 

3. Musical instruments that are found throughout the Arabian 
world and that represent a standardized tone system, are 
played with standardized performance techniques, and ex
hibit similar details in construction and design. 

4. Specific social contexts for the making of music, whereby 
musical genres can be classified as urban (music of the city 
inhabitants), rural (music of the country inhabitants). or 
Bedouin (music of the desert inhabitants). By way of exam
ple. consider the Bedouin who, by virtue of mass media. can 
listen to any kind of music in his desert tent but who would 
never make music himself outside of a specific context. 

5. A musical mentality that is responsible for the aesthetic 
homogeneity of the tonal-spatial and rhythmic-temporal 
structures in Arabian music, whether composed or impro-
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vised, instrumental or vocal, secular or sacred. The Arab's 
musical mentality is defined by 

a. The maqam phenomenon, in which the performance of 
a single-voiced melody line is a largely improvised con
ceptualization of a particular modal structure. The fun
damental characteristic of the maqam phenomenon is 
that the tonal- spatial component has a binding and 
previously fixed organization, whereas the rhythmic
temporal component is essentially free. Central to the 
maqam phenomenon is the tonal- spatial model, which 
varies from one maqam to another and can always be 
reduced to a nucleus of unique intervals. This nucleus 
determines the melodic line and helps create the char
acteristic emotional mood for the particular maqam. 
The modal structure of a maqam is named for the tone 
row of the Arabian tone system on which it is based. 

b. The predominance of vocal music. Singer, vocal tech
nique, song style, and text are all of essential impor
tance in Arabian music. 

c. The predilection for small instrumental ensembles, in 
which improvisation is far more practicable than it is in 
large orchestras. 

d. The mosaiclike stringing together of musical form ele
ments, that is, the arrangement in a sequence of small 
and smallest melodic elements, and their repetition, 
combination, and permutation within the framework of 
a tonal- spatial model. 

e. The absence of polyphony, polyrhythm, and motivic 
development. Arabian music is, however, very familiar 
with the ostinato, as well as with a more instinctive 
heterophonic way of making music. 

f. The alternation between a free rhythmic- temporal and 
fixed tonal- spatial organization on the one hand and a 
fixed rhythmic- temporal and free tonal- spatial struc
ture on the other. This alternation, which occurs chiefly 
during the performance of longer maqamat such as the 
maqam al- 'iraqi. the nubah, and the wa~lah, results in 
exciting musical contrasts. 
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Although Arabian music culture never existed as an iso
lated phenomenon in the geocultural sphere of the Arab world, 
these five characteristics of Arabian music can be traced back 
to the earliest times of Arabian cultural history. They do not, 
however, exclusively identify Arabian music. As singular phe
nomena, they can also be detected to a greater or lesser extent 
in the music of the Assyrians, Turks, Turkmenians, Berbers, 
Armenians, Kurds, Copts, Azerbaijani, Tajikis, Usbekians, Ira
nians, Spaniards, and West Mricans. 

The musical connections between the Arabs and their vari
ous neighbors go back to pre- Islamic times. It is possible, how
ever, on the basis of parallel musical events that have existed 
from time to time for over a thousand years, to demonstrate 
especially close musical relationships between the Arabs, the 
Turks, and the Persians. 

Members of the Rifa'iyah Brotherhood of the Shaykh Mul:Iammad JaliH during a 
dhikr in Aleppo, Syria. Photo: J. Wenzel. 
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Arab Musical Life 
Throughout History 

The Pre-lslamic Period Until632: 
The Qaynah School 

~ (/he earliest information on the musical life of the Ar
~__J "-! abs originates from the sixth century AD. More 

than one hundred years would pass before the Arabs attained 
world historical importance through Islam. Nevertheless, the pe
riod before the time referred to in these early documents encom
passes more than one thousand years of Arab history, boasting 
a highly developed culture that to this day has not been fully re
searched. This pre- Islamic period is called the jahiliyah because 
the life of the Arabs at the time was characterized by jahiliyah•

which translates roughly as "wrath," "pride," "impudence," and 
"fanaticism." The entire social organization of Arab society dur
ing this epoch was anchored in the tribal union, and tribal soli
darity was the supreme law. Serving as a source for the musical 
life during the later period of the jahiliyah was the traditional po
etry. But while an examination of this poetry offers us insights 
into musical life on the Arabian Peninsula at that time, it does 
not substitute for detailed descriptions of the tone system and 
discussions of music theory. 

* Throughout this book, Arabic terms defined in the glossary appear 
in italics on first use. 
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The musical life of the jahiliyah was defined by the qaynah, 

a singer and servant in one, whose duties, besides singing and 
performing, also included pouring wine and providing other 
sensual pleasures. The qaynah and her activities made up a 
branch of the widespread slave trade that flourished then in the 
famous Arabian marketplaces like those of Medina, Ta' if, and 
'uk~. Here is where the qiyan (plural of qaynah) established 
themselves, not least because of the many opportunities for 
contact with merchants and trading delegations. The task of the 
qaynah was to entertain the guest with song, wine, and eroti
cism. She poured wine while singing or while another qaynah 
made music. Her naked breasts were open to the glances of 
guests, and she was also receptive to the more direct advances 
of her customers. 

As was similarly the case at the Eros houses during the 
jahiliyah, the qaynah hoisted a flag over the door of her pre
mises (l).anah) in order to attract the attention of customers. 

These l).anat (plural of l).anah) of the qiyan could be found every
where on the Arabian Peninsula. In a second category were the 
qiyan who served only one owner, or master. A great number of 

them lived in the palaces of petty kings such as l:farith of Ghas
san and Nu 'man and Mundhir of l:flrah, or of lesser Arab 
nobles, and regularly entertained the owner and his family with 
singing and music. A qaynah would not only recite works by the 
great poets of the day-above all, those who glorified her own 
master (sayyid)-but she would also clothe these poems in 
song. She was expected to have an impeccable comrnand of the 
Arabic language and a solid training in poetic arts. 

Famous qiyan lived and worked in Medina, Mecca, 

Yamamah, Yemen, and l:faQ.ramawt. Some of their names have 
been handed down-Jaradah of 'Ad, Mulaykah, Bint 'Afzar, 

Hurayrah, and others-yet a great many more have fallen into 

oblivion. 
Two singing styles of the jahiliyah are clearly distinguish

able: that of the Bedouin nomads and that of the sedentary 
population (ahl al-l).ac;lar). The singing of the Bedouins, which is 
limited to the genres l).uda' and na$b. is generally described in 
the literature as simple and naive, while the singing of the sed-
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entary population-precisely, the song tradition of the qiyan-is 
characterized as virtuosic and extraordinary. Ifuda' was the 
name given to the rousing song of the camel driver, its rhythm 
corresponding to that of the camel's steps. Na~b was the gen
eral name given to the songs intoned by young Bedouins riding 
through the desert on their camels and to the dirges sung by 
the women. 

The extraordinary, virtuosic singing of the qiyan and its 
poetic forms of expression fall into two categories with regard to 
form and content: sindd and hazaj. Sindd texts, which dealt 

with themes of seriousness, dignity, fame, pride, and arrogance. 
were composed in the long classical metrical feet of Arabian 
poetry. The hazaj, in contrast, were simple songs intended 
merely for the entertainment and amusement of the listener. 
Their texts were composed in short classical metrical feet, and 
they were accompanied by lute, flute, or hand- drum playing. 

The musical instrument used by the qiyan that is most 
often mentioned in the poetry of the jahiliyah is a stringed 

instrument, possibly resembling the present short-necked lute 
(' ud). It is called mizhar, kirdn, muwattar. and ~anj. Less often 

mentioned is a kind of flute, oboe, or clarinet (qu~~db or miz

mdr), as well as the hand drum (duJ/) and the rattle Ualdjil}. 
According to a poem by the poet al-A'sha. which describes a 
visit to the qiyan by Najran, several instruments performed 
simultaneously as instrumental accompaniment to the song. 
Those mentioned were wind instruments (qu~~db/mizmdr) and 
a lute (~ary). 

Beauty and elegance were the distinguishing characteris
tics of the qiyan. The singers took care that they were tastefully 
dressed and richly adorned with jewelry. The pleasant fra
grances of precious perfumes surrounded them. Besides that. 

the qaynah had a ravishing voice and a considerable fortune. 
which showed how much the society appreciated and rewarded 
her for her services. The artistic production of the qiyan led to 
the development of a special tradition and school that exerted 
its influence long after the appearance of Islam, specifically into 
the ninth century. the time of Isl).aq al- Maw~ili. Among the hun

dred songs chosen for the Abbasid Caliph Harun ar- Rashld in 
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the eighth century, there was at least one attributed to the 
Jan1dah sisters, qiyan who had lived during the jahiliyah. 

Without doubt, the qiyan and their masterful vocal perfor
mances depicted a purely Arabian musical life. It was Arabian 
in its origin, in its propagation within a certain social milieu, 
and in the language of the songs. A foreign influence can be 
detected only with difficulty, and venturing to define it more 
precisely would be fruitless. Too little is known about the influ
ence over the centuries of cultural and economic relationships 
between early cultures. The slave class during the pre-Islamic 
period was composed of Persians, Byzantines, Egyptians, and 
Ethiopians. Thus, living side by side in this geographic area 
were Polytheists, Christians, Jews, and early Persian magi
cians, any of whom could certainly have influenced the qiyan 
musically through their liturgy, hymns, and other songs. 
Indeed, not to be underestimated is the possible influence of the 
Persians and Ethiopians, who could point to a highly organized 
musical life in their own lands. But however much the qiyan's 
artistic production may have been affected by foreign influ
ences, their singing must have retained a characteristic Arabian 
element, for their audiences are known to have approved of not 
only of the texts of their songs, which were written by the great 
contemporary Arabian poets, but the music as well. 

The Early Arabian 
Classical Music Tradition (632-850) 

1-=:lhe song tradition of the qiyan endured unchanged through the 
first three decades of Islam, and the nomadic inhabitants of the 
Arabian Peninsula also continued unhindered in singing the 
dirges, love songs, and war songs that had been handed down 
from the jahiliyah. For in the Koran, the holy book of Islam, 
singing and music are neither expressly forbidden nor expressly 
allowed. The differing theses of Islamic theologians. who later 
forbade music at one time and allowed it at another, were based 
on subjective commentaries to a few Koran verses. The authors 
of these commentaries detected in one verse or another refer-
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ences to music and singing even where none seem to exist. A sec
ond source to which the scholars referred in their opposing 
arguments was the 1)-adith, the handed-down body of conversa
tions that the prophet Muhammad was said to have had with his 
companions during his lifetime, in which the Prophet appears to 
have approved music and singing at one time but forbidden it at 
another. Nevertheless, regardless of the official position taken by 
theologians and statesmen during the various periods following 
the emergence of Islam, music and song were cultivated without 
interruption in the Arabian empire, and it was often possible for 
the most pious among the faithful to live peacefully alongside the 
most high- spirited of the musicians and singers, as they did, for 
example, in Medina and Mecca during the reign of the third 
Caliph 'Uthman and during the Umayyad empire. 

The successful establishment of Islam was followed, into 
the middle of the seventh century, by the conquests of Libya. 
Egypt, Palestine, Phoenicia, Syria, Iraq, and Persia (almost all 
the cultures, except Asia Minor, that had ever played a role in 
the history of the Orient). Since the reign of the first Caliph Abu 
Bakr (A.D. 632-634). the booty from these conquered lands had 
been shared equally among the inhabitants of the captial city. 
Thus was Medina, where the standard of living had once been 
quite modest, transformed into one of the wealthiest cities of 
the Arabian empire. Not only treasures and monies flowed into 
the capital but also a host of prisoners and slaves, called raqiq, 
who radically changed life there by introducing new manners 
and customs, including new forms of artistic expression. Free 
to adopt anything from these other cultures that did not contra
dict Islamic teaching, the Arabs enthusiastically assimilated the 
aesthetic and spiritual legacies of the Greeks, Romans, Per
sians, Egyptians, Assyrians, and Babylonians, ultimately merg
ing them into something new and unique. 

The Arabs in J:Iijaz, and especially in the capital city 
Medina, were accustomed to an exuberant musical life. They 
considered singing a professional art and described it in terms 
that had previously been unknown in their language. In addi
tion to the qiyan, male singers called mukhannathrln (plural of 
mukhannath) now appeared. They emulated the behavior and 
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dress of women, and probably had homosexual tendencies. For 
the most part, these singers were muwali, that is, converts to 
Islam who were disciples of a free- born Arab. But Arab singers 
came from all strata of society, and even women who were not 
qiyan could take pride in the art of singing and music making. 
One of the greatest female singers of this period was 'Azzah al
Mayla'. who lived in Medina and had a superior command of the 
repertoire of the many qiyan active prior to Islam. 

Most of the great male and female singers in the days of 
Islam were Persians, Ethiopians, or black Africans. Yet all of 
them haQ. been born on the Arabian Peninsula, or at least had 
grown up there. An exception. of course. was the Persian 
Nashit. who in fact was born and raised in Persia but who first 
became famous after he took lessons in the Arabian singing 
style from the Arab Sa' ib Khathir. 

For the first three centuries after the emergence of Islam, 
and for the time of the Umayyad reign until approximately A.D. 

750. the Arabic language was used not only for the texts of 
songs but also for the names of musical instruments and for 
other musical terminology. The fact that singers heard Persian 

or Byzantine music and introduced it to the Arabian Peninsula 
meant neither a complete relinquishment nor a transformation 
of the song's Arabian character. To the contrary, the Arabs had 
most probably transformed the singing style they had borrowed 

mainly from the Persians and adapted it to their own. especially 
to that of the qaynah school. A new singing tradition character
istic of the ~ijaz was thereby created, and because of its musi
cal originality. it also lived on at the court of the Caliph, which 
had been transferred to Damascus in A.D. 661. During this time. 
the ~ijaz. especially Medina, was looked upon as a musical cen
ter that could meet the demand throughout the Arabian empire 

for excellent male and female singers. 
In Medina, Yunus al- Katib (d. A. D. 765). himself a singer of 

Persian extraction, wrote several treatises on the music and 
musical life of this city. He collected the songs of the time, as 

well as his own songs, into two books in which he documented 
the text of the song as well as the mode. the rhythm. and the 
names of the composer and poet. In two other treatises. Yunus 
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al- Katib wrote about melody and the qiyan. His books later 
became the basis for two important historians of the ninth and 
tenth centuries, al- Maw~ili and al- I~bahani, in their studies on 
music in J:lijaz and Medina. Although none of Yunus al- Katib's 
works have been passed down to us, there are more than 
enough quotations from them in al- I~bahanl's book to give us a 
clear picture of the highly organized musical life in Medina at 
that time. 

The singers from J:lijaz remained influential for several gen
erations, until the beginnings of the Abbasid era (750-1258). 

The most famous singers from J:lijaz, such as lbn Surayj and 
Ma'bad, would meet at the impressive concerts that took place 

in the palace of the famous female singer Jamllah (d. 720) in 
Medina, or during the pilgrimages that were staged almost like 
a music festival. Here guests danced and sang to the music that 

w~s performed by large choruses and instrumental ensembles. 
The ensembles comprised several lute, flute, and drum players. 

Besides the lute, there was the zither (mi'zafah), the flute (qa~
~dbah), the clarinet (mizmdr), and a square hand drum (duJ/J 
that was played primarily by women. 

Remarkable was the number of male and female singers 
who performed their own compositions in Medina and Damas
cus during the time of the first four Caliphs (632-661) and the 

time of the Umayyad dynasty (661-750). Detailed descriptions 

exist of their lives, their teachers, their students, and their per
formances. Yet not one single melody or rhythmic pattern has 
been handed down, so that we aren't able to form an exact idea 

of what the singing style of the time was like. Having attracted 
many students and instructed them in the artful singing style 
al- ghina' al- mutqan, "the perfect singing, .. the great singers of 
Mecca and Medina were able to establish an Arabian school of 

voice that would hold its own for more than a century against 

the Persian, Byzantine, and Ethiopian vocal traditions. Later 
singers and historians defined this school of singing as the 
Early Arabian Classical school. The classical music tradition 

dominated until the middle of the ninth century, handed down 
through an uninterrupted oral tradition. It was especially culti

vated in J:lijaz, where the first singers-actually also the 
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founders of this school-lived and where several generations of 
singers were trained. From J:lijaz came all the great singers who 
were active at the courts of the Umayyads and later also at the 
courts of the Abbasids. 

The man considered to be the creator of al-ghina' al
mutqan was Tuways (632-710), one of the early masters of 
Medina and the first effeminate singer (mukhannath) in the 
J:lijaz. AI- ghina' al-mutqan was characterized by a definite 
rhythmic pattern used as an accompaniment. This pattern did 
not, however, correspond to the organization of longs and 
shorts as represented in the metrical foot of the sung poem. 
Tuways was the teacher of the famous Ibn Surayj (634-726). 

who later instructed AlghariQ. (d. 720) in singing. sa'ib Khathir, 
a contemporary of Tu ways. counted among his students Ma 'bad 
(d. 743), famous for his seven l;tu$iin songs. Yunus al- Katib (d. 
765) was the most famous student of Sa'ib Khathir. Al-Katib 
composed the Zayanib Songs. which he had dedicated to his 
beloved. Zaynab. He in turn was the teacher of Siyat (730-785) 

and Ibrahim al- Maw~ili (742-804). The latter, together with Ibn 
Jami' and lbn al- 'Awra'. collected the hundred-in his opin

ion-most beautiful songs (a$wdt) for the Abbasid Caliph Han1n 
ar-Rashid. 

From the sources on classical Arabian song tradition. 
details can be gathered regarding the mode of a piece, which is 
determined by its beginning and second or third tones. Pitches 
were identified by the name of the finger used to stop that tone 
on the neck of the lute. For example, if the index finger was 
used for stopping the first tone, and the middle or ring finger for 
the next. this would imply a half- or a whole- tone step. In addi
tion. these sources contain information about the accompany
ing rhythmic patterns. and they include the text. its metrical 
feet. and facts about the poet. Although each song ($awt) con
sisted of only a few lines of verse, several compositions with the 
same text could conceivably exist. The creator of the melody 
was its owner and could properly sell it. The purchaser would 
listen to the composer sing the piece time and again until the 
words and music had been committed to memory. 

Despite all the information available to us on a ~awt, we 
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still do not have an exact idea of its melody. Countless song 
texts, including modal and rhythmic information, have been 
handed down in the treatises of scholars from the ninth and 
tenth centuries. But while the authors give an account of the 
virtuosos of the time and their repertoire, nothing about melody 
is ever mentioned. 

The Revival of the Early Arabian Music Tradition in 
Baghdad (82D-1258) and Cordoba (822-1492) 

Clhe early Arabian classical tradition of the J:Iijaz experienced its 
culmination in the eighth and early ninth centuries, then lost its 
position of monopoly during the first half of the ninth century 
because of new musical developments in Baghdad that were ac
tually of Persian origin. In Baghdad. singers began to free them
selves from the classicism of the old tradition. They gathered 
around the highly talented singer and 'ud player Ibrahlm al
Mahdi (779-839) and practiced what he taught in terms of a re
laxation and reformation of the early singing tradition. Ibrahlm 
al- Mahdl, whose father and brother held the title of Caliph. was 
also the author of a book on song. An opponent of this new move
ment was lsl).aq al- Maw1?il1 (767-850), one of the greatest musi
cians of his time. But although many musicians were, in fact. on 
al- Maw1?ili's side, he did not manage to stop the triumphant ad
vance of Ibrahlm al- Mahdl's musical innovations. The influences 
from Persia caused the classical singing of the J:Iijaz to be in
creasingly forced into the background, or enriched with new mu
sical elements-elements that probably still set the tone of 
Arabian music today. 

Although the music scholars developed their theories on 
the basis of musical practice and collected the music of their 
time, the tone systems fixed by exact numerical relationships 
and the pieces of music presented in anthologies can only con
vey a fraction of the total musical picture. Information about 
the essence of the sound cannot be gathered from the written 
evidence, and contemporary music that has been handed down 
to us through oral tradition has surely been transformed along 
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the way, so that only a vague picture of the original sound can 
be obtained. This observation is not meant to downplay the work 
of the innumerable scholars. Of the many treatises that found 
their way into the bibliographies of the tenth century. only a few 
still exist. The most original and important of these come from 
the ninth, tenth, eleventh, and thirteenth centuries and are 
associated with names like al- Kindi (d. 874), al- Fan1bi (d. 950). 
al- I~bahani (d. 96 7). Ibn Sin a (d. 1 03 7) and $afi ad- Din al
Urmawi (d. 1294). The latter lived to see the end of the Arabian 
Caliphate and the conquest of Baghdad (1258) by Hulago. 

In his Kitdb al-aghani al- kabir, the "Great Book of Songs." 
al-I~bahani does not provide musical examples per se. On the 
other hand, for every song, he gives information regarding the 
biographies of the poets, composers, singers, and instrumental
ists, as well as the rhythm and mode of the song. His twenty
volume work covers a period of approximately four hundred 
years, from the seventh century to the tenth. Neither did al
Farabi present any musical examples in his remarkable book 
Kitab al-mii.siqa al-kabir, the "Great Book of Music": he did. 
however. employ rhythmic formulas and scales. He named the 
steps of the scales after the frets on the neck of the lute: "index 
finger fret," .. middle finger fret," or "Zalzalian middle finger 
fret." The Kitab al-adwar, the "Book of Modes" by $aft ad- Din 
al- Urmawi (d. 1294). appeared in the thirteenth century. In this 
work. $aft ad- Din al- Urmawi dealt in detail with tone (nagham). 

composition, mode. rhythm, and so on, and he also supplied 
the skeletal notation of a song with information about the 
rhythm and mode: above the text of the song he wrote the 
names of the tones of the melody and gave specifications for the 
accompanying rhythm. In another musical treatise, the author 
presented the division of the octave into seventeen tones (lim
mas and commas) and named them according to the letters of 
the Arabic alphabet as A, B. J, D. H. 0. Z, f:l, T. i. etc. From his 
indications regarding the rhythmic accompaniment. it can be 
inferred that beats occur within a recurring rhythmic period. 

At the beginning of the ninth century. a struggle had bro
ken out between the followers and opponents of the early Ara
bian music tradition, with Ibrahim al-Mahdi on one side and 
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IsQ.aq al-Maw~ill on the other. Al-Maw~ili, out of both envy and 
fear, found himself in a serious and vehement argument with 
his highly talented student Ziryab. Since al-Maw~ili believed 
that Ziryab could become his most dangerous rival at the court 
of Han1n ar-Rashid, he let him know that this rivalry would not 
be permitted. He advised Ziryab to leave the city of Baghdad 
immediately. To avoid having to fight a losing battle with his 
master, Ziryab left for al-andalus, where the Umayyads had 
ruled ever since the downfall of their dynasty in Damascus (A.D. 

750). In 822, Ziryab arrived in Cordoba, where he was wel
comed and warmly received by Sultan 'Abd ar- RaQ.man 11 (822-
852). In this way, the early Arabian music tradition, as con
veyed to Ziryab through ls}:laq al-Maw~ili, was brought to Spain. 
But Ziryab founded a music school in Cordoba that soon freed 
itself from the shackles of the traditional early Arabian school of 
the East and formed the nucleus of later andalusi music. In 
Cordoba, and soon, too, in Seville, Toledo, Valencia, and Gran
ada, many generations of singers and musicians became famil
iar with the rules of the school of Ziryab. The andalusi music 
that is still cultivated in North Africa today is the heir to this 
school, which became newly established in North Africa in the 
thirteenth, fifteenth, and seventeenth centuries, after the 
retreat of the Arabs from Spain. Only a few original music docu
ments from al-andalus have been preserved; noteworthy are 
those of al-Majriti (d. 1007), Abu ~alt Umayah (d. 1134). Ibn 
Quzman (d. 1160), and al-Qurtubi (d. 1258). 

The Era of Decline: 
The Thirteenth Through Nineteenth Centuries 

Clhe innovations of al-Mahdi in the East and Ziryab in the West 
took place in the ninth century, the golden age of the Arabs po
litically as well as culturally. Baghdad was the capital city of the 
Abbasids in the East and Cordoba the capital of the Umayyads 
in the Spanish West. This era is looked upon as a kind of ars 

nova in Arabian music history. Its characteristics would deter
mine the musical practice of the Arabs well into the nineteenth 
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century-regardless of whether the city was Baghdad, Aleppo, 
Cairo, or Istanbul. 

Nevertheless, we should not overlook the influence ofTurk
ish and Persian music on the music of the Arabs, especially 
after the downfalls of Cordoba in the eleventh century, Baghdad 
in the thirteenth, and Granada in the fifteenth. Nor should we 
disregard the constancy in many areas of the early Arabian 
music tradition from the J:lijaz-a tradition, after all, that had 
determined the musical life and the musical culture of the 
Arabs for more than three centuries and whose origins were in 
the pre-Islamic qaynah school. Even under foreign rule, after 
the decline of the Arabian empire, Arabs continued to cultivate 
their own music and song. The influence in the thirteenth cen
tury of the Turks and Persians-representatives of a Near East
ern musical culture essentially identical with that of the 
Arabs-had a less disastrous effect on Arabian music than has 
the recent influx of European musical culture, with innovations 
like radio, film, and recordings. This European influence has 
been corrupting Arabian music since World War I. 

Already at the beginning of the sixteenth century, the 
Islamic Near East experienced a fundamental change triggered 
by the Ottomans, who had put an end to the rule of the Mam
luks in Egypt and Syria and conquered the $afawids in Persia. 
Through these double military victories, Egypt, Syria, and Iraq 
came under the sphere of influence of the Turks, and Istanbul 
became the hub of the Islamic world. For the Arab world, Turk
ish domination meant a time of general spiritual and cultural 
decline: a strong dwindling of national feeling could be regis
tered, accompanied by a clear social downturn. Damascus, 
Baghdad, and Cairo, once the capital cities of the Arabian 
empire and centers of cultural and scientific life, were reduced 
in their importance to being the residences of Ottoman gover
nors, who were sent from Istanbul to rule the land and collect 
taxes. A complete stagnation of Arabian literature, science, and 
art during this period of Arabian history was the result. The 
search for original and authentic creations of the Arabs from 
this period is futile. Ottoman rule in Mashriq (Egypt, Syria, 
Iraq, J:lijaz, and Yemen) continued until the twentieth century. 
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In Maghrib (North Mrica: Tunisia and Algeria). the Turks were 
replaced in the nineteenth century by a European colonial 
regime. 

Cultural Awakening and Liberation 
from the Turks in the Nineteenth Century 

[/n the nineteenth century, forces became manifest in Arabian 
society that were responsible for the first signs of a rebirth of a 
distinctively Arabian consciousness and thought. Men who 
worked in diverse areas launched the process of reorientation: 
politicians and leaders of the movement against imperialism, so
cial and Islamic reformers, scientists and teachers. men of let
ters and artists-among them musicians such as 'Abdu al
J:Iamull, MuQ.ammad 'Uthman, Salamah J:lijazi, Mikha'n Misha
qah. RaQ.mallah Shiltagh, and AQ.mad Zaydan. 

For the Arabs of the nineteenth century, too, music prima
rily meant song (ghina')-combined with tarab, the joy that one 
feels when listening to music. The term milsiqa is used by the 
Arabs for theoretical treatises on music, tone systems, musical 
instruments, music aesthetics, and similar subjects. Thus, 
ghina' and tarab have determined the musical life and practice 
of the Arabs from ~he first days of music history known to us up 
to the present. 

Musical life and practice in the nineteenth century were 
also concentrated on the person of the singer and the instru
mental ensemble accompanying him or her. Talented and popu
lar singers used to perform with their instrumentalists in a 
local pub, where their music and song was presented on certain 
evenings of the month or the night before a celebration. Such a 
performance would sometimes last until the wee hours of the 
morning. The ensemble performed on a raised platform or, what 
was actually more often the case, on a staircase in the pub. The 
audience paid the musicians and singer according to its own 
discretion, for instance, by putting money in the cigarette pack
age or tobacco box of one of the members of the ensemble. The 
only persons allowed to perform at weddings in front of women, 
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besides female musicians, were blind musicians. If an ensemble 
was invited to perform for festivities celebrating a birth, circum
cision, engagement, wedding, or Ramac.Ian, the client was not 
only responsible for the fee, but also for the artists' board and 
lodging. 

Belonging to public festivities since time immemorial are 
the many religious holidays that are celebrated with singing 
and music: the 'id al-aQ.J:td (Feast of Sacrifice). the tenth day of 
MuiJarram (the first month of the Islamic year). the nights of 
RamaQ.dn (the month of fasting)-especially the fourteenth and 
twenty-seventh nights-the 'id al-fitr (feast after the Ramac.Ian 
fasting), the dhikr ceremonies of various religious brotherhoods, 
the birthday of the Prophet, pilgrim feasts, and so on. During 
the night before the holidays, the mosques are decorated and 
illuminated with lamps. A group of believers climbs the minaret 
and strikes up a song of praise to God and Muhammad. 

In addition to the celebrations of the Moslem Arabs are 
those of the Christian Arabs who live predominantly in an area 
corresponding to that of former Syria, which once included Leb
anon, Syria, Jordan, Iraq, and Palestine/Israel. Christmas, 
Easter, feasts of the Virgin, Pentecost, the Transfiguration of 
Christ, and so on, are also celebrated by the Arabian Christians 
with singing and instrumental performance and occasionally 
also with dance. 

Musicians and singers of the nineteenth century had a rep
ertoire consisting of traditional vocal and instrumental pieces 
learned from the old masters. Instruction and learning aids in 
the form of books and musical notation were not known: musi
cal training was traditionally understood to be only the oral 
instruction of the student by the teacher. Relying upon a well
trained memory, the student would begin by only imitating the 
master but would ultimately attain freedom from the musical 
model and develop an individual style within the framework of 
musical tradition. 

The nineteenth-century Arabian world encompassed five 
musical centers-Iraq, Syria, Egypt, the Arabian Peninsula. and 
North Mrica-each representing a different musical style, as 
distinguished by variations in the manner of singing, the tech-
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nique of plucking the lute instruments, the structure of the 
scales, the rhythmic patterns of the accompaniment, and the 
structure of the poems and their content. These kinds of dis
tinctions can still be detected in the musical practice of the 
Arabs today. 

During the nineteenth century, the Arabs maintained par
ticularly close contacts with the Turkish and Persian musical 
cultures-contacts that had actually existed at least since the 
tenth century. In fact, from the beginnings of Arabian musical 
history, musical styles, forms, and song texts had been freely 
exchanged with neighboring cultures, including the ethnic and 
religious minorities inhabiting the same geographical area: the 
Armenians, the Druzes, the Jews, the Kurds, the Syrians, and 
the Oriental churches. It would therefore be wrong to assume 
that the Arabs developed a completely unique music, free from 
any semblance of foreign influence. Nevertheless, none of these 
contacts had serious consequences for the music of the Arabs 
during the nineteenth century. It was less a matter of any for
eign culture exercising a one-sided influence on Arabian mu si
cal life than of similar musical cultures interacting with each 
other. 

In the nineteenth century, the Turkish influence on the 
music of the Arabs manifested itself in formal structure and in 
song texts interspersed with Turkish words. Indeed, both the 
Turks and the Arabs of the nineteenth century continued to dif
ferentiate quite consciously between Turkish and Arabian ele
ments in their music. The large dissemination in the Arabian 
domain of Turkish compositional forms like the peshrev and the 
semai also conclusively illustrates the influence of Turkish 
music traditions. Some works in these genres by Turkish com
posers were very popular among the Arabs: for example, a 
peshrev of the nlst genre (see page 29) by the Turkish composer 
Asim Bey ( 1851-1929) was performed with great dedication 
almost everywhere throughout the Arabian world. And the 
propagation of musical instruments of Persian and Turkish ori
gin, such as the santur (struck box zither) and the tanbllr (long
necked lute), demonstrates another aspect of Persian and Turk
ish influence. 
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At the end of a period of stagnation that had lasted since 
the thirteenth century, Arabian music theory experienced a 
genuine revival through the work of Mikha'n Mishaqah ( 1800-

1889), who was the first to propose the division of the octave 
into twenty-four roughly equal quarter-tone steps. Despite their 
political dependency on the Ottomans and immediate proximity 
to them, the Arabs had thus ensured a steady continuation of 
their own music tradition-a music tradition that is also per
ceived by Turks and Persians, now as then, to be Arabian. 

The Twentieth Century: 
Alienation from the Authentic Musical Language 

flintil the downfall of the Ottoman empire in the year 1918, the 
music of the Arabs essentially remained a part of the musical 
culture of the Near East. Not until coming into contact with Eu
ropean music, especially during the colonial rule of the British, 
Spanish, Italians, and French after World War I, did Arabian mu
sical life change fundamentally in its content and in its formal 
and sociological aspects. Then a kind of cultural catastrophe 
took place. The responsibility for this transition lay with a group 
of leading Arabian intellectuals who believed (and still believe to
day) that European culture is superior to Arabian. As a result, 
they regarded tlieir own musical culture with disdain. It is be
cause of these intellectuals that one must search very long and 
hard in the Arab world today before encountering the authentic 
music of the Arabs. 

Nonetheless, despite the irresponsible behavior of many of 
these Arabs, the traditional music has been able to maintain its 
ground in certain areas. Those who have contributed to its 
preservation are the musicians of the maqiim al- 'iriiqi in Iraq, 
the singer Umm Kulthum in Cairo, the singers of the muwash
shal).iit in Aleppo, the musicians of the ma'luf in North Mrica, 
and the artists of andalusi music. Most Arabs today, however, 
whatever their level of education might be, no longer know true 
Arabian music. 
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Music Theory and the 
Arabian Tone System 

~ (/ hroughout the course of Arabian music history-es
~____J :_! pecially between the ninth and thirteenth centu

ries-innumerable treatises on the tone system have appeared. 
Two tone systems were recognized, a Greek and an Arabian, 

whose main difference was in the way tetrachords were divided. 
Thus the Arabs must have either used a source different from 
the Greeks' for their music theory or developed the Greek tetra

chord divisions further. But since the Arabs illustrated their mu
sic theory, and in particular their tone system, by means of the 
lute-an instrument that has enjoyed enormous popularity 
among Arabian musicians and singers since pre- Islamic times 
and is still considered the definitive instrument for Arabian mu
sic-it is certainly possible that their theory was derived directly 
from musical practice, which would inevitably have led to diver

gence from Greek theory and its tetrachord divisions. 
Both tone systems set forth in the numerous musical trea

tises from the Arabian-Islamic Middle Ages are still valid for 
present-day music theory. Today's Turkish and Persian tone 

systems are based on the calculations of ~afi ad-Din al-Urmawi 

(d. 1294). who further developed the Pythagorean system. In 
contrast to al-Urmawi's system is a purely Arabian tone system 
that was first propagated by al-Farabi (d. 950). 

On the basis of al-Farabi's system, modern Arabian music 
theorists undertook the division of the octave into twenty- four 

equivalent intervals. From this point on. each tone in Arabian 
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music possessed its own name, which was not repeated in 
either the upper or the lower octaves. The function of a tone 
depended not upon its absolute pitch but upon its position 
within the scale and its distance from its neighboring tone. The 
lowest tone of the scale corresponds to the lowest tone of the 
singer's register and is called yakah, the corresponding next 
higher octave is called nawa, and the second higher octave 
ramal tilti. The modes are, as a rule, named after a particularly 
characteristic tone of the scale, which only in rare cases is the 
first tone of the scale. 

It wasn't until the second half of the nineteenth and the 
beginning of the twentieth century that some Arabian musi
cians attempted to notate their music. Referring to Western 
musical notation, they gave the tones corresponding names, 
even though the Western method of notation is in many 
respects inaccurate and inappropriate for the transcription of 
Arabian music. The musicians had to reach an understanding 
about which tone of the Arabian system should correspond to 
which note in the European system. To begin with, the lowest 
tone of the system, yakah, was fixed as the tone D. During the 
time following Ottoman rule, the D was changed to G through
out the Arabian world. But the pitch of yakah had nothing in 
common with the absolute pitch G, for Arabian music has never 
been notated in absolute pitches like those we are accustomed 
to in European music. Actual pitches can deviate from notated 
pitches by as much as a fourth in either direction. The extent of 
this deviation depends upon the vocal range of the singer, to 
which the instrument is also tuned. 

The Arabian tone system that is valid today includes all 
tones that appear in the more than seventy modes, or maqam 

rows, which are based on heptatonic scales that can be put 
together from augmented, major, medium, and minor second 
intervals. The exact sizes of these intervals were calculated by 
music theorists on a purely abstract basis. Although there are 
perhaps as many different specifications for interval structures 
as there are theorists who devised them, the calculations vary 
only negligibly from one another. The interval sizes within the 
Arabian scale have not yet been comprehensively investigated 
by means of electronic measuring instruments. 
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Not until the nineteenth century-half a millenium after al
Urmawi divided the octave into seventeen parts (limmas and 
commas)-did an original theoretical work on music that rein
vigorated the field of Arabian music theory once again appear. 
In this work, the Lebanese author Mikha'n Mishaqah (1800-

1889) presented the division of the octave into twenty-four 
equal parts. He illustrated the spacing of the twenty-four frets 
on the neck of the lute with the aid of a geometric drawing (see 
page 20) that was intended to serve as a model for instrument 
builders. He defined the value of the quarter tone mathemati
cally as 21/2 =50 cents, where a cent is a logarithmic measure
ment equal to 11100 of the semitone in the well-tempered scale. 

Passionate discussions and arguments among musicians 
and music scholars about the following two questions supplied 
the impetus for new calculations: (1) how far apart should the 
frets on the neck of the long-necked lute be-in other words, 
how large should the intervals of both octaves be-in order to 
allow for a transposition of the maqam row? and (2) are the 
intervals of the lower octave equivalent to those of the higher 
octave-that is, can a melody be played in parallel octaves on 
two different instruments simultaneously? The fact that such 
questions were raised indicates that musicians at this time 
were already familiar with the idea of twenty-four steps to the 
octave, even if only in relation to their practical experiences. 

As early as the tenth century, al-Farab1 had theoretically 
divided the octave into twenty-five intervals. which he demon
strated by means of the lute as well as the flute. For the division 
of the tetrachord, he calculated ten possible intervals: 

c d e f 

Cents 0 90 98 145 168 204 294 303 355 408 498 

Thus the octave, which comprises two tetrachords and a 
whole tone, contained twenty-five different tones, from which 
al-Farabi extracted the following intervals: octave, fifth, fourth, 
seventh, whole-tone, half-tone, and quarter-tone. He defined 
the distance on the lute string between the two frets of the first 
quarter-tone as 35/36 of the total length of the string. 
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Al-Farclhi chose only combinations of seven tones from the 
twenty-five tones of the octave. He recommended this hepta
tonic scale as the basis for melodic structure. One of the tone 
rows he defined includes the octave specified below. The first 
tetrachord is identical to the modern rast row: 

tone oscillation ratio relative cents cumulative cents 

c 1/1 0 0 

d 9/8 204 204 

e 27/22 151 355 

f 4/3 143 498 

g 3/2 204 702 

a 18/11 151 853 

b 19/9 143 996 

c 2/1 204 1200 

By way of comparison, the following table presents al
Urmawi's division of the tetrachord, in which natural fifths and 
fourths are added and subtracted to arrive at seventeen tones 
per octave. According to al- Urmawi, this apportionment has the 
so-called Arabian tone system as its basis. Because fifth and 
fourth relationships are consistently created, all interval rela
tionships can be reduced to 3x/2Y or 2x13Y. For example, eJ,~ is 

65536/59049 , which equals 2 16 ;310
• 

tone oscillation ratio relative cents cumulative cents 

c 1/1 0 0 

d-flat 253/243 90 (limma) 90 

e-flat-flat 65536/59049 90 (limma) 180 

d 9/8 24 (comma) 204 

e-flat 32/22 90 (limma) 294 

f-flat 8192/6561 90 (limma) 384 
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tone oscillation ratio relative cents cumulative cents 

e 81/64 

f 4/3 

24 (comma) 

90 (limma) 

408 

498 

Whereas al-Farabi assigns the so-called wusta-zalzal tone 
(a third that is larger than a tempered minor third and smaller 
than a tempered major third) a value of 27122 (355 cents). al
Urmawi defines it as 8192/6561 = 2 13

/3
8 (384 cents). 

Like al-Farahi, al-Urmawi also selected combinations of 
seven tones from among the supply he calculated for the octave. 
Altogether, al-Urmawi succeeded in creating twelve maqam 
rows that he recommended for melody building, one of which is 
presented in the following table: 

tone oscillation ratio relative cents cumulative cents 
--------------·---~- ----- --·------ ---·- ·---·----~~~--

c 1/1 0 0 

d 9/8 204 204 

f-flat 8192/6561 180 384 

f 4/3 114 498 

g 3/2 204 702 

a 27/16 204 906 

c-flat 59049/32768 180 1086 

c 2/1 114 1200 

Here, again, the first tetrachord is identical to that of the rast 
row used in contemporary Arabian music. 

Some Arabian theorists, of course, attempted to define the 
Arabian tone system, with reference to the circle of fifths (which 
was also used by Turkish theorists), on the basis of the unit of 
measure known as the comma. The Syrians, in particular, sub
divided the octave into fifty-three equivalent steps, from which 

they also selected seven at a time to construct a heptatonic 
maqam row. Their calculations were based neither on the 
Pythagorean comma (23.46 cents) nor on the syntonic comma 
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(21.306 cents) but on the so-called Arabian comma, also known 
as the Holdrian comma, whose value is 53Ji., or 22.6415 cents. 
The term Arabian comma is indeed found only in the European 
treatises of the Middle Ages, not in the Arabian. The absence of 
written documentation in the Arabian world may possibly be 
explained by the fact that the comma was handed down from 
master to student as a kind of trade secret. 

Indeed, as early as 45 B.C., the Chinese Ching-Fang had 
calculated the value of this comma. He discovered that the 
highest tone in a row of fifty-three natural fifths built one on top 
of the other is almost identical to the lowest tone of the row, if 
the fifty-third fifth is transposed down by thirty-one octaves. 
Thus the ratio of the lowest tone of the row to the transposed 
highest tone (that is, (3/2) 53 minus 2

31
) is 176777/177147, which 

corresponds to the value of the Arabian comma. 
Some music theorists describe the maqam row of the rast, 

for example, on the basis of comma units as follows: 

c d e f g a b c' 

Comma 9 8 5 9 9 8 5 

The maqam row of the nahawand (see page 32) is deter
mined as follows: 

c d e~ f g a~ b~ c' 

Comma 9 4 9 9 4 9 9 

In all of these subdivisions, the intervals d-e, e-f. g-a, a-b, 
and b-e' are neither minor nor major seconds. Rather they are 
medium seconds-approximately the size of a three-quarter
tone ( 150 cents)-and they have given Arabian music its unique 
quality since as early as the tenth century. Because the quarter
tone is not to be found in any maqam scale and exists only in 
theory, it should not be considered the characteristic interval 
size in Arabian music; on the contrary, it is the three-quarter
tone that merits this significance. 

Theorists argue about the exact size of the quarter-tone, 
and in practice, the three-quarter-tone does not have a fixed 
size that holds for all maqam rows. In fact, the breadth of devi-
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ation of this musical step is a crucial ingredient in the peculiar 
flavor of Arabian music. To temper the scale by dividing the 
octave into twenty-four quarter-tones of equal size would be to 
surrender one of the most characteristic elements of this musi
cal culture. In practice, singers and musicians ultimately avail 
themselves of a number of pitches that can be empirically 
reduced to twenty-four unequal steps within the octave. More
over, many fewer tones are generally used during a performance 
than would be offered by the tempered system-even when 
additional sound material is included through transposition. 

For transcribing the twenty-four tones into Western nota
tion, the Arabs use European accidental marks in original and 
modified forms: 

lowers a tone by a quarter-tone 
lowers a tone by a half-toiJ.e 

M. lowers a tone by a three- quarter-tone 
J. raises a tone by a quarter-tone 
# raises a tone by a half-tone 
J.# raises a tone by a three-quarter-tone 

A two-octave range is fully adequate for traditional Arabian 
music; hence, the Arabs have only given individual names to 
the forty- eight tones of two octaves. The names were, for the 
most part. adopted by the Turks and Persians, but the intervals 
of the Arabs differ in their details from those of the Persians 
and Turks. A tone that lies outside the two-octave range is 
defined as the second (or third) upper (or lower) octave of the 
tone x. The tones of the first octave begin with yakah (G). 
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The Arabian musician understands the twenty-four tones 
within the octave as individual pitches, differentiated according 
to their importance. The most important (frequently occurring) 
tones support the tone system, as the pillars of a building sup
port its roof. These tones are considered particularly important 
because they occur more frequently in traditional music and 
because most maqam rows begin with them. Scattered among 
the pillars are other pitches that are differentiated as either 
important (less frequently occurring) or less important (seldom 
occurring). 

The Tones of the First and Second Octave 

frequently occurring 

1. yakah G 

5. 'ushayran A 

7. qarar 'ajam B~ 

8. 'traq B' 
9. qawasht B 

11. rast C 

13. zirkiilah D~IC# 

15. diikah D 

• qarcir = lower octave 
t nim =slightly lowered 

t tik = slightly raised 

less frequently 
occurring 

3. qarar Q.i~ar A~IG# 

seldom occurring 

2. qarar • nim t Q.i~ar 
GtiA~ 

4. qarar tik* Q.i~ar 
A'IGU 

6. qarar nim 'ajam 
AtiB,~ 

10. Uk qawasht Bt 

12. nim zirkiilah 
CtiD'~ 

14. tik zirkiilah Ct#ID' 
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The Tones of the First and Second Octave 

frequently occurring 

17. kurdi E~ 

18. sikah E~ 

21. Jaharkah F 

25. nawa g 

29. l:lusayni a 

31. 'ajam bb 

32. awj b~ 

33. nihuft b 

35. kurdan c 

39. mul:layyar d 

less frequently 
occurring 

19. busalik E 

23. l:liJaz F#;gb 

27. l:li~ar g#lab 

37. shahnaz c#/db 

41. sunbulah eb 

seldom occurring 

16. nim kurdi E~/Dt 

20. Uk busalik Et/F~ 

22. nim l:liJaz ('arba') 
Ftlg~ 

24. tik l:liJaz g~IFt# 

26. nim l:li~ar gt1a1» 

30. nim 'ajam atlb~ 

34. tik nihuft bt 

36. nim shahnaz 
ctld~ 

38. tik shahnaz ct#ld~ 

40. nim sunbulah 
e~/dt 
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The Tones of the First and Second Octave 

frequently occurring 

42. buzurk e-ls 

45. mahuran f 

49. ramal tiiti (saham) 
g' 

less frequently 
occurring 

43. l;lusayni shadd e 

47. Jawab l;lijaz f#/g'~ 

seldom occurring 

44. tik l;lusayni shadd 
etlf1» 

46. jawab 'arba, 
n /g'1» 

48. Jawab tik l;lijaz 
g'-ls/ft# 

In accordance with the structure of the tone system, three , 
tones lie between yakah and 'ushayran-qarar nim l:li~ar, qarar 
l:li~ar, and qarar tik l:li~ar. Qarar l:li~ar is the most important of 
these. Qariir means lower octave, nim indicates a slightly low
ered pitch, and tik, a slightly raised pitch. Qarar nim l:li~ar thus 
indicates a slightly lowered pitch-in this case, l:li~ar-in the 
lower octave. However, in the perception of the native musician, 
l:li~ar is less an abstract sound than one of three possible fret 
positions of the index finger on the neck of the lute. The desig
nation and notation of the tone as g#/ a~ is actually done only to 
describe this tone for European understanding through a musi
cal translation. "Modern" Arabs, however, believe that Arabian 
music can be at least fairly exactly notated with a musical tran
scription. 

If we examine the tones 'iraq, sikah, awj, and buzurk (B-is, 
E-is, b-ls, e-ls), which make up the principal tones of the Arabian 
musical scale, we can observe that each of the intervals 'ushay
ran-'iraq, 'iraq-rast, dukah-sikah, slkah-jaharkah, l:lusyanl
awj, awj-kurdan, mul:layyar-buzurk, and buzurk-mahuran (A
B-is, B-is-C, D-E-Is, E-is-F, a-b-Is, b-ls-c, d-e-Is, and e-ls-f) forms a second 
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that is neither major nor minor but rather constitutes a 
medium second approximately the size of a three-quarter-tone. 
By transposing the three-quarter-tone that appears here in the 
second, third, fifth, and sixth steps of the scale to the first, 
fourth, and seventh steps, one arrives at the twenty-four inter
vals of Mikha'n Mishaqah-the first and most original of a great 
many theorists who dealt with the question of how to divide the 
octave into twenty-four steps. 

As previously mentioned, the maqam row includes merely 
a selection from the supply of available tones and is made up of 
a characteristic combination of minor, medium, major, and aug
mented seconds. Consequently one maqam row might be made 
up exclusively of medium and major seconds, while another 
might consist of only minor and major seconds. As a rule, the 
tones of the first lower octave function as beginning tones: 
yakah, 'ushayran, 'iraq, rast, dukah, sikah, jaharkah, and 
nawa (G. A, B,, C, D. E,, F, and g). Approximately forty maqam 
rows begin with dukah (D), about twenty begin with rast (C), 
and approximately ten with sikah (E,). Yakah, 'ushayran, 'iraq, 
'ajam, and nawa {G, A, B,, B~. g) are each represented approxi
mately five times as beginning tones, with busallk (E) once and 
jaharkah (F) twice. Still, the classification of a maqam row is 
determined not only by its beginning or final tone but also by 
the character of its consecutive seconds. In particular, the 
structure of the descending cadential sequence of seconds lead
ing to the final tone is the criterion by which the genre of a 
maqam row is determined. 
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I. The riist genre 
Characteristic for the modes of this genre is the descending 
sequence of seconds-medium-medium-major-leading to 
the final tone. The maqam row of the rast constitutes the 
main mode of this genre: 

"e 

Belonging to the rast genre are approximately twenty other 
modes, of which the following four should be presented: 

1. rahawl 

1 ~ ,;lie .. o!ln " o ej;,, o •"!>ii;Jo . 
~~o(l)«t 0 

11 o cWf 
- A-170 & oi1 LiJO o & 
u& 

2. mahur 

I~ ~ oa.• 0 0 oiiu 0 ~ 
~ n o ,; o 11 n ~o ·~ 

3. yakah 

4. dilnishin 

I~ 

11 0 11 ~0 11 

o •{o 
Oe 



30 Chapter Thvo 

11. The baycitl genre 
Characteristic for the modes of this genre is the descending 
sequence of seconds-major-medium-medium-leading to 
the final tone. The maqam row of the bayati constitutes the 
main mode of this genre: 

Approximately twenty other modes are ascribed to the 
bayati genre, among which are the following four: 

1. 1)usyan1 

2. mu1)ayyar 

I~ .~· -:!>u o o~ 0 o~~~ri <>""~o,~~ ~~.:-~~ •• :.-_ 
oo 

3. ~aba 

4. qarjighar 

rt..;~ ... l~' o~~t~~-<>c.~~-; o~:~··~~li<i~~~-~c 
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Ill. The sikiih genre 
Characteristic for the modes of this genre is the descending 
sequence of seconds-major-major-medium-leading to the 
final tone. The maqam row of the sikah constitutes the main 
mode of this genre: 

11 

e t.. 0 
11 0 .. ~0 

11 0 

Approximately ten other modes belong to the sikah genre, 
of which the following four should be presented: 

1. huzam 

11 e t.. 0 
0 oi>u I= 

o ctjjoqu o 

2. musta'ar 

11 0 lj 11 0 11 ~ . & of,.. 0 0 ~. 0 ~ 

3. 'iraq 

4. bastanikar 

j ~ = l>e n e {., j e D I e -j;., e " ~.. " 
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IV. The nahawand genre 
Characteristic for the modes of this genre is the descending 
sequence of secends-major-minor-major-leading to the 
final tone. The maqam row of the nahawand constitutes the 
main mode of this genre: 

I ~ I ~ 11 .. ~ .. e " eku e ~~~ b 
~~u & u~o n o '" o o " o "~o o & 

Belonging to the nahawand genre are approximately ten 
other modes, which include the following four: 

1. busalik 

I ~ 
~: u o 11 o o o o o 

uiJO 
,. 0 Cl 0 
tt& u 

0 ~0 u 0 
11 0 0 

2. ral}at faza 

I~- o~o 0 
o~O "~o lj 0 "~o ., 

- &bu & u ebu 
-& u & u 

3. faral} faza 

~~- o~o#" 0 
,,"~o "~o 11 o#.,~o 

- &bu & 0 ebu 
#& u & u 

4. dilkashldah 

~~- u{o 0 
.,{o "~o lj 0 ••{o Cl 

- &bu & u ebu 
#e u & u 
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V. The f:tijdz genre 
Characteristic for the modes of this genre is the descending 
sequence of seconds-minor-augmented-minor-leading to 
the final tone. The maqam row of the Q.ijaz constitutes the 
main mode of this genre: 

0 11 0 no., 

Approximately seven other modes belong to the Q.ijaz genre. 
including the following four: 

I. shahnaz 

2. shadd 'araban 

o l>•t e •• n~o o & 

3. hijazkar 

I~ I ~e '' o"' o 11 
o IlLo p 11 

obu o 
lj 

4. siizdil 
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VI. The nakriz genre 
Characteristic for the modes of this genre is the descending 
sequence of seconds-minor-augmented-minor-major
leading to the final tone. The maqam row of the nakriz con
stitutes the main mode of this genre: 

Approximately five other modes belong to the nakriz genre, 
including the following four: 

1. nawa athar 

2. J)ayyan 

4. basandida 

e '' 

e -5.• e o 
I) a$.. e •r$:e 

u e 

n e 0 
0 C) 0 l"~e n~ 

I~ ~ .. ~ ..... D ... ~.. .. if; 
u e 

0& 

•"$49 0 & 

o e o 

Oe 
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VII. The 'ajam genre 
Characteristic for the modes of this genre is the descending 
sequence of seconds-minor-major-major-leading to the 
final tone. The maqam row of the 'ajam 'ushayran consti
tutes the main mode of this genre: 

c1Po ' 1 I* 
1:- 0~11 e 

Approximately six other modes belong to the 'a jam genre, 
including the following four: 

1. shawq afza 

., 0 11 e~11 0 ~~~o 11 e 

2. shawq awir 

I) 0 I) I) 0 Cj I~ ~ ~ .. ~ .... ~.... ~ 

3. shah war 

11 ~& 11 
0 li 0 0 

4. jaharkah/mazmum 

I* & .......... Cl 0 I) 

o o u e 11 ~ 
e n e u 
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VIII. The kurd genre 
Characteristic for the modes of this genre is the descending 
sequence of seconds-major-major-minor-leading to the 
final tone. The maqam row of the kurd constitutes the main 
mode of this genre: 

I~ ~ .... ~ .. n o bn o o o In• o n ~o 
•• 0 ~~~0 0 

Belonging to the kurd genre are approximately five other 
modes, which are structured like the following four: 

1. shahnaz kurdi 

obn o o 0 ~., 0 #n~o n 
o "~o o 

2. tarznawtn 

0 0 

3. hijazkar kurdi 

I ~ I ~ ~.,lzn " " ek.,~., nL I 

~ o• 1 o ~ ue o on& 
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The following is a final review of the cadential sequence of 
seconds that characterize the eight maqam genres: 

m2 =minor m= medium 
M2 =major a = augmented 

1. rast 

I~ 23 ., {a 0 M2 
11 go 0 M2 m m e m m e 

2. bayatl 

I~ 51 e 11 {a 11 ~e ~ M2 m m 0 M2 m e 

3. sikah 

I~ 11 {a ~ .. 
{ 6 M2 

l e ij ~0 M2 M2 m M2 m e 

4. nahawand 

I~ 73 Cl ~e 0 M2 
11 ~e m2 M2 m2 e M2 ----u-M2 e 

5. l)ijaz 

I~ %A e #u ~e m2 •• e bo m2 m2 a 0 m2 a e 

6. nakriz 

~~~ .. 1 .. 
0 ~u e 0 M2 m2 M2 6 M2 m2 M2 e 

7. 
( 

a jam 

~~# .. ; .. 
a ~e m2 0 M2 e a ~e m2 0 M2 e 

8. kurd 

I~ 1 .. e ., ~e ~ 6 M2 bu m2 M2 M2 m2 
0 M2 e 



c0'3 

TheMaqdm 
Phenomenon 

~ ffhe maqam phenomenon, a technique ofimprovisa
~___J '-J tion unique to Arabian art music, is at the root of 

all genres of improvised vocal and instrumental music of the Ar
abs. This technique of improvisation is found throughout the en
tire Arabian world, in secular as well as in sacred music. 

Every musical structure is determined by two factors: 
space (tonal-spatial factor) and time (rhythmic-temporal factor). 
Decisive for the structure of a piece of music is whether these 
factors are strictly organized or may be formed freely. In the 
maqam, the tonal-spatial component is developed so pro
nouncedly-in contrast to the rhythmic-temporal component. 
which is subjected to no definite organization-that it consti
tutes the essential. decisive factor in maqam performance. And 
herein lies the most inherent characteristic of the maqam: the 
fixed and binding organization of the tonal-spatial component 
takes precedence over the freely organized rhythmic-temporal 
component-totally the opposite of a genre like the waltz, for 
example, which is first and foremost characterized by the orga
nization of its rhythmic-temporal component, while the tonal
spatial order has no rules to obey. 

Most musical genres in the European cultural sphere are 
not subject to any particularly distinct, well-established tonal
spatial system that would impose clear-cut restrictions on the 
invention of a musical theme. This, however, has not always 
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been the case. During the eighteenth and nineteenth centuries, 
for example, the composer of a sonata or a symphony had to 
observe an established system of tonal-spatial rules. The sec
ond theme of the exposition was always written in a higher key 
than the first, then modulated to a lower register in the develop
ment section in order to create a contrast with the recapitula
tion. In addition, a rhythmic-temporal order was observed that 
always bore a certain relationship to the chosen recurring rhyth
mic grouping. 

The maqam, on the other hand, is not subject to any fixed 
organization with respect to time. It has neither an established, 
regularly recurring bar scheme nor an unchanging meter. A cer
tain rhythm does sometimes identify the style of a performer, 
but this is dependent upon his performance technique and is 
never characteristic of the maqam as such. 

This lack of fixed meter explains why foreign listeners 
unfamiliar with this music have sometimes regarded maqam 
performance as formless improvisation. For the inexperienced 
ear, a maqam performance appears to have neither beginning 
nor end. Clearly defined themes and their elaboration and vari
ation during the course of the piece are absent. Furthermore, 
the Arabian musician performs the maqam without following a 
musical score. 

The maqam, however, does indeed have a form. It consists 
of structural elements, including melodic passages, phases and 
tone levels, and emotional content, that can be clearly observed 
in vocal as well as in instrumental forms. 

The Melodic Passage 

L?haracteristic of maqam performance are the long pauses that 
split up the melodic line into several melodic passages. Every 

maqam is composed of several such melodic passages during 
which the tonal-spatial aspect is more fully developed. In each 
new melodic passage, something musically new happens. The 
new event is either treated independently or combined with mu
sical material that has previously been presented. If the musi
cian, for example, emphasizes the first tone of the maqam row in 
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the first melodic passage, then the third tone of the maqam may 
be introduced in the second melodic passage. If the fourth step 
of the maqam is featured in the third melodic passage, then it 
can be expected that both of the main tones from the first two 
melodic passages will also appear in this third melodic passage. 
There is, however, no binding rule for the order in which the 
tones are emphasized and for the number of melodic passages 
within a maqam. Each musician is free to proceed at will. 

Phases and Tone Levels 

o'l1usic played on one tone or within a certain tonal area con
stitues a .. phase" in the development of a maqam. Each melodic 
passage comprises one or more such phases. The melodic devel
opment proceeds gradually from phase to phase from the lower 
to the higher registers until the melodic climax is reached, at 
which point the form is completed. The manner in which a phase 
is realized depends upon the artistic ability of the musician or 
singer. 

The phases of a maqam are based on tone levels that are 
carefully constructed one after the other during the perfor
mance. A tone level is made up of tones that are organized 
around a melodic axis. A melodic axis results when a central 
tone, which may be encircled by neighboring tones, has been 
repeated at least three times. The following example shows a 
tone level centered on the tone g: 

eee•••e*••••e*e•••••••e*e • • .,.. 

The next example illustrates a tone level that extends over 
the tonal area from g to g', with the tone d as center. The center 
tone is encircled by g-a-b~-c-e-f-g' and is thus emphasized. 
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It is not unusual for a tone level to have more than one 
center. The tone fin the same g-a-b~-c-d-e-f-g' series can form 
a secondary center, a kind of satellite to the tone d. The entire 
tone level derives its characteristic color from the intervallic 
relationship between the primary and secondary centers: 

When all possibilities of the musical structuring of such a 
tone level have been fully explored, the phase is complete. Some 
musicians develop a particular phase at length; others do so 
quite briefly. Some extend the tonal area and depart from the 
central tone; others restrict themselves to a smaller area 
around the center. But in all cases, the central tone is of utmost 
importance because it is considered the nucleus of the entire 
phase. The form of the maqam, which is reflected in the totality 
of its phases, is defined by the sequence of central tones as, for 
example, in the following: 

0 
0 0 0 

Cl 0 ., 
0 

Each tone in this example appears as the center of its own 
tone level, the duration of which is decided by the musician or 
singer and is dependent upon his or her musical talent. One 
musician might need perhaps only seven seconds for the musi
cal elaboration of a given tone level, another possibly forty sec
onds. 

The central tones of every maqam have varying intervallic 
relationships to one another, but there are always at least two 
different intervals: 
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These intervals, which are created from the supply of cen
tral tones, conjointly form the nucleus of the maqam. Thus, for 
example, the eleven central tones in the previous example can 
be reduced to: 

The types of interval that constitute a nucleus determine 
the emotional content of the maqam. This particular nucleus of 
a minor third and a major second is the basis of the maqam 
bayati. The presentation of the maqam bayatl is thus based-in 
vocal as well as in instrumental performance-upon the realiza
tion of tone levels that rest primarily upon the tones of this 
nucleus. The first and last tone levels of a maqam always refer 
to the beginning tone of the mode. 

Altogether, then, the presentation of the maqam is com
posed of melodic passages whose number and length are not 
previously determined. In each case, one tone level is clearly 
illustrated and displayed; thereafter, it may be combined, con
trasted, or exchanged with one or more addtional tone levels. 
For each maqam there is a fixed number of tone levels, which 
can be reduced to a nucleus. Arabian listeners measure the 
originality and skill of the musician or singer by the way he or 
she elaborates, combines, and contrasts the tone levels and 
phases. This applies to the first tone level as well as to the 
return to the musical point of departure that concludes the 
musical performance, after the highest tone level-the climax of 
the maqam-has been reached. In his or her selection and com
binaton of tone levels, a first-class musician knows well how to 
intensify the excitement of the listeners to such an extent that 
they break into spontaneous applause during the pause follow
ing a melodic passage. 

For the realization of a truly convincing and original 
maqam performance, a creative faculty is needed very similar to 
that of a composer. Yet, the maqam can be regarded as a com
positional form only with reservation. Not two performances of 
the same maqam are ever identical. The compositional aspect is 
manifest through the predetermined tonal-spatial organization 
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of a specific number of tone levels, while the improvisational 
phase unfolds during the course of the rhythmic-temporal 
scheme. This interplay of composition and improvisation is one 
of the most unmistakable characteristics of the maqam. 

The Emotional Content of the Maqiim 

Every maqam presentation possesses its own emotional content, 
which is determined primarily by the structure of its nucleus but 
also by the tones of the maqam row. First of all, however, the 
tone levels and phases characteristic of the maqam must be 
worked out. A tone row can have one or two nuclei at its disposal 
and thereby be assigned to two different maqamat (plural of 
maqam) and emotional characters. The tone rows of the maqam 
bayati and the maqam 'ushshaq turkl are identical: 

The nucleus of the bayatl, however, is: 

while that of the 'ushshaq turkl has the following structure: 

The vocal or instrumental performance of a maqam is 
inherently linked to the realization of a mood or emotional situ
ation, as the results of a survey among Arabian musicians 
shows. The maqam rast, for instance, evokes a feeling of pride, 
power, soundness of mind, and masculinity. The maqam bayatl, 
on the other hand, expresses vitality, joy, and femininity, while 
the maqam slkah is associated with feelings of love, and the 
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maqam f?abd evokes sadness and pain. Finally, the maqam }:lijaz 
conjures up the distant desert. 

In an experiment that used an equal number of Arabs and 
non-Arabs as subjects, the maqam f?aba was played from a tape 
recording. During the performance, the listeners were asked to 
describe, with the aid of four concentric circles, the feelings 
produced in them by this maqam. The most intensely felt emo
tion was to be recorded in the smallest, innermost circle, with 
progressively weaker emotions going in increasingly larger cir
des. Care was taken not to influence the subjects by allusion to 
a specific vocabulary. 

Whereas the Arabs in the experiment experienced the f?aba 
as "sad," "tragic," and "lamenting," only forty-eight percent of 
the non-Arabs described it thus, with another twenty-eight per
cent saying that it evoked feeling such as "seriousness," "long
ing." and "tension." Six percent experienced the f?aba as 
"happy." "active," and "very lively," while ten percent couldn't 
identify any feelings. Thus, only approximately half of the non
Arabs had the same perceptions as the Arabs. 

A test page from an Arab and one from a non-Arab are pre
sented below for comparison. The emotions are listed decreas
ing order from most intense (1) to least intense (5). 

Arab 
1. tearful. expression of the most intense sadness, 

pain. death lamentation 
2. compassion, surprise 
3. thirst, unrequited love of a virgin, dark gray, 

jet-black 
4. widow, orphan. garden without flowers. fog 
5. waterfall, white. pink 

non-Arab 
1. pain 

2. restlessness 

3. excitement 

4. loneliness 
5.---

In describing the emotional content of the maqam f?aba, 
the Arabs either cited emotional moods directly or resorted to 
metaphors. Besides using similarly straightforward descrip
tions, the non-Arabs alluded to colors and called upon the tech
nical language of music, including terminology such as 
"modally ornamented," "unclean intonation," and so forth. 

Within the first few seconds of a maqam performance, 
whether experienced in concert or as "canned" music, an Ara
bian listener is immediately certain of the emotional content. 
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After the first melodic passage, which with approximately three 
seconds' duration can be the shortest, the Arabian listener is 
able to say exactly which maqam it is and which mood it con
veys. The level of emotional intensity increases during the per
formance, however, and as a general rule, it is always strongest 
when the musical event takes place within a traditional context. 

Let us nevertheless confine ourselves to the purely modal 
sound structure of the maqam, which develops formally into 
melodic passages and tone levels whose central tones can be 
reduced to a nucleus. Let us attempt to establish why, after just 
a few seconds, the maqam ~aba evokes a feeling of sadness in 
the listener-whether in a vocal or an instrumental interpreta
tion. 

Because the Arabian tone system is not tempered, the size 
of an interval can change during the presentation of a maqam, 
giving rise to a particular characteristic coloring of a tone level 
and simultaneously eliciting a specific emotional mood in the 
Arab listener. The first seconds of a performance of the maqam 
~aba (see below) present a tone level that rests on the funda
mental tone (d) of the maqam row. Thus, the tonal area from d 
to g~ is fully utilized. The tones e1s, f, and g~ encircle the funda
mental tone. The structure of the tonal area from d to g~ is char
acterized by a medium second (I: d-e1s), which is somewhat 
larger than a three-quarter-tone, a medium second (11: e'--0. 
somewhat smaller than a three-quarter-tone, and a minor sec
ond (Ill: f-g~). which is somewhat smaller than the interval that 
is known to us as a minor second: 

Expressed in cents: d-e1s = 160 cents, e'-f = ± 140 cents 
and f-g~ = 95 cents, whereby the tones e1s and g~ may fluctuate 
upward or downward somewhat, thus causing a .. sadder" or 
"more sensitive" emotional mood. It is the changeable size of 
certain intervals in this nontempered tone system that influ
ences the emotional content of a maqam. Such an emotional 
content, however, becomes lost as soon as the tone system is 
artificially changed and organized into intervals of equal size. 



The Rhythmic-Temporal 
Dimension: Wazn 

~ _{/ n Arabian treatises on music from the ninth and 
~___) subsequent centuries, music theorists expressed 

the opinion that time should theoretically be divided into very 
short and very long units. In neither case, however, did this the
oretical concept led to a clear and comprehensible segmentation 
of time, as divisions with not too short and not too long values 
might have done. The problem of organizing time occupied many 
Arabian music theorists during the Middle Ages. Thus, in the 
tenth century, al-Fanlbl ascertained that the unit with which 
time was to be measured should be indivisible. He was convinced 
that this indivisible unit of measure, because of its shortness, 
could only be perceived when double its value was presented. He 
defined the unit of measure as the time span between two beats 
or tones that would allow room for no other pulse between them. 
Thus, what is measured is the distance between two impulses, 
comparable to the distance between two points on a straight line 
in geometry. When one proceeds from musical practice, musical 
time can be represented graphically by a straight line that is bro
ken up by points (sound or beat impulses) at more or less regular 
intervals. To this quantitative dissection of time, music theorists 
added, as a qualitative factor, accentuation, which gives tempo
ral organization its definitive profile. 
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In contemporary musical practice, this rhythmic-temporal 
organization is still carried out in the way music theorists of the 
tenth century conceived it. Some rhythmic patterns of contem
porary Arabian music can be clearly derived from patterns sim
ilar to those discussed by al-FarabL Already during the time of 
the Early Arabian Classical School of the seventh to ninth cen
turies, the singing was accompanied by an underlying rhythmic 
pattern that was handed down to posterity, together with the 
song text and the mode of the piece. Especially with the 
muwashshal:lat (refer to chapter 5), the practice of identifying 
the composition by naming the rhythmic cycle can still be found 
today. 

It would not, however, be accurate to state as a general 
principle that Arabian music is always accompanied by a rhyth
mic pattern. On the contrary, one must distinguish between 
genres with a free rhythmic-temporal organization and those 
with a fixed one. 

Genres with a Free 
Rhythmic-Temporal Organization 

c\'ome genres of Arabian music have a rhythmic-temporal struc
ture that lacks regularly recurring measures and motives and 
does not display a fixed meter (pulse). Defined by a free quanti
tative and qualitative division of time, the rhythmic-temporal 
event cannot be reduced to lowest coefficients (as 1, 2, 3) and 
their combinations within recurring measures (long: short= 2:1, 
3: 1, 4: 1, 3:2, 4:2, 4:3); rather, it can be expressed-independent 
of recurring measures-only through larger coefficients (5, 6, 7, 
8, 9, etc.) and their endless combinations (long:short = 5:2, 7:3, 
11:9, 13:5, 14:3, etc.}. Decisive for the profile of this free seg
mentation of time are the personal style and playing technique 
of the performer-not least because genres with free rhythmic
temporal organization are generally performed as solos, and only 
rarely are they accompanied by a drone or an ostinato. Here, we 
experience the maqam phenomenon in its purest form. 
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Genres with a Fixed 
Rhythmic-Temporal Organization 

Dther genres have a fixed rhythmic-temporal organization, with 
clear, compact, regularly recurring measures, resulting in an or
ganized, easily recognizable segmentation of time. The musical 
pieces are performed by an ensemble and are the work of one 
composer. The composition is based upon a rhythmic pattern 
that is performed by a percussion instrument. The structure of 
this pattern corresponds largely to the rhythmic structure of the 
measures. 

The rhythmic pattern in Arabian music is called wazn (lit
erally "measure") and is also known by the names U$iil, miZdn, 

and cj.arb. A wazn consists of a regularly recurring sequence of 
two or more time segments. Each time segment is made up of at 
least two beats, or naqardt (plural of naqrah). which can be long 
or short, accented or less accented. Because of the quantitative 
and qualitative setting surrounding each individual beat. the 
wazn is perceived during the performance as a distinct period. 
The time segments of a wazn can be equal or unequal in length. 
A wazn with six beats, for example, could be composed of two 
equal segments having three beats each (3+3) or of unequal seg
ments having. say, four beats and two (4+2). A wazn containing 
eight beats could be made up of three different time segments 
(e.g., 3+2+3). The first beat of a wazn is usually accented. 

The Arabian wazn repertoire includes approximately one 
hundred different cycles, some of which comprise as many as 
176 units of time. The longer a wazn, the more difficult it is to 
recognize it as a cycle. Most awzdn (plural of wazn) appear in 
Turkish as well as in Arabian music. 

Musicians learn the wazn repertoire of traditional Arabian 
music by memorizing, with the aid of onomatopoetic syllables, 
the sequence of beats and rests contained in each time seg
ment. Every beat is represented by one of two types of drum
stroke: dum, which is produced at the center of the drumskin, 
or tak, which is produced at its edge. The notation for these 
beats is 0 for dum and 1 for tak. A rest, which is notated with a 
dot(·). has the same duration as a dum or a tak stroke. 
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The dum stroke on the darabukkah 
and riqq. Photo: H. H. Touma. 

The tak stroke on the darabukkah 
and rtqq. Photo: H. H. Touma. 

Two consecutive strokes that are performed staccato must 
be both dum or both tak. If, however, the second stroke is less 
strongly accented and played legato, then it is called a mah 

(when it follows a dum) or a kah (when it follows a tak). The 
mah and kah strokes have the same notation (0 and I) as the 
dum and tak strokes. 

Generally only one stroke is played for each unit of time, 
but occasionally a single unit may encompass two strokes, as 
indicated in musical notation by a tie (ribat) between the two 
symbols. Wazn structures are performed on the goblet drum 
(darabukkah). the frame drum (riqq or tar). or the pair of kettle 
drums (naqqarat). 
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Following are selected awzan of Arabian music: 

1. wazn waf).dah sayirah ( 4/ 4). Four beats constitute one time 
segment. 

dum talc kah 
0 I I 

2. wazn waf).dah ( 4/8). Four beats constitute one time seg
ment. 

dum. dum mah 
0 0 0 

3. wazn daTj (4/4). Four beats constitute one time segment. 

'f i i 
JJ, 

dum dum talc talc 
0 0 I I 

4. wazn mQ.$mildi kabir (8/4). Eight beats constitute two time 
segments ( 4 + 4). 

dum dum tak dum talc talc 
0 0 I 0 I I 

5. wazn mukhammas ( 16/ 4). Sixteen beats constitute three 
time segments (6 + 6 + 4). 

dum dum dum talc 
0 0 0 

talc talc talc 
I I 

dum 

0 
tak talc 
I I 
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6. wazn samd'i ddrfj (3/4). Three beats constitute one time 
segment. 

dum tak. kah 
0 I I 

7. wazn khld$ (6/8). Six beats constitute two time segments 
(4+2). 

dum dum tak tak. 
0 0 I I 

8. wazn al-basif(6/4). Six beats constitute two time seg
ments (4+2). 

dum dum 
0 0 

tak. dum 
0 

9. wazn al-qdyim wa-ni.!jj(B/4). Eight beats constitute three 
time segments (3 + 2 + 3). 

tak. tak. dum tak. dum dum 
I 0 I 0 0 

10. wazn btayf:r.i(B/4). Eight beats constitute four time seg
ments (2 + 3 + 2 + 1). 

tak. tak. dum tak. tak. dum tak. dum 
I 0 I 0 0 
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11. wazn aqsdq (a'raj) (9/8). Nine beats constitute three time 
segments ( 4 + 2 + 3). 

dum talc kah dum tal< tal< 
0 I I 0 I I 

12. wazn mudawwar ( 12/4). Twelve beats constitute three time 
segments ( 4 + 6 + 2). 

• ~ • ~ l i i i 1 t ~- jJ 1 
dum 

() 

laX 
I 

dum dum dum 
() () () 

laX 
I 

13. wazn samd 'i thaqil ( 10/8). Ten beats constitute two time 
segments (5 + 5). 

0 ; j ~ 7 ILJ 
~ 7 _, *" 

dum tak dum dum tak 
() I 0 0 I 

- _c_ 
14. wazn aqsaq sama t (10/8). Ten beats constitute two time 

segments (5 + 5). 

D ' . .0- .,._ f D . ' - )2_ .. ' Jl __ 
dum 

0 
tak kah 
I I 

dum 
0 

tak 
I 

tak 
I 

15. wazn dawr hindi (7 /8). Seven beats constitute two time seg
ments ( 3 + 4). 

I _____ J -- ---tp------ - --j---- _ _), _ ----T---0 -· 
dum tak tak dum lak 

0 I I 0 I 
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16. wazn mu!-Jajjar ( 14 I 4 ). Fourteen beats constitute four time 
segments (4+2+2+6). 

TTI ~ I J t--1 r ~ I J ~ ~ t- _j J 
dum dum dum tak dum tak lak tak tak 

0 0 0 I 0 I I I I 

17. wazn al- cawi$ ( 11/4). Eleven beats constitute three time seg

ments (3 + 3 + 5). 

J --r ~ + L r +-+L_j_ r - • -t-
lak dum tak dum tak tak dum dum 
I 0 I 0 I I 0 0 

18. wazn al-murabba c ( 13/ 4). Thirteen beats constitute three 
time segments ( 3 + 6 + 4). 

I 

--r--- .. 
dum tak 

0 I 

-4r 
kah dum 
I 0 

t -~- t __ J__ _____ t-t-1 j i 
tak 
I 

lak 
I 

lak tak dum 
I I 0 

19. wazn ?arafat ( 13/8). Thirteen beats constitute four time seg
ments (3+3+2+5). 

dum 
0 

tak 
I 

dum 
0 

dum dum tak 
0 0 I 

20. wazn awfar (19/4). Nineteen beats constitute four time seg
ments (6+4+2+7). 

~ 
I 

~ r t- t --1 tJ t --4+r t + r .L t 
I 

-t+ ·- --t--t 
dum dum tak tak dum dum tak tak 

0 0 I I 0 0 I I 
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21. wazn mura~~a' shdmi: ( 19/8). Nineteen beats constitute four 
time segments (4+5+4+6). 

dum tak tak dum dum tak dum 
0 I I 0 0 I 0 

tak kah dum tak tak 
I I 0 I I 

tak tak 
I I 

22. wazn samdl). (36/4). Thirty-six beats constitute five time 
segments ( 12 + 8 + 4 + 8 + 4). 

dum 
0 

dum 
0 

tak tak dum 
I 0 

tak 
I 

tak 
I 

dum dum tak tak dum 
0 0 I I 0 

dum 
0 

tak 

I 
tak dum dum tak tak 

0 0 I I 
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Genres of 
Secular Art Music 

Al-maqam al-'irdqi 

~(!he maqam al- 'iraqtis considered the most noble and 
~__) "_l perfect form of the maqam. As the name implies, 

it is native to Iraq; it has been known for approximately four 
hundred years in Baghdad, Mosul, and Kirkuk. The maqam al
'iraqi has been passed on orally through the Iraqi masters of the 
maqam, who cultivate the form especially in Baghdad. The 
maqam is performed by a singer (qari') and three instrumental
ists playing santur (box zither), jilzah (spike fiddle), and tablah 

or dunbak (goblet drum). Sometimes a fourth instrument, a riqq 
(tambourine). also joins in. Jalghi baghdadi is the name of this 
ensemble, al-maqam al- 'iraqi the name of the musical genre. At 
the center of a maqam al- 'iraqi is a sung poem written either in 
one of the sixteen meters of classical Arabic or in Iraqi dialect. In 
the latter case, the poem is called zuhayri. 

A maqam al- 'iraqi performance usually begins with the 
taf:trir, comprising one or more vocal passages that either have 
no text or consist of Arabic, Persian, or Turkish words (akh
khayya, ydr ydr, amdn). The ta}:lrir presents the nucleus of the 
maqam and establishes its emotional content. Following the 
introductory passages, the singer and instrumentalists alter
nately improvise rhythmically free melodic passages through 
increasingly higher tone levels. In some maqamat, the tal:).rir is 
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Jalghl baghdadl ensemble, Iraq. Photo: H. H. Touma. 

preceded by an instrumental introduction of fixed meter. At 
times it is completely replaced by a badwah, a vocal introduc
tion in which short and long tones are juxtaposed by the singer 
in alternately high and low registers. 

As a rule, the first tone level to be presented highlights the 
beginning tone of the chosen maqam row. Then, one by one, the 
other phases and tone levels of the maqam are realized. The 
highest tone level marks the climax of the performance and is 
immediately followed by the taslum, a descending melodic pas
sage that leads directly to the finalis of the maqam row. 

Maqamat such as the bayat and l).usayni are presented 
without the rhythmic accompaniment of percussion instru
ments, whereas performances of maqamat such as the ibrahimi 
and nawa always have rhythmic accompaniment. The patterns 
played by the goblet drum or frame drum sound continuously 
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from beginning to end, as in the maqam slkah, or are only inter
mittently heard, as in the maqamat rast and ~aba. The wazn 
yugrig whose rhythmic pattern is organized as follows: 

accompanies the maqam jabbiirl with the maqam row: 

whereas the wazn wal:ldah with the following pattern: 

belongs to the maqam urfah with the maqam row: 

There is no correspondence between the free rhythmic
temporal organization of the singer's improvised melodic line 
and the regular rhythmic organization of the accompaniment. 

A complete maqam concert, called a fa!?l. is composed of a 
number of maqam realizations whose sequence is fixed. The fa~l 
is named after the first maqam presented. The Arabian reper
toire of the maqam al- 'iraql includes five Ju$U.l (plural of fa!?O. 

namely, bayat, l:lijaz, rast, nawa, and l:lusaynL 
At the end of each individual maqam presentation within a 

fa~l, the ensemble sings a song of fixed meter (bastah) to give 
the singer a chance to rest before presenting the next maqam. 
After all the maqamat of a fa~l have been presented, the entire 
ensemble takes a long break before beginning the next fa~l. 
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The Repertoire of the Maqiim al-'lriiqf 

TheFive~ul 

fa~l al- bayat and its maqamat 
bayat 
nari 
tahir 
mal).mudl 
slkah 
mukhalif 
l).lllawl 

fa~l al-Q.ijaz and its maqamat 
l).ijaz dlwan 
quriyat 
'uraybun 'ajam 
ibrahimi 
l).adldl 

fa~l ar-rast and its maqamat 
rast 
man~uri 

l).ijaz shltani 
jab bun 
khanabat 

fa~l an-nawa and its maqamat 
nawa 
msikkin 
'ajam 'ashiran 
panijikah 
rashdl 

fa~l al-l).usaynl and its maqamat 
l).usaynl 
dasht 
urfah 
arwal). 
awj 
Q.akimi 
~ab a 
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The performance of a fa~l lasts three to four hours. In the 
past, several fu~iil were performed in one evening. Al-maqam 
al- 'iraql music was performed in a more private setting at the 
local haunts of famous maqam singers during festive events or 
on a certain evening of the month, sometimes also the night 
before a holiday. Alcoholic drinks were served during the per
formance, as long as it didn't take place during Ramac;Ian, the 
month of fasting. Today the "local haunt" of the maqam singer 
is in front of a radio microphone or television camera. A great 
maqam singer is also looked up to as an authority on the sub
ject of the maqam al- 'iraqi. His musical talent is evidenced first 
and foremost through his mastery of the entire maqam al- 'iraql 
repertoire and secondly in his ability to give an especially dis
tinctive rendition of a maqam or several maqamat. 

The musical tradition of the maqam al- 'iraql has been 
passed down orally by the great masters of the maqam in an 
unbroken chain of transmission leading up to the present. The 
oldest maqam singer whose biographical data are known to us 
is Mulla J:Iasan Babiijidji (ea. 1760-1840), who counted the 
famous Ral)mallah Shiltagh (1799-1840) among his students. 
Shiltagh was of Kurdish or Turkish extraction and was regarded 
as one of the greatest maqam singers of the nineteenth century. 
He was instrumental in the development and propagation of the 
maqam al- 'traqi. After his beloved, an Armenian named Ya'qub, 
left him and emigrated to Tiflls, he created a new maqam, the 
maqam tiflls, which is still performed today. Legend has it that 
Ral)mallah Shiltagh died just as he reached the highest phase 
of the maqam ibrahimi, on the tone jawab rast (c"), when an old 
wound burst open from the exertion. 

An entire generation of maqam singers looked up to Ra}:l
mallah Shiltagh, among them Al)mad Zaydan and Mulla 'Uth
man al-Maw~ili. Al)mad Zaydan (1833-1912) also created new 
maqamat and developed new forms of the tal)rir and badwah 
introductions. A number of twentieth-century maqam singers. 
including Rashid Qandarjl (d. 1945) and 'Abbas Shaykhali, owe 
their fame and musical ability to him and the school that he 
founded. Mulla 'Uthman al-Maw~ili (1845-1923) demonstrated 
his exceptional artistry in the rendition of religious song tradi
tions as well. His performances fascinated audiences in Bagh-
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dad as well as in Istanbul, in Damascus as well as in Cairo, 
where the singer, who had in the meantime become blind, was 
often wont to appear. Included among the great maqam al- 'iraqi 
singers of today are MuQ.ammad Qabbanji (b. 1901-1989). .f:laj 
Hashim ar-Rajab (b. 1920), Yusuf 'Umar (1918-1986). Majid 
Rashid (b. 1915), 'Abbas al-Qassam (b. 1917}, and .f:lusayn 
Isma 'n (b. 1952). 

CSJ) Analysis of a Maqam al- 'Iraqi Performance 
in the Maqam Man~uri 

The example presented here is performed by the jalghi baghdadi 
ensemble of the Radio Station in Baghdad. 1 The singer Yusuf 
'Umar recites a love poem written in classical Arabic with four 
five-line stanzas following the rhyme scheme: 

aaaaz 
bbbbz 
ccccz 
ddddz 

The first line of the poem reads: ya yusufa l-l).usn, fika a~
$abbu qadima ("Yusuf, thou beautiful! For a long time I have 
been in love with you."). The drummers enter with the wazn 
samaQ., which consists of thirty-six beats, later changing over to 
the wazn yugrig, with twelve beats. 

The man~urt is the second maqam of the fa~l ar-rast and is 
presented immediately after the maqam rast itself. The man~uri 
maqam row reads as follows: 

Following the man~uri are the maqamat Q.ijaz shitani, jab
hurl, and khanabat. Whereas the maqam rast has the tone c as 
its finalis, the next two maqamat, man~uri and hijaz shitani, 
have their cadence on g. and the maqam khanabat and jabburi 

Recording: Arabian Music: Maqam. UNESCO Collection MUSICAL 

SOURCES. Philips 6586 006, Side 2, No. 1. 
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lead to the finalis d. The riqq and darabukkah players perform 
throughout most of the fa~l; only a portion of the maqam rast 
has no rhythmic accompaniment. Whereas the poems for four of 
the five maqamat are written in classical Arabic, a colloquial 
zuhayri poem is sung to the maqam Q.ijaz shitani. 

This particular maqam rendition of the man~uri lasts fif
teen minutes and encompasses eighteen musical structural 
sections (see the transcription on pages 61-67). The perfor
mance begins with an instrumental piece of fixed meter in the 
wazn samal:l. which consists of thirty-six beats and is repeated 
two times. Already in this first section, all seven tones of the 
maqam row are sounded, and the characteristic structural 
intervals of the man~uri are immediately accessible to the lis
tener. These intervals include the diminished fourth g-d, the 
medium second g-a~ or a'-bb, the augmented second d'-d and 
not least, the major whole tone f-g. In this opening section, the 
tone g. the first tone of the maqam row, is strongly accented. At 
this point in time, the first tone level of the maqam performance 
has also already been realized on g. 

The following musical sections can be distinguished: 

1. The performance begins with an instrumental introduction 
in the wazn samal:l. 

~: mJJ JJllr~ruJJJ Jcr +OtuJJJ~di1J.JsrJJ~ 

¥ r~~~r~ltrrJjr t ~H ~ ~t r r ~Jr i ~m J 1rm~ 

Instrumental melodic passage in the wazn samaJ:l. 

2. Next, the soloist, the qart' al-maqam, enters with the tal:lrir 
section (0' 59"). He utilizes the tonal area above the melodic 
axis g, g-d. as well as the tonal area below that same axis. 
g-d. 

TaJ:lrir. 

__ ·· .. ·~_ .. 

- ~:=-~H 
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3. The fixed-meter instrumental opening section is repeated ( 1' 
36"). 

etc. 

4. The first two lines of the first five-line stanza are sung, 
whereby the singer elaborates upon a selection of the tones 
that were presented in the tal).rir (2' 10"). 

First stanza (first and second lines of verse). 

5. The fixed-meter instrumental opening section is repeated 
again (2' 40"). 

6. The singer develops a tone level on c and emphasizes the 
tonal area c'-g. It is within this tonal area that the remain
ing three lines of the first stanza of poetry are presented
beginning in the maqam bayat and ending in the maqam 
man~urL In the man~ur1 section, a tone level on g' later 
comes to the fore and the singer focuses on the tonal area 
d'-g (3' 09"). 

0-

The first word of the third line of verse, third, fourth. and fifth lines of verse. 
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7. The spike fiddle, juzah, begins with a melodic passage that 
prepares a tone level on c' and then musically establishes 
the maqam man~flri (3' 54"). The singer presents the entire 
second stanza of poetry on the tone level g and, in so doing, 
emphasizes the structural interval f-g, the tonal area c'-g 
and the tone level c'. At the same time he shifts from the 
maqam bayati to the maqam man~uri. Thus, here too, the 
stanza of poetry ends in the maqam man~uri. This same 
process was previously observed in the sixth section. 

Second stanza: 

[]] Ay and first word of first line of verse. ~ First through fifth lines of verse. 

8. The fixed-meter instrumental opening section is repeated 
again (6' 21 "). 

J 

9. The entire third stanza of the poem is sung (6' 45"). In its 
tonal range, its tone-level structures, and its tonal-spatial 
emphasis, this section is similar to section seven. 

o!,n o IUI 
() () 11011 

[I] 

Third stanza: 

[]] First and second lines of verse. ~ Third line of verse. 

rn:J Fourth and fifth lines of verse. 
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l 0. The tone levels built on g and c' are presented anew. At the 
same time, the first four lines of the fourth stanza of poetry 
are sung (7' 46"). 

Cl llell 
[!] 

+= . & . ~. 
11011 )io g,, o ::::n: ·~·~ 

Fourth stanza: 

~ Ay. [2] First and second lines of verse. [3] Third and fourth lines of verse 

aman. ~ Bidadim. 

ll. An instrumental intermezzo is performed (9' 28") to rhyth
mic accompaniment in the wazn yugrig (twelve beats). This 
is a fixed-meter melodic passage that stands in certain con
trast to the succeeding free-meter section. The tone levels d 
and d-g are emphasized. 

'i -

i 
Instrumental melodic passage in the wazn yugrig. 

12. The fourth stanza of poetry is sung again. In this twelfth 
section, the maqam performance reaches its first climax 
(9' 55"). This phase, designated as ~ayl:lah, is the first to be 
presented in a high register. The singer develops a tone level 
on g' as well as the tonal areas g'-d' and a'-g'. This is in fact 
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the highest tone level of the maqam man~uri altogether. At 
this point, lines four and five of the fourth stanza of poetry 
are presented. 

~ ~-~o~~·~o~·~Ea~~~~0·~~·~~~oS'~~~~·~·~&~~~-~·~-~ 

,_.0 0 ·~- n 

First ~ayJ:lah (mayanah): 
m Ay way. ~ Fourth line of verse. [m Fifth line of verse of the fourth stanza. 

13. The ensemble strikes up the so-called mathnawi., a fixed
meter instrumental piece that presents the tone level c' in 
the tonal region off- d'-d'- b-a (11' 03"). 

Mathnawi (instrumental intermezzo). 

14. The tone material of the mathnawi section is developed fur
ther-here, however, in non-metered form. The fourth 
stanza of poetry is presented as a whole (11' 23"). 

ojzu 0 o~1 ° obu 
IUI ~o 0 IUI 0 IUI IUI 

0 

I~ .. ~ .. 0 ., 

Fourth stanza: m First through fifth lines of verse. ~ Aman bidadim. 
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15. A repeat of the head from section eleven in the wazn yugrig 
follows (12' 25"). 

~~~t~t-=:~1~4-:-~--~~==-~, 
I 

~ tt r ~ ~ ~- ~ t- --t- t- -- r 1 t - 1 

Head of the instrumental intermezzo in the wazn yugrig. 

16. This passage is immediately succeeded by the second musi
cal climax of the maqam performance, the second mayanah 
(~ayl)ah) phase in the upper register (12' 33"). The text sung 
is the same that was heard together with the first mayanah 
phase, namely the fourth and fifth lines of stanza four. 
Whereas that one ended on gin the maqam man~url, this 
one concludes with the words amdn, amdn on d'. 

Second !?ayl:J.ah (mayanah): Fourth and fifth lines of verse of the fourth stanza. 

1 7. The wazn yugrig returns with a vocal passage in which the 
tonal area d'-g is developed (13' 16"). At this point, the 
singer resorts to Persian words that do not belong to the ac
tual poem. In place of the Persian jurddm jiin bdbt ("My 
soul"). however, the Arabian md tadriin and maftiin ("Don't 
you see how enchanted I am") can also appear. The musi
cians call this section mathlath or mathlathah (triangle). 
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d;c~Jcfr'W ~rJr·p.birrPrnD 6¥4• ~= (juzah) 

t;-T~rtirttM-M fEw r r r=r/H&l=t&tt. 
Aman aman 

t;!~i&rr c!tr ku r , p r r 1¥f4 J. 1fH a= 

Mathlath. 

18. The closing section presents the third and last mayanah 
(~ayl:Iah) on g' (14' 04"). The performance of the maqam man
~uri finally concludes with a descending melodic lined'- b~

a~- g, the so- called taslfm (taslum). which ends on the 
maqam's finalis, g. 

Final !?ayi:Iah (mayanah) and tasUm (taslum). 

Viewed as a whole, the maqam man~uri can be reduced to 
the following melodic framework: 

~ 
0 o--

1 0 0 
11 0 

0 
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The Andalusi Nilbah 

Clhe andalus"i nubah (classical Arabic: nawbah) is a genre of Ara
bian music that belongs to the Maghrib states of North Africa 
(Morocco, Algeria, Tunisia, Libya), as opposed to the Mashriq 
states (Syria, Lebanon, Egypt, Iraq, and Jordan, as well as the 
states of the Arabian Peninsula). Maghrib means, literally, "place 
of the sunset" or "time of sunset," whereas mashriq means "place 
of the sunrise" or "time of sunrise." During the ninth and tenth 
centuries, Baghdad was to Mashriq what Qurtubah (Cordoba) 
was to Maghrib: the political as well as the cultural center, where 
the sciences and, especially among the arts', music flourished. 
Beside Cordoba, Granada in particular represented the center of 
cultural life of the Umayads in Spain. In those days, the Arabs 
called Spain al- andalus. Thus, the term andalus"i nubah leaves 
no doubt as to the origin of this musical form. 

Today. the andalusi nubah is an important authentic 
music tradition in Morocco, Algeria, and Tunisia, a tradition 
that came to Cordoba and Granada from Baghdad in the ninth 
century, and with the expulsion of the Arabs from Spain during 
the thirteenth. fifteenth, and seventeenth centuries, found a 
new home in North Africa. The musical form of the nflbah con
sists of several vocal and instrumental pieces. The vocal parts. 
which are always accompanied instrumentally, predominate. All 
sections of a nubah are based on one and the same tab'. The 
terms tab' and maqcim denote very similar phenomena. Besides 
belonging to the same tab', each section nevertheless has its 
own specific rhythmic pattern (mizan). 

As early as the ninth century, a musician or singer wishing 
to perform in front of the caliph was required to wait behind a 
curtain until he received the order to play or sing from the "cur
tain man" (sattcir). It was said that the artist was waiting for his 
turn (nawbah), that is, for his turn to perform the vocal or 
instrumental piece that he had prepared. The performance 
piece itself was also referred to as nawbah, and the term even
tually replaced the word ~awt, which had been used in the early 
Arabian tradition of the I:Iijaz. 

In the ninth century. Ziryab, the great singer at the court 
of Harfln ar- Rashid, left Baghdad after a quarrel with his 
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teacher, Is]Jaq al- Maw~ill, and emigrated to al-andalus. He 
founded a music school in Cordoba where he carried on the 
musical tradition of the Early Arabian Classical School of Bagh
dad-not, however, without liberating it from its classicism and 
creating a new form of the nf.tbah. The singers, in accordance 
with Ziryab's instructions, were now required to adhere exactly 
to a specific sequence of songs and their tempos. During Zir
yab's time, the performance of a nf.tbah was already realized 
with a uniform maqam row and with the use of several rhythmic 
wazn patterns. 

Ziryab's school in Cordoba quickly attained far-reaching 
influence. In Seville, Toledo, Valencia, and Granada, his teach
ings were a guiding light, and newly established music schools 
everywhere turned Ziryab's innovations into practice. The 
andalusi nf.tbah of the present day is still performed in North 
Africa in the same way as it was described in the literature of 
Ziryab's time. Nevertheless, in the current musical practice of 
North Africa, there are at least three distinct nf.tbah styles, all of 
which have been handed down by the great masters of the 
andalus. In Tunisia can be found the old style of early Seville; in 
Algeria, that of Cordoba; and in Morocco, that of Granada and 
Valencia. 

In its various formal sections, the niibah is characterized 
by a systematic heightening of the rhythmic-temporal intensity. 
Whereas the tempo within each formal section increases, the 
awzan assume an ever more simple rhythmic structure. 

The formal structure of a niibah consists of five main sec
tions and varies in North Africa only slightly from country to 
country. The five main sections are called 

in Algeria in Thnisia in Morocco 

m~addar btay]Ji basit 
btay]Ji barwal qayim wa-ni~f 
darj darj btay]Ji 
in~iraf khafif darj 
khla~ khatm quddam 

Each of these sections is preceded by a short instrumental 
piece. The name of a section is taken in each case from the cor-
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responding rhythmic pattern (wazn or mizan) that identifies the 
main section in question (see also chapter 4). Thus the btayl;li 
section, for example, is based on the wazn btayl;lL The nO.bah is 
also known in Tunisia by the name ma'lii.f, in Algeria it is called 
$an'ah, and Moroccans speak of alah and ghirndt"i. Originally, 
twenty- four nii.bat (plural of nii.bah) made up the entire North 
African repertoire. As early as the nineteenth century, only 
eleven nO.bat were still known in Morocco, fifteen in Algeria, 
thirteen in Tunisia, and merely nine in Libya. During the twen
tieth century, the repertoire has shrunk even further. 

The nO.bah ensemble is made up of instrumentalists play
ing the short-necked lute (\id), the bow-necked lute (rabdb, 
rebec), the flute (nay), the box zither (qdnii.n), the tambourine 
(tar), and the goblet drum (darabukkah). The instrumentalists 
also make up the choir of the ensemble. The vocal sections of a 
nubah are sung by a soloist or by the musicians in unison. The 
poetry performed is in classical Arabic or colloquial Moroccan 
and describes the love, joy, and sorrow of man, as well as land
scapes and drinking scenes. 

To start, a free- metered piece is performed either by the 
ensemble or, less frequently, by one instrumentalist. This piece 
is variously called bughyah or mishalyah (in Morocco), da'irih or 
taq'i.d w;;- ~ana' i' (in Algeria), and istiftaf:t (in Tunisia). The 
maqam row of the corresponding nubah is also binding for this 
introductory piece, which presents the characteristic features of 
the maqam, or tab'. Its modal structure as well as the most 
important phases and tone levels-and with them the emotional 
mood that characterizes the tab'-are already present in the 
opening section. Next comes an instrumental section of fixed 
rhythm, known in Morocco and Algeria as tii.shyih and in Tuni
sia as m$addar, followed by the previously mentioned five main 
sections. Each main section theoretically consists of up to forty 
stanzas, from which a selection is performed. Not until just 
before each performance does the ensemble select the text to be 
sung. 

The stanzas of the poem that are sung during the perfor
mance of an andalusi nubah have a characteristic form. Those 
rendered are muwashshaf:t stanzas, whose rhyme scheme can 
look like one of the following: 



Genres of Secular Art Music 

The Brlhl Ensemble, 1978. Photo: H. H. Touma. 

AA bbb AA ccc AA ddd AA ... 
ABAB cdcdcd ABABAB efefef ABAB . . . 
ABCABC defdefdef ABCABC . . . 
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J 
J 

This poetic form, presented here in three variants, is also 
known by the name zajal. Zajal poems, though, are always com
posed in colloquial Arabic, whereas muwashshal) poets avail 
themselves of classical Arabic. 

1:?D The Nubah in Morocco 

The following paragraphs focus on the andalusi nubah of Mo
rocco, with special attention devoted to the nubah tradition cul
tivated by the Brihi school in the city of Fez. Other Moroccan 
nubah schools are found in the cities of Rabat and Tetuan. 

In Fez, the five main sections of a nubah are designated 
basit, qayim wa-ni~f. btay.Ql. darj, and quddam. Also in Fez, 
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Munshid Mui:Iammad Bajdub and 'ud player Buzuba' in 1984; Fez, Morocco. 
Photo: J. Dietrich. 

each section consists of several pieces that are performed 
vocally to instrumental accompaniment, as well as one or two 
purely instrumental sections. A cyclic rhythmic accompaniment 
(called mlzan) with its own characteristic structure identifies 
each formal section. The rhythmic patterns of the five main sec
tions are organized as follows: 

)l D woo .DO 

Basit. 

Qayim wa-ni~f. 
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r 
Darj. 

J 

J 

Quddam. 

As the outline shows, qayim wa-ni~f and btayl).i differ in 
their internal structures, that is, in the distribution of light and 
heavy beats and rests within cycles of equivalent length. The 
basic structures form a framework within which rhythmic 
improvisations are carried out. The sequence of beats, however, 
remains just as unaffected as the position of the accented heavy 
beats. The improvisational freedom is rather more clearly felt in 
the beats containing rests or in those filled by a light drum 
stroke. The shape of the melody is also tailored to the rhythmic 
structure of the corresponding section (mizan). 

In the context of oral tradition, the patterns have special 
didactic functions-as, for example, in the transmission of the 
nubah repertoire to the younger generation. Before beginning to 
learn to sing a ~an'ah, the student must have a command of the 
rhythmic patterns, the mizan. And ultimately the further task 
of singing the poem clearly while accentuating the rhythmic 
patterns must be confronted. Students practice in a seated 
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position, using the technique of the tawsid, whereby they strike 
their thigh with an open hand on the dark strokes and with a 
fist on the light strokes while reciting in a loud and clear voice. 
Not until after the completion of this phase of study do they 
begin to learn the corresponding melodies. At first, the teacher 
accompanies the student on the 'ud; later the entire ensemble 
performs with the singer. 

The eleven Moroccan nO.bat are named according to the 
tab' in which they are found. The nO.bah mayah, for example, is 
in the tab' mayah, and likewise the nO.bah mashriqi is in the 
tab' mashriqi. The tonal hierarchy in the tab' scale is character
istic of other modal structures in Arabian, Turkish. Persian, 
and Indian music. The shape of the melody within a nO.bah can 
be influenced considerably by the tonal hierarchy of the corre
sponding tab'. A tone that is important in a tab' can be empha
sized by repeating and embellishing it, by reaching it in a leap, 
and by placing the dynamic accents on it. The tab' row of the 
nubah mayah is as follows: 

The most important tones of the tab' mayah are c. e. g. and 
c'. Although the c' dominates, the e and especially the tonal 
areas g-e and e-g are clearly in the foreground. For compari
son, the tone row of the tab' mashriqi is presented as follows: 

The most important tones here are d. f. and d'. The most 
prominent position in the hierarchy is occupied by the tone d. 
followed by f. Less important, though still clearly emphasized, 
are the tonal area d-f and the tone d'. 

The poem that is sung during a nO.bah performance is 
called ~an' ah ("craft .. ). The poetic genre of the song text is 
known as muwashshal).. The muwashshal). was invented in the 
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ninth century A. D. by Muqaddam al- Qabri in al-andalus and 
further developed there as a poetic musical form before it also 
came to be appreciated in the eastern regions of the Arabian 
world, the Mashriq states of Egypt, Syria, and Iraq. Characteris
tic of the muwashshal) poem of North Africa is that, although it 
is composed in classical Arabic, it is not based on any of the 
sixteen classical meters of Arabian poetry. Furthermore, the 
muwashshal) poem does not exhibit any fixed sequence of 
stress and arsis; instead, the accents are grouped to conform to 
a specific musical-rhythmic pattern (wazn). Thus, linguistic 
and musical rhythm in the North African muwashshal) are 
inseperably linked. The musical form ABA is analagous to the 
poetic form AAbbbA(AA). The term ~an' ah, however, not only 
designates the poem but also the musical section in which the 
poem is sung. In each ~an' ah, the tones and tonal areas charac
teristic of the tab' are developed musically. Here the singer 
assumes the leading role. Whereas the instrumentalists indeed 
also sing, the part of the soloist often appears an octave higher 
than the choir part. 

The nubah form of Morocco may be represented schemati
cally as follows: 

The individual sections of a Moroccan nilbah 
and their performance durations 

Qayim 
Baslt wa-ni~f Btayhl Druj Quddam 

(6/1) (8/1) (8/1) (4/1) (3/1) 

bughya bughya bughya bughya bughya 

1st ~an'ah 1st ~an'ah 1st ~an'ah 1st ~an'ah 1st ~an'ah 

2nd ~an'ah 2nd ~an'ah 2nd ~an'ah 2nd ~an'ah 2nd ~an'ah 

3rd ~an'ah 3rd ~an'ah 3rd ~an'ah 3rd ~an'ah 3rd ~an'ah 

13th ~an' ah 1Oth ~an' ah 13th ~an' ah 20th ~an' ah 30th ~an' ah 

14th ~an'ah 11th ~an'ah 14th ~an'ah 21st ~an'ah 31st ~an'ah 

3Q-70 3~0 4Q-70 2Q-40 15-30 
minutes minutes minutes minutes minutes 
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Each nubah section (mizan) is composed of several ~an'at 
(plural of ~an'ah). During longer performances, the entire text 
of a 1?an' ah is sung. If time does not allow for such a complete 
performance, however, the text, but not the melody, may be 
shortened. The melody of a 1?an' ah is always to be performed in 
its entirety. 

The individual 1?an'at follow one another seamlessly with
out pause or other kind of caesura. For the uninitiated listener, 
the nubah appears to be an unending melody, without profile or 
contrasts. Within each nubah, however, there are musical pas
sages and text segments that are especially popular among the 
audience; these are clamored for over and over again during the 
performance. The continuous increase in tempo within each 
main section results, moreover, in the last 1?an'at being per
formed in a distinctly faster tempo than was the first. 

~Analysis of the Basit Section (~lZan al-Basit) 

of a Nilbah Mayah Performance from Morocco 

The following analysis concerns the first 1?an' ah of the bas1t sec
tion of the nubah mayah and the free-metered instrumental 
piece (bughyah) that precedes it. 1 The sections represent an ex
cerpt from a performance by the Br1h1 Ensemble (Fez). The direc
tor of the ensemble is I:Iaj 'Abd al-Karim Rayyis, who also 
performed on the rabab (bow-necked lute). Mul:Iammad Bajdub 
participated as solo singer (munshid) on this recording. 

Transcription: Habib Hassan Touma 

, lbu9yah I 

Ensemble 1f•cu r=u F~Elr EE.IF ~ r· He J 
5 

I':"\' 

e 

e 71':"\ a 

Ensemble I 'f ~J J ·. ' tr. · f J#? rr bbarbar1 P r r 
10 

Recording: Andalusian Music from Morocco. Harmonia Mundi. EMI IC 

2 LP 153 16 9525 3, Side 3. 
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' 15 b 16 17\ 

rgr;rrr IVJf: 

19 0 20 

Ensemble 

raw na 

darab. 

~ar 

21 ~ 22 

Ensemble 

darab. 

~ar 

23 [!}· 
Ensemble 

darab. 

~( 
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25 ~ 26 [!] 
Ensemble 

darab. 

fiir 

27 028 0 
Ensemble 

darab. 

~iir 

29 0 30 

Ensemble 

darab. 

tar 

31 0 32 ~ ,--- -, 

Ensemble 

darab. 

~iir 

33 34@] B 

Ensemble 

darab. 

~iir 
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35 0 36 ~ 
Ensemble 

darab. 

rar 

37 [!] 34 0 
Ensemble 

darab. 

rar 

39 [!] 40 

Ensemble 

darab. 

rar 
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Nubah mayah: bas1~. 

The nubah mayah is based on the tab' mayah with the fol
lowing tone row: 

n 

Almost all the stanzas of poetry performed by the singers 
during a nubah mayah describe the mood of the evening at sun
set. The text sung in this particular ~an' ah was composed in 
the muwashshal). form and adheres to the following rhyme 
scheme: 

AB AB cd cd cd AB AB 
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The text of the stanza of poetry reads as follows: 

1. uft?ur ila rawnaq il 'ashiyyah A 

2. kasat bil).ullatin 'ala al- ghunls B 

3. billahi ya saqi al-l).umayyah A 
4. adir 'alayna khamrata al- ku'us B 

5. da'uni naghnam sa'atan haniyah c 
6. md dumtufi waqti al- Qi?il d 
7. zarani l).ibbi wa' tif 'alayyah c 

8. md lir- raqibi 'alayya sabil d 
9. saqani minfihi al-l).umayyah c 

10. mawla ad- dibiiji wattarfi al- kal).il d 

11. shrab waghanna wamala ilayya A 
12. wadhabulat 'aynahu an- na 'us B 
13. qabbaltuhu qublatan bila khafiyyah A 
14. waqultu ya ral).ata an- nufr1s B 

Translation: 
1. Behold! The glow of the evening twilight! A 
2. Like a veil it lays itself over tree and bush. B 
3. By God! Cupbearer, A 
4. Fill our wine glasses one after the other! B 

5. Let us seize an hour full of happiness, c 
6. While the day draws to a close. d 
7. My beloved visited and pitied me, c 
8. Without that anyone could spy on us. d 
9. From his mouth I drank the wine, c 

10. As he faced me dressed in silk brocade 
and with eyelids painted black. d 

11. He drank and sang and bent down to me. A 

12. And as his sleepy eyes closed, B 
13. I gave him without shyness a kiss, A 

14. And spoke: "Now, take rest, you souls!" B 
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The complete stanza of poetry is quoted here. During the 
performance, however, only the first six lines were presented. 

The bughyah piece that opens the baslt section is per
formed in unison by the entire ensemble in a purely instrumen
tal rendition. During the bughyah, all or at least some of the 
most important tones of the tab' mayah are introduced. The 
tone c is emphasized after the lower fourth c- b-a-g has been 
filled in. Subsequent to this, the series of tones g-a-g-f-e-g-e-g
e are highlighted before the c again comes alone to the fore. 
Shortly before the end of the bughyah, the rhythmically free 
melodic line turns into a melody whose rhythm is strictly orga
nized, which then flows into the first ~an' ah of the baslt. the 
first of a total of fourteen ~an' at. 

The first ~an' ah is performed alternately by the choir, the 
solo singer, and the instrumentalists. Those places in the tran
scription where an underlying text is absent refer to purely 
instrumental passages. Since all participants sing and play in 
unison, the musical course of events can be notated on a single 
musical staff. 

Musically, the ~an'ah unfolds from a basis of small melodic 
elements that are linked together like mosaics. The individual 
melodic elements are designated in the transcription as A, B, C, 
D, and E. The tones brought into the foreground within them 
are e, g. and c. The element A highlights the tonal area b-e and 
at the same time emphasizes the tone e by the leap c-e and by 
filling out the interval of the fourth b-e in ascending direction. 
The element B concentrates on the tonal area g-e, which is 
established by means of musical repetition and the melodic leap 
g-e. Both elements are first presented vocally with instrumental 
accompaniment and then purely instrumentally (AB/ A'B'). A 
renewed vocal rendition of AB follows. The presentation of the 
element C, which fills in the descending fourth c-g stepwise and 
emphasizes the corresponding tonal area, now appears. Imme
diately after this passage, the melodic element D is presented, 
which by means of repetition emphasizes the tone g-an octave 
higher than the final tone of element C. With B' and A, both of 
the opening elements are referred to once again before element 
E is introduced, filling in the tonal area e-g stepwise with long 
sustained tones. The unfolding of the baslt section once again 
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illustrates the mosaic-like arrangement of all five musical ele
ments: A-B(A'-B')-A-B-C-D-B'-A-E-B-A-B-(C'-D'-B-A'-E'-8''
A-B')-C-D-B-A-E-B-A-B. 

Within each individual element, the tonal hierarchy of the 
tab ( mayah is strictly observed. The complete musical mosaic 
delineates the modal structure of this tab ( and simultaneously 
defines the musical form of the ~an (ah as a whole. 

The Muwashshaf:t in the Arabian East 

Clhe term muwashshal). refers not only to the poetic form used 
in the andalusi nubah; it is also applied, in the East. to an 
autonomous genre of Arabian vocal art music that is textually 
based on the poetic form of the same name (cf. page 70 f and 
page 74f). Whereas in North Africa the term refers to the purely 
linguistic side of a musical presentation, in Mashriq it desig
nates a poetic-musical product in its entirety. The muwashshal:t 
tradition of the Arabian East-from Aleppo in the eighteenth and 
nineteenth centuries to Egypt in the present-can be further dis
tinguished from that of the Maghrib in that the poets of the East 
feel bound to the strict rules of Arabian meter, whereas those in 
North Africa ignore them. Nevertheless. the muwashshal:t is still 
universally regarded as andalusi, something that in fact also 
holds completely true for the musical performance form. 

In a muwashshal:t ensemble, the instrumentalists often 
also make up the choir. The solo singer's part usually comprises 
only a few of the lines from the text presented. The instruments 
played are the plucked short-necked lute ('ud). the spike fiddle 
(kamanjah). the plucked box zither (qdnun). the goblet drum 
(darabukkah). and the tambourine (daJ/). In Aleppo, muwash
shal:tat were composed on several maqam rows. presenting up 
to three awzan. Moreover, in the B section of a muwashshal:t. it 
was also possible to modulate to neighboring maqamat. 

Before the trend toward modernization decisively influ
enced music in the Arabian world, it was customary in one con
cert to perform a complete w~lah, that is, up to eight 
muwashshal:tat in succession together with an instrumental 
introduction (samd(i or bashraf [cf. page 99]). Common to all 
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sections of such a wa~lah cycle is the principle maqam row, 
whereby the combination of pieces can comprise the works of 
several poets and composers. The muwashshal) composition 
played at the beginning of a cycle has a longer wazn than the 
muwashshal)at that follow. A total of twenty-two w~ldt (plural 
of wa~lah) are known, each named according to the maqam row 
to which it belongs (for example, rast wa~lah, l)ijaz wa~lah, and 
so on). Almost the only place where muwashshal) concerts can 
be heard today is on the radio, where usually only one or two 
muwashshal)at are presented; very seldom is a complete wa~lah 
performance broadcast. 

A specific muwashshal) can be more precisely identified by 
naming the first lines of the poem, the principal maqam row, 
the accompanying rhythmic pattern, and the names of the poet 
and composer. If the identities of the poet and composer are not 
known, as is the case for most of the well-known traditional 
muwashshal)at, one usually encounters the reference qad'im, 
meaning .. old." 

Regarded as the most productive and original of the 
muwashshal) composers were 'Umar al-Batsh (1885-1950) of 
Aleppo and Sheik Sayyid Darwish ( 1892-1923) of Alexandria, 
Egypt. Also during the nineteenth century lived other great 
muwashshal) masters, to whom we are still indebted today for 
setting countless older muwashshal)at to music and passing 
them on to following generations. Sheik Al)mad Qabbanl ( 1841-

1902) of Damascus, for example, a student of Sheik Al)mad 
'AqH of Aleppo, composed dozens of muwashshal)at and handed 
down a large muwashshal) repertoire. Mul)ammad Kamil al
Khula'l (1879-1938) of Cairo, a student of Sheik Qabbanl, set 
several hundred muwashshal)at to music. Mul)ammad 'Uthman 
(1855-1900) of Cairo, student of the great qanun master 
Qustandl Mans!, created more than 150 muwashshal)at. 
Among the important muwashshal) researchers and collectors 
to be mentioned in particular are the Lebanese Sallm f:Iilu, the 
late Sheik 'All Darwish and his son Nadlm of Aleppo, and 
Ibrahlm Shafiq of Cairo. 

The following music example is the muwashshal) .. lamma 
bad a." Based on the wazn sama '1 thaqn. the principle maqam 
row is nahawand, and the composer and poet are unknown. 
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Muwashshaq "lamma bada." 

Text and melody: anonymous: wazn: sama'l thaqH: maqam row: nahawand 

TheDur 

clfmong the Egyptian musical forms that developed in the nine
teenth century, the dilr (dawr} may be considered the most im
portant. A singer (mutrib} and a chorus perform a poem 
composed in classical Arabic or in an Egyptian dialect and set to 
music by a composer (mulaJ:tJ:tin}. The solo singer himself is often 
the composer. Originally, three musicians made up the instru
mental ensemble (takht}; later five to six musicians accompanied 
the singer on the short-necked lute ('ud}. the spike fiddle (ka

maryah}, the end-blown flute (nay}. the trapezoidal box zither 
(qdniln}, the goblet drum (darabukkah} and the tambourine (daff 

or riqq}. 
The dur is characterized by a unique poetic form that dis

tinguishes it from the other vocal genres of Arabian music. The 
poem has at least four lines: the first couplet, madhhab (A}. and 
the second couplet, ghu$n (B). Up to twelve more lines can be 
added to the ghu~n. Usually, the B section is made up of a first 
ghu~n (B 1} and a second (82}. In such a case, one also refers to 
the first and the second dur. 

The singer is concerned neither with a faithful rendering of 
the notes written by the composer nor with a variation of the 
same. On the contrary, he endeavors to paraphrase the compo
sition. In some cases, one might even speak of a metamorphosis 
of the composition. With such a performance, the singer plays 
the leading role. He or she highlights some of the words of the 
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poem and repeats them, improvising, while the phases and tone 
levels of the maqam chosen for the composition are presented 
in succession. 

During the first half of the nineteenth century, the lines of 
text in parts A and B observed a uniform meter. The singer 
alone stood in the foreground. Purely instrumental passages 
were absent from a diir performance as was a chorus (murad

didun), which didn't appear until later in alternation with the 
soloist. In addition, parts A and B were musically based on the 
same maqam row. The performance of a diir lasted approxi
mately fifteen minutes. 

From the second half of the nineteenth century on, poets 
freed themselves from the strict schema of the diir poem. The 
lines of part B now assumed a different meter from those of 
part A, and the number of lines in both sections increased to 
three or more. Composers began to set a diir in several maqam 
rows and to modulate within a piece to neighboring maqamat. 
As they began to include purely instrumental performance sec
tions, they also called for the appearance of a special group of 
choristers, a new vocal practice, and the so-called hank found 
its way into the diir. 

Hank denotes the musical repetition schema (tardid) within 
a diir performance. In the B part of the diir, the singer begins to 
improvise while taking up certain words from the poem anew. 
After this solo presentation, the chorus and singer together 
repeat the same thing one or more times, whereupon the soloist 
sings the same phrase yet again, albeit in altered form. The 
hank section can extend the performance of a diir to as much 
as half an hour. 

The most famous singer and composer of the diir during 
the first half of the nineteenth century was Mul').ammad al
Masliib. Those who later managed to achieve wide success were 
'Abdii al-I:Iamii.H (1845-1901) and Mu:Q.ammad 'Uthman (1855-

1900), who both created a remarkable number of diir composi
tions that they performed as solo singers. 
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The F]iri Songs of the Arabian Gulf 

'Jji.ri. is the term designating the music of the pearl divers and 
seamen of the Arabian Gulf. Belonging to the funun al- bal;tr ("sea 
music") tradition, it is among the most original music to have 
been documented in the Arabian Gulf region to date. Fj!r! in
cludes a very rich repertoire and is cultivated along the entire 
coast, especially in Bahrain, Qatar, Kuwait, Saudi Arabia, the 
United Arab Emirates, and Oman. Mainly vocal music accompa
nied by dancing, it is performed by the pearl divers themselves. 
They accompany their singing with hand-clapping and percus
sion instruments. 

Specific work tasks aboard ship are connected to special 
songs, which belong to a subcategory of the funun al-bal}.r 
known as ahdz!j. The mydaj. for example, is sung by the sea
men while rowing. Mydaf means "oar." The basseh and the qay

lami. are performed respectively when striking the foresail and 
the mainsail. The khrab is sung while weighing anchor. In these 
songs, the type of work being carried out has a direct influence 
on the musical structure of the song. The structure. in turn, 
can be more clearly understood by knowing what kind of work 
the song accompanies. Thus, the khnlb is performed by a solo
ist (nahham) and chorus comprising the rest of the seamen. 
Here. the seamen sing a kind of ostinato, or drone, two octaves 
beneath the high voice of the nahham. Independently of the 
soloist's part, the choir interrupts the drone with an audible 
exhale. This moment corresponds to the short pause between 
two pulling motions while weighing anchor. 

The texts of the f)!ri describe the hard life and the plight of 
the pearl divers, the dangers of the sea and the seabed, and the 
joy of seeing the family again. They also often contain prayers to 
Allah. Mui:tammad. and 'AIL Musically, the f)iri consists of a 
series of sections sung by a soloist and a male chorus. Each 
section is characterized by and named after the specific rhyth
mic structures that accompany the vocal parts. The underlying 
rhythmic structure of the first three sections must be developed 
in identifiable periods. The following sections, as for example 
the ahaz!j, have a clear, preestablished rhythmic framework 
made up of shorter patterns. 
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The nahham and the mirwas and ja1).lah players during a fjiri performance, 
Bahrain. Photo: H. H. Touma. 

89 

In the fjiri, as mentioned previously, only percussion 
instruments are used: double-headed cylindrical drums, tubul 

and mardwfs (plurals of tabl and mirwds); tambourines, t{rdn 

(plural of tar); small metal cymbals, tus (plural of tasah); and 
water urns, jal;tlat (plural of jal;tlah). The tabl, a drum related to 
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the Indian pakhawaj, hangs across the chest of the player and 
is beaten either with the hand or with the stalk of a palm 
branch. The mirwiis is a small double-headed dmm. In a fjiri 
performance, four to six marawis are brought into play. The tar, 
whose skin is usually decorated with letter characters as well as 
with drawings of flowers and the crescent moon, has a diameter 
of approximately twenty-seven inches (70 cm). Before the per
formance, all of the frame drums are arranged in a large circle 
around a fire and heated to increase the tension of the skin. The 
jal).lah is a water urn, twenty-four inches (60 cm) high, played 
by beating on its mouth with a flat hand. To the muted tone 
that results, the musician adds a scratching noise, which he 
produces on the outer surface of the urn. 

The fjiri is sung not only during long diving trips on the 
high seas but also during sojourns on land, when the men meet 
at least once a week in a special house, the diir. Some forty 

The membranes of the frame drums of a f]Irt ef.lsemble are heated near a fire 
before being played, Bahrain. Photo: H. H. Touma. 
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pearl divers and seamen assemble here, usually on Thursday 
evenings. They drink tea, eat, smoke, tell stories, sing, and 
dance. During the nineteenth century there were hundreds of 
such dilr (plural of dar) scattered along the coast of the Gulf. 
Today there are significantly fewer. The competition from Japa
nese cultured pearls and the discovery of oil in the 1930s slowly 
brought an end to pearl diving in this region. Yet, the contempo~ 
rary heirs to the musical repertoire of the pearl divers have all 
at least at one time practiced this profession. The dar, where 
not only f)irt are performed but other musical genres as well, is 
named after the owner of the building and the leader of the 
group. In each dar, only a specific genre of funun al- bal).r is cul
tivated. The dur differ from one another also in the musical 
quality of the performances and the richness of the repertoire 
that the nahham, the soloist, has at his command. 

Fjiri was learned by the pearl divers from their ancestors 
who have handed down f)iri repertoire for generations. Never
theless, the pearl divers from Bahrain tell a f)iri fairy tale that 
presents the story of the origins of the f)iri as follows: 

Once upon a time, there were three friends; two of them 

came from the island of Mul:J.arraq, the third from Manamah 

(Bahrain). They used to go to a place called Abu ~ubl:J., some 

miles outside of the city, where they could sing together 

without disturbing their neighbors and without being dis

turbed themselves. One day, on the way to Abu ~ubl:J., near a 

mosque that still exists today, they heard some strange sing

ing that seemed to come from a group inside the mosque. 

They became curious and wanted to see the singers. Just in 

front of the entrance to the mosque, they were suddenly 

struck by a shower of stones that came directly from the 

interior of the building. As they stepped into the courtyard of 

the mosque. they saw a row of figures sitting: the upper 

halves of their bodies were human and the lower halves were 

donkey. One of these creatures asked the young people. "Are 

you human beings or demons Uinn)?" They answered that 

they were human beings-and very good human beings, at 

that-and would do no harm to the group. They would just 

like to spend the evening listening to the singing. One of the 
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sitting figures asked the three friends not to utter what was 

"in their hearts" (that is, not to utter the first verses of the 

Koran), otherwise the group would disappear before their 

eyes. This means that the friends had actually encountered 

demons in the mosque, for at the mention of the name Allah, 

they would immediately vanish. 

The three men then sat down with the others and were 

allowed to learn their songs-the fJiri songs-only after they 

had promised never to tell anyone what they had seen and 

heard that evening. If they did, it would mean their certain 

death. Ever since this experience, the three friends met 

secretly at a cemetery to sing the f)irL After many years, two 

of them died. The third man-the one from Mul:J.arraq-real

ized that his own death was approaching. He gathered his 

family and his friends together and told them what hap

pened on that evening long ago. He sang them the f)iri, 

which they also mastered and which has been sung over and 

over again ever since. 

Thus, for the pearl divers, the f)iri has its origins in a supernat
ural world. 

The rich song repertoire of the funun al-bal).r can be 
divided into four parts corresponding to the four stages of a div
ing trip. During these four stages, four song forms (JJiri, ahdzy, 
muwwalah, and l).udwah) are performed. We thus distinguish 
between 

1. the start of the sea voyage, 
2. work at the diving location, 
3. passing time on the high seas, and 
4. the return from the diving trip. 

1S7'l The Start of the Sea Voyage 

The voyage to the diving location begins with prayer recitations 
("I say my prayer"). Following this, the tabl player strikes up the 
jann al- bass eh, the "rope song," to the rhythmic clapping of 
hands and the crashing of cymbals. While the sailors push the 
ship off from the shore into the water, they sing a l).udwah ("Oh 
Allah! Oh Allah!"). Another l).udwah sounds when the supplies 
are loaded, and a mawwal is sung when the sail is carried from 
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its storage place to the ship. Mawwal, fann al-basseh, and l).ud
wah designate those song genres of the pearl divers that are per
formed by a leader and a chorus of seamen. 

The preparations for the four-month sea voyage extend 
over approximately three days. The ship gets a fresh coat of 
paint and is cleaned; the provisions are loaded on board; and 
sails, oars, lines, and the rest of the gear are placed in readi
ness. When the ship is ready to set sail, the sailors gather 
together and receive an advance payment from the captain of 
the ship. Only after three more days of rest, do they set sail for 
the high seas. 

15):) Work at the Diving Location 

At least nine different song genres are performed while the pearl 
divers carry out their work at the diving location. Basseh accom
panies the hoisting of the sail, silryah is heard when the sail is 
set against the wind, makhmils is sung when the mast line is 
lashed, khrab is sounded when the anchor is weighed, and 'ash

shari marks the ship's setting sail for a new dive location. 

15):) Passing Time on the High Seas 

The songs for the entertainment of the pearl divers include sev
eral f)iri genres, among them, bal).ri, 'adsani, f).addadi, mkhii.lfi, 

and f).assawi. 

15):) The Return from the Diving Trip 

The wives of the seamen welcome the homecoming men with the 
antiphonal song (mrdddh) "tilb tilb ya baf).r," whose text reads 

"Repent! Repent! Oh Seal You have carried our men away, 

Oh Seal 

Have you then no fear at all of Allah's anger? Oh Sea!" 

In the following paragraphs, the musical aspects of three 
genres of the f)iri repertoire will be examined more closely. 1 

First, in the bal).ri section, the nahham begins with a solo of 

Recordings: (1) Fidjeri: Songs of the Bahrain Pearl Divers. UNESCO 
Collection MUSICAL SOURCES. Philips 6586 017, Side 1, Nos. 1 and 3. 
(2) Bahrain. UNESCO Collection MUSICAL ATLAS. EMI 3C 064-18 371, 
Side 2, No. 6. 
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long recitative-like passages over a rhythmic pattern consisting 
of sixteen beats. The chorus answers with a melody character
ized by long sustained tones, reminiscent of a cantus firmus. 
Then the tabl drummer, accompanied by the hand-clapping 
rhythm of the singers, develops a rhythmic pattern that extends 
over three phases. Following the first phase, with four beats per 
measure in which the third beat of each measure is accented, 
comes the second, in which eight beats make up each measure. 
This phase, combined with the four- beat measures of phase 1 
results in thirty-two beats (8+4+4+4+4+8). Of these, the first, 
ninth, thirteenth, seventeenth, twenty-first. and twenty-fifth 
beats are accented. Between the twenty-ninth and the thirty
second beats, a double-time hand-clapping pattern, resulting 
from an interplay of two hand-clapping parts, underscores the 
four-beat structure. After this, the cycle is repeated. The third 
phase, in turn, consists of a clear ordering of thirty-two-beat 
measures with accents on the first, fifth, ninth, and twenty-first 
beats. Beginning with the twenty-ninth beat, the hand-clapping 
pattern gives the cue once again, announcing the tutU repeti
tion of the cycle. During this process. the tabl player, together 
with one or two dancers, performs at the center of the circle 
formed by the singers. The nahham usually sits next to the 
jal).lah or mirwas player. 

ri
lst 2nd 9th -- r ~ 

I 

In the 'adsani section, the rhythmic structure unfolds in 
four phases. The first phase is based on groups of four-beat 
measures: the second, on groups of eight-beat measures: the 
third on groups of thirty-two-beat measures: and the fourth. on 
groups of sixty-four beat measures. 

The mkhulfi section has no rhythmic development. The 
rhythm is based on a series of A and B segments, illustrated by 
hand -clapping and the playing of drums, cymbals, and water 
urns. The choir sings a melody in 16/4 meter with variations in 
every repetition. The melody, which the nahham sings. is of an 
improvisatory character. 
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etc. 

-r-r etc. 

etc. 

Beginning of a mkhulfi 
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TheQ~idah 

Qru;;'idah is the term for a poem set to music consisting of ten, 
sometimes also twenty-five or more lines of poetry. All of the 
lines are based on one and the same classical meter of Arabian 
poetry. Religious as well as secular themes are presented. The 
qa~idah performance is not based on any fixed rhythmic for
mula. A choir and an instrumental ensemble accompany a male 
or female singer. Musically, no fixed formal construction can be 
ascertained. Refrain sections can be as much a part of the mu
sical form as are the improvised passages. Formally, however, 
the qa~idah is designed cyclically. Several melodies-usually 
four in number-are strung together, interrupted only by a re
frain, which generally reproduces the first line of the poem. The 
first line of verse is also referred to in the title of the complete 
qa~idah. 

The qa~idah is popular among the $'1lfi. fraternities of 
Islamic mysticism throughout the Arabian world. The secular 
form of the qa~idah reached its artistic peak during the nine
teenth century through the Egyptian singer Salamah l:lijazi 
(1852-1917). During the twentieth century, the qa~idah, again 
in Egypt, received fresh impetus through artists such as the 
singer and composer Mul)ammad 'Abd al-Wahhab (1907-1991), 

the songstress Umm Kulthum (1896-1975), and the composers 
Mul)ammad Qa~abji (1892-1966), Zakariyya Al)mad (1896-

1961) and RiyaQ. Sunbati (1907-1985). 

The Layall 

Clhe layiil'i is a solo vocal form whose text consists of the words 
yii layl'i yii 'ayn'i ("Oh my night! Oh my eye!"), referring in poetic 
metaphor to a beloved woman. Usually, the layali is performed 
by a singer who also accompanies him- or herself on the 'ud. The 
instrumental accompaniment is often, however, also supplied by 
a qanun (box zither) player or even an entire instrumental en
semble, whereby the instrumentalists accompany the soloist in
dividually and in alternating order in his or her realization of the 
melodic passages. In a layali, a maqam and its characteristic 
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emotional content are musically presented. Thus, the maqam 
phenomenon, that is, the realization of phases, tone levels, nu
clei, and emotional expressive values is also characteristic of the 
layall form (refer to chapter 3). 

TheMawwal 

Clhe mawwal is likewise a vocal form that usually follows the 
performance of a layali. Only in the Egyptian dur (see page 86 0 
does it precede the layali. As early as the ninth century, at the 
time of the Caliph Harun ar-Rashid, the mawwal was described 
in connection with the working class. The text is still composed 
in colloquial Arabic today. Four-line (ruba'l), five-line (a'raj), and 
seven-line (nu'manl) verse forms are known, all of which are 
based on the basit meter (musta}ilunja'ilun musta}ilunja'ilun 
-- u -I- u -1-- u -1- u -).The theme of love predominates in 
the texts. The mawwal has much in common with the layali: it is 
also performed by a solo singer to the accompaniment of a mu
sical instrument, the melodic line likewise dispenses with any 
division into measures, and the tone levels and phases charac
teristic of the maqam are also realized, with the highest phase 
clearly defining the climax of the entire piece. In the structure of 
its stanzas and in its meter, however, the mawwal represents a 
distinct contrast to the layali. 

The Taqsfm 

Claqstm is the term given to the instrumental presentation of a 
maqam, that is, of its tonal-spatial model. This model focuses 
melodic development on only a few tones, thus allowing the tone 
levels characteristic of each maqam to emerge. The rhythmic
temporal structure is not subject to a fixed organization. Specific 
motivic elements, as part of the repeatedly appearing tone 
groups of the melodic line, are not characteristic of a maqam; 
rather they are an expression of the musician's pe .. sonal style 
and of the technical possibilities offered the performer by the in
strument being played. 
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Among other things, a taqsim performance is characterized 
by the division of the melodic line through long pauses. Such 
pauses, which can last from two to four seconds, not only pos
sess a formal function: they open up the possibility of commu
nication between audience and musician. Arabian audiences 
use the pauses, interjecting cheers or shouts, to give their opin
ion of what was just heard. A first-class taqsim performer 
knows how to carry the tension of the audience to such an 
extreme that, immediately after a melodic passage has died 
away, applause spontaneously bursts out with cries of Allah! 
("Oh God!") and ya salam ("Oh Peace!"). 

A taqsim can be performed on the short-necked lute ('ud), 

the spike fiddle (kamaryah), the box zither (qdnun). or the end
blown flute (nay). Less often, a rhythmic ostinato accompani
ment is heard together with the part of the soloist, performed 
on the goblet drum (darabukkah) or tambourine (riqq). A genre 
that stands uniquely alone in Arabian music, the taqsim places 
particularly high artistic demands on the musician. Here the 
maqam phenomenon finds its purest instrumental expression 
(see chapter 3). The realization of this phenomenon takes place 
during the course of several melodic passages, whose number is 
not fixed. Thus, taqdsim (plural of taqsim) can turn out to have 
different lengths. In the first place, the duration of a taqsim pre
sentation is dependent upon the performance situation and 
whether the taqsim is intended as an introductory piece, an 
intermezzo, or an independent performance. In the second 
place, the musicality and virtuosity of the soloist determine the 
length of the presentation. A taqsim can precede a mawwal or 
muwashshal).. and it can also be performed as an intermezzo 
between two sections of an andalusi nubah or as an indepen
dent performance piece, dedicated solely to the presentation of 
the maqam phenomenon. 

Since Arabian radio and television have enthusiastically 
embraced the taqsim, thus making this art form accessible to 
all, many less talented musicians have succumbed to the temp
tation of imitating the melodic passages of famous soloists, even 
quoting them note for note. Because of this, an outsider might 
arrive at the mistaken impression that taqasim are composed 
pieces. On the contrary, the realization of a convincing original 
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taqsim requires a creative talent on the part of the performer 
that is akin to that of a composer. In the hands of a gifted mu si
cian, no taqslm performance is musically the same as any 
other, for tradition prescribes that the taqsim be created anew 
each time. Nevertheless, the taqsim is not purely improvisa
tional. Underlying its freely unfolding rhythmic-temporal design 
is a compositional element in the form of its fixed tonal-spatial 
organization, its predetermined sequence of tone levels and 
phases. This interplay between composition and improvisation 
is the essential characteristic of a taqsim. 

The Bashrafand the Sama'i 

!Bashraf and samd 'i: are two instrumental forms of Arabian mu
sic that can be traced back to Turkish models (peshrev and 
semai). By the time the Ottoman rule over Arab lands came to an 
end in the year 1918, both had already been known to Arabian 
music for a long time. In terms of compositional form, there is 
very little difference between the Arabian and Turkish versions. 
Bashraf and sama'i, however, were composed as entertainment 
music, and their composers furnished them with imaginative 
new names such as 'Azizah (maiden name) and a~f laylah walay
lah r·1001 Nights"). Although these pieces represent an unsuc
cessful synthesis between oriental melody and the musical 
elements of Western musical cultures, Arabs perform bashraf 
and sama'i works by Turkish as well as by Arabian composers. 
As a general principle, however, Arabian musicians use a differ
ent plucking technique on the 'o.d and the qanun than do their 
Turkish colleagues, they employ different rhythmic patterns for 
accompaniment, and they utilize the Arabian rather than the 
Turkish tone system. 

Bashraf and sama'i are very similar. as far as their musical 
forms are concerned. Only the layout of the measures occasion
ally differs. A bashraf is composed of three or four different seg
ments, or khdndt (plural of khanah). Performed between these 
segments, not marked off by any pause or other musical cae
sura, is an unchanging intermezzo (tasli:m), a kind of ritornello. 
The musical intensity increases from khanah to khanah but is 
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balanced out again each time in the tasllm parts. 
The bashraf is based on a core melody with characteristic 

intervals and definite rhythmic groupings that reoccur in each 
khanah and every taslim in a paraphrased form. All the melodic 
turns that might perhaps be interpreted as ornaments or ara
besques must be considered components of tone levels or tonal 
areas surrounding a tonal center. It is this center alone that 
determines the musical structure. Everything else is of second
ary importance. If. for example, the tone c forms the center, 
then the type and extent of the melodic embellishments do not 
in the least change anything about this, its function. 

The sama '1 differs from the bashraf only in a rhythmic 
aspect. The bashraf unfolds in binary rhythmic units, while the 
sama '1 is based on a combination of binary and tertiary ele
ments. The ten-part rhythmic structure of the sama'i has the 
form 3 + 2 + 2 + 3. Only the last khanah section of a sama '1 follows 
a six-part measure scheme. 

Bashraf and sama '1 can be assigned to the domain of 
sacred music as well as secular. In the religious context, they 
are found in the music of the "dancing dervishes," the Mawlawi 
(Mawlawiyyah, in Arabic), whose followers inhabit not only Tur
key but also Egypt, Syria, Iraq, and the Maghrib states. 

Bashraf and sama'i are usually performed by an instru
mental ensemble, with an accompanying rhythmic pattern 
played on the darabukkah and the riqq. Sometimes, however, a 
bashraf or sama '1 composition is presented by a soloist on the 
'ud, the qanun, or the kamanjah, in which case there is no 
rhythmic accompaniment so that the solo instrumentalist can 
have greater freedom in paraphrasing the principal melody. In 
ensemble performance, the borders are more closely drawn. All 
musicians must play the same melody. Counterpoint or even 
just slight deviations from the unison are always the result of 
carelessness on the part of the musician-they are not inten
tional. In ensemble performance, the melody is played on the 
flute, the box zither, and the short-necked lute at an interval of 
two, or sometimes even three, octaves. 

Several Arabian composers have distinguished themselves 
with bashraf and sama'i pieces. Among them are Tawfiq $ab
bagh (Aleppo, 1892-1964). 'Ali Darwish (Aleppo, 1884-1952), 
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Jamn 'Uwis (?). Ibrah1m 'Aryan (Egypt. 1850-1920), and 
Khmayis Tirnan (Tunis, 1894-1964). But the most beautiful 
and original compositions originate from artists no longer 
known to us by name, whose works have been handed down 
with the reference qadi.m or 'arabi. qadi.m (namely, "old" or "old 
Arabian"). 

~Analysis of a Sama' i. in the Maqam Bayati. 

The sama '1 bayaU analyzed in this section was composed by the 
Egyptian Ibrah1m 'Aryan (1850-1920). The example presented 
here was performed by the takht ensemble of Cairo. 1 

The tone row of the maqam bayatl is: 

0 
Cj 0 lj 

lj 0 

The formal structure of this sama '1 can be represented as 
AT B T C T D T (where T = tasllm). Each of A, B. C. and T con
sists of five measures of ten beats each (see wazn sama 'i. thaqi.l, 

page 52), whereas D extends over ten measures of three beats 
each (see wazn sama'i. darij, page 51). The entire wazn is per
formed on the goblet drum and the tambourine. 

Recording: Taqasim and Layali: Cairo Tradition. UNESCO Collection 
MUSICAL SOURCES. Philips 6586 010. Side 1, No. 3. 
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Sama '1 bayatL 

Composer: lbrahlm 'Aryan (1850~1910). 



104 Chapter Five 

The metric-rhythmic organization of the melody in this 
sama 'i is based on the series 3 + 2 + 2 + 3 • in which the tones of 
the first, fourth, sixth, and eighth beats of the measure possess 
a more important tonal-spatial function than the other beats. 
The first khanah includes important selected characteristics of 
the maqam bayati. Presented here are the tonal areas g-d and 
f-d, as well as the tones f and d. In the first measure, the step
wise descending melodic line emphasizes the tonal area g-d and 
reaches its cadence, the jinalis d, on the eighth beat. With the 
immediately following leap of a fourth, from c to f, the tone f 
comes to the fore, which happens again in the second measure, 
now however, through an octave run with a change of register 
that is followed on the eighth beat by a cadence on the tone d. 
Special focus is given to the tonal area d-f in measure 3, 
whereby the tone a, the fifth of the final tone, also sounds. The 
same thing happens in the fourth measure. Whereas previously, 
however, the cadence of the third measure was on the eighth 
beat, on the tone f. the melodic line of the fourth measure 
moves on the tenth beat to d, after which it leaps upward to the 
tone b~. This leap, encompassing a minor sixth, is considered to 
be extremely loaded with tension and therefore requires a 
melodic release of tension, which promptly appears in the form 
of the stepwise descending minor sixth bl,-d. 

The sama 'i performance presented here represents only 
one of many musical possibilities for performing the composi
tion, for every good musician has an individual musical style 
and unique preferences concerning musical ornamentation. If 
the personal elements of the performance are eliminated, how
ever, the first khanah (A) can be reduced to a tonal framework 
that is strictly observed by every musician, regardless of the 
embellishments or encircling of the structural tones that are 
incorporated during the performance. The first khanah can be 
represented by the following tonal framework: 

~-~~~~$$-*cc' c~Jccccc-4L4f~ ~ 't I 

~~.~~.~l f=.r~~~~£:rp-r··~1-t·~1~;t--;·'Jl 
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In a similar way, the taslim section can also be reduced to 
a basic musical structure: 

The second and the third khanah (B and C) display modu
lations to neighbortng maqam rows. For this reason, it is not 
possible to compare their structural framework to that of the 
first khanah (A) and that of the taslim (T). The fourth khanah 
(D). however. is again in the maqam bayaU. 

J'J J I J. 

IJ 

The characteristic structural elements of the maqam bayaU 
now become clearly evident when one compares the basic musi
cal structures of khanah I. khanah 4, and the taslim to one 
another. The musical essence of the maqam bayati is expressed 
in the tonal areas d-f, f-d, d-g, b-g, and g- b~. 

The Taf:tmflah 

Cl al).mflah is the name given to a genre of instrumental music 
native to Egypt that has been forced into the background today 
by newer, non-authentic musical forms. The tal).milah depicts a 
kind of musical contest between the takht ensemble and its in
dividual instrumentalists. It is based on a traditional, easily re
membered melody in two-part time, which extends over eight to 
twelve measures and is composed in an easily recognizable 
maqam row. At the beginning of the performance. this melody is 
played in unison on the \id, the kamanjah. the qanun, and the 
nay. with rhythmic accompaniment by the darabukkah and the 



106 Chapter Five 

riqq. Seamlessly following this unison presentation, one of the 
ensemble musicians begins a solo improvisation. A question and 
answer play emerges between the soloist and the ensemble, 
wherein the beginning melody forms a kind of refrain that the 
ensemble repeats before the part of soloist is passed on from one 
musician to the next. In this way, each melody instrument has 
one solo during which the musician is expected to improvise 
freely on the principal melody, presenting variations, para
phrases, or metamorphoses of it. Such improvisation requires a 
high degree of musical ability. A tal)milah performance ends the 
same way it began, with the ensemble performing the beginning 
melody one last time. 

The Dulab 

!bulab is the term for a short introductory instrumental piece 
that a takht ensemble uses to precede a vocal performance, es
pecially when it does not intend to perform any longer instru
mental introduction such as the bashraf or sama 'i. The dawalib 
(plural of dii.lab) are based upon traditional melodies in 2/4 time, 
during whose animated performance, a certain lightness is ex
pressed. The dulab melodies are based on a maqam row and are 
performed to the rhythmic accompaniment of the wazn wal)dah. 
The dawalib, at the same time, also serve as practice pieces for 
musicians who are specialized on a melody instrument. 

TheSawt 

Clhe $awt is a song form known in all lands of the Arabian Gulf 
as $awt bal).rayni, $awt kuwayti, $awt qatali, and so forth. In 
Bahrain and Kuwait, it is the melody and the rhythmic accom
paniment. more than the sung text, that impart the unique char
acter to a ~awt performance. Both are selected by each ~awt 
singer (mutrib) for his own individual performance, whereas the 
poem that is sung does not undergo any appreciable change 
from singer to singer. 

A ~awt comprises three melodic sections that belong to a 
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specific maqam row. In addition, the ~awt is characterized by a 
unique, characteristic form of rhythmic accompaniment that is 
shaped by playing on the small double- headed cylinder drums 
(mardwis) and by the hand-clapping ($ajqah) of two groups of 
men. Two rhythmic accompanying patterns are differentiated. 
The first consists of twelve beats, organized as follows: 

The second consists of eight beats, arranged as follows: 

The hand-clapping marks the fundamental rhythmic beats 
until a rhythmic structure of particular density is created by 
the interplay of the clapping patterns performed by the two 
groups of men. 

or 

A ~awt poem consists of several lines of verse (abyat, plural 
of bayt). whose number is chosen to fit the context. There are 
usually about nine to twelve double-verse lines. The final part of 
a ~awt is called tawshiQ.ah. To conclude, the tawshil:lah is 
repeated by the group of men in chorus. 

The cyclic form within whose framework several a~wat are 
performed is called samrah. In a narrow sense, samrah is the 
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name given to those concerts that present the ~awt repertoire 
after one of the communal banquets held in connection with 
weddings and other festivities. To start, the singer performs a 
~awt 'an1biyah ( 12/8), without a tawshil).ah section. Following 
this, among others, comes a ~awt shami (8/8), named after the 
Sham region of Syria; a ~awt mruba' ( 12/8) (mruba' meaning 
"square"), and a song named bastah. The sequence of the a~wat 
can essentially be chosen freely, except that the ~awt khatm, 

the "final" ~awt, must always be played at the conclusion of the 
cycle. The text of the ~awt khatm has either religious or humor
ous content, and its rhythmic accompaniment is the wazn 
yamani ( 8/8) : 

Some ~awt singers enjoy great prestige in the lands of the 
Arabian Gulf. During their performance, they accompany them
selves on the 'ud. Considered among the greatest singers of the 
~awt in the Gulf region are 'Abdullah al-Faraj (1836-1901). 
Mul).ammad Faris Al Khalifah, and .Qal).i Bin Walid. The singing 
style of these three "fathers" of the ~awt stands out for its high 
degree of originality. Other singers found it impossible to imi
tate their performances, which for the Arabs, as always, attests 
to the high quality of the musical original. Mul).ammad Faris 
was introduced to singing and composition by 'Abd ar- Ral).man 
Yamani. Yamani, as his name implies, hailed from Yemen. 
Because of the economic relations between the Gulf States and 
Yemen before the discovery of oil, Mul).ammad Faris also lived 
there. Consequently, it is not surprising that the ~awt boasts 
Yemenite features. As early as 1928 and 1932, Faris and .Qal).i 
Bin Walid made recordings in Iraq and Pakistan for BayQ.aphon 
Records. 



®'6 
The Musical 
Instruments 

~ __0 s early as the tenth century A. D., Arabian scholars 
~_____) C7T such as Ibn Zaylah, the Ikhwan a~-$afa' (the 

"pure brothers"). and Ibn Sina devised a special classification 
system for musical instruments that led to their subdivision into 
percussion, plucked, bowed, and wind instruments. In addition 
to these classifications, it was important for the systematization 
whether the duration of the tone produced by the instrument 
was short, long, or sounded continuously. and whether the neck 
of a stringed instrument was equipped with frets. 

From time immemorial. the Arabs have preferred to make 
music in small ensembles. The only exceptions to this were pre
sented by the splendid court orchestras in Iraq. Morocco, and 
Egypt, as reported to us by historians. Up to one hundred musi
cians were said to have performed in these orchestras on 
drums, timpani, trumpets, horns, and oboes. 

Stringed Instruments 

157) The 'Od and Other Forms of Lute Instruments 

The 'o.d is a fretless, plucked short-necked lute with a body 
shaped like half a pear. The 'o.d can indeed be considered the 
very embodiment of Arabian musical culture. Music theory, in 
particular the Arabian tone system, was and still is illustrated 
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The 'ud player Munir Bashir, Iraq. Photo: H. H. Touma. 

with it; it is regarded as the cornerstone of Arabian art music in 
concerts, on the radio, and in the domestic sphere. It is not with
out reason that the Arabs call the (ud the "Sultan of the Musical 
Instruments." Both men and women perform on this instrument, 
and small instruments are manufactured especially for children. 
Since the beginnings of Arabian musical history, the lute en
joyed immense popularity and was not absent from any festive 
and jovial social gathering. Still today, the tender and sweet 
sound of the (iid fascinates the Arabian listenet. who occassion
ally compares the tone to the voice of a nightingale. The (ud is as 
widespread in North Africa and the Near East as, for example, 
the piano is in Europe. At any rate, its area of distribution is not 
limited to the Arabian world alone but reaches far off into Cen
tral Asia and the regions south of the Sahara. 

Already during the Middle Ages, the (ud was finding its way 
toward Europe, with the returning crusaders as well as through 
Spain in the West and Byzantium in the East. Troubadours, 
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trouveres, and wandering minstrels took up the instrument to 
accompany their singing. Not until the sixteenth century, how
ever, did the popularity of the lute reach its peak. All the Euro
pean names for the instrument-laute, alaude, laud, luth, liuto, 

and lute-can be derived from the Arabic word al-\id, calling to 
mind the Golden Age that this essentially Arabian instrument 
experienced in the accident. 

'Od literally means "wood." The explanation for this name 
is simple: relatively late-not until the end of the sixth cen
tury-the Arabs of the J:Iijaz adopted the wooden-faced lute 
from the city of J:Iirah, in Iraq, in place of the old skin-faced 
instrument known in pre-Islamic times by the names mizhar, 

kirc'in, and muwattar, and used in varying sizes. In pre- Islamic 
times, J:Iirah was considered the center for literature as well as, 
of course, for music. Here is where the famous Persian King 
Bahram Ghur (430-438) received his education. It is possible 
that the \id was influenced by the four-string Persian lute bar

bat: it is also feasible, however, that the term barbat at that 
time was merely a synonym for \id. 

In the ninth century, Ziryab further developed the lute 
from a four-stringed to a five-stringed instrument. Up until the 
fifteenth century, the Arabs differentiated between the 'ud 

qad[m, the "old 'ud" that was strung with four strings tuned in 
fourths, and the 'ud kamil. the "complete \id," which had five 
strings. The four strings of the 'ud qadim were identified with 
the four body humors and the four temperaments of man 
known to the medicine of classical antiquity. Ziryab colored the 
highest string yellow (zZ:r). which symbolized bile: the second 
highest was red (mathna). for blood. the third white (mathlath). 

for phlegm. and the lowest string black (bam). for black bile. 
The additional fifth string, inserted by Ziryab between mathna 
and mathlath, symbolized the soul, since the four body humors, 
as he maintained, could not exist without the soul. Further
more, instead of plucking the strings of the 'ud with the wooden 
plectrum customary up until then, Ziryab began to use the quill 
of an eagle feather. as is still common throughout the Arabian 
world today. Be that as it may, those at the beginning stages of 
learning nowadays use a featherlike plectrum made of plastic. 
Today the 'ud is strung with five double strings, of which the 
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three highest are made of gut or nylon and the two lowest of silk 
wound with copper wire. The double strings are tuned thus: 

_:.:_::n::_-
-------- .. 6---

n~ -_ --- ----

yakah cushayran dokah nawa kurdan 

Altogether, the instrument encompasses a tonal range from 
G to c" (yakah tojawab kurdan): 

Some especially virtuosic 'od performers even attach a 
sixth string next to the kurdan string (c'), usually tuning it to f' 
(mahuran). Iraqi 'od performers. however, prefer the tuning F 
(qardr jaharkah) or E~ (qardr sikdh). Hence, the tuning variants 
that result are: 
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The plectrum named rishah, the quill of an eagle feather, is 
held by the 'ud performer between thumb and index finger. It is 
plucked in one (vvvv) or in two directions (v 1\ v /\). The strings 
can be plucked in regular (v 1\ v 1\ v 1\ v /\) or irregular upward or 
downward motions (vv 1\ vv /\/\/\ vv). A good 'ud player is not 
only celebrated for his large repertoire of maqamat. but also for 
a well-balanced application of regular and irregular motions 
when plucking with the plectrum. In the style and manner of 
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plucking, a certain individuality of the musician's personality 
can express itself. Every 'ud player strives to do his best here
especially in the taqsim, where he can apply his plucking tech
nique to the utmost, since the music is not bound to any tem
poral order. The musician further demonstrates his technical 
ability in the clean and rapid execution of passages in the high 
registers of the instrument, in quick changes between the high 
and low register (usually at an interval of an octave), and in the 
"hocketlike" realization of two or even three voices. Hocketlike 
voice lines result when the musician, by rapidly repeated pluck
ing on a high open string-usually the c-string-creates a drone 
and simultaneously plays one or two melodies: 

If the drone string must also be stopped, additional technical 
problems arise. 

The 'ud player occasionally desists from plucking with the 
feather in the right hand, and instead stops a string with the 
index finger of the left hand while striking it with the middle, 
ring, or small finger of the same hand. A kind of echo effect is 
thereby produced. This technique is especially popular in Egypt 
and is referred to there as ba$m. 

The solo repertoire of the 'ud is principally made up of the 
taqasim of the individual maqamat. In the layali vocal form, the 
'ud is looked upon as a preferred, if not a completely irreplace
able, accompanying instrument to the solo song. 

Instrument builders who manufacture the 'ud are found in 
almost every Arabian land, especially in the big cities like Bagh
dad, Aleppo, Beirut, Damascus, Cairo, Algiers, and Rabat. Fac;lil 
'Awwad of Baghdad, Nazih Ghac;J.ban of Beirut, and NaQ.Q.at of 
Damascus pride themselves, however, in being the best 'ud 
builders in the Arabian world, and indeed. because of the excel
lent sound of their lutes. most 'ud virtuosos buy their instru
ments from them. 

In North Africa, musicians are familiar with another type of 
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short-necked lute with four pairs of strings, called kwitrah in 
Morocco and Algeria. The kwitrah is similar to the 'ud, though 
its body is approximately the same length as its neck. The tun
ing of the strings is G-e-A-d. The 'ud in its classical form is also 
played in Tunisia, although a four-stringed lute, on which the 
tones are stopped at frets, is also known there. The tuning of 
this instrument is D-d-G- c. And in Morocco, a two-stringed, 
sometimes three-stringed, spike lute known as gumbri, jnbri, or 
gnbri is popular. Its body, a wooden box or a tortoise shell, is 
covered with lambskin. Its strings are tuned to the notes G-D or 
G-0-A. 

The nash' atkdr is a short-necked lute that is played in 
Syria and is heard as a solo instrument during taqsim perfor
mances. Its five pairs of strings are tuned the same as the 'ud's 
(G-A-d-g-c'), but because it is strung with wire, it sounds more 
like the long-necked lute, buzuq. 

The body of the buzuq recalls that of a mandolin, its neck, 
on the other hand. that of a guitar. This hybrid instrument was 
built for the first time in the nineteenth century in Turkey and 
is popular today among the gypsies of Syria and Lebanon. The 
frets on the neck of the buzuq are movable. Thus, before mak
ing music, the buzuq player must not only tune the strings of 
the instrument but must also move specific frets to the exact 
positions that enable fingering of the intervals characteristic for 
the piece at hand in such a way that entire melodic passages 
can be performed rapidly and cleanly on one string. The strings 
are plucked with a tortoise shell plectrum in a manner similar 
to the way 'ud is played. But because its two, or sometimes 
three. pairs of strings are steel, the buzuq has a more metallic 
sound than that of the 'ud. The three-stringed instrument is 
tuned to intervals of an octave and a fourth. Belonging to the 
solo repertoire of the buzuq are. above all. the taqasim. The 
instrument is also often used in the musical accompaniment of 
a singer. The buzuq does not. however, belong to the traditional 
takht ensemble of the Arabs. 
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Jnbrtplayer. Morocco. 
Photo: J. Dietrich. 

Buzuq player Jamn al-' A~. Jordan. Photo: J. Dietrich 
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151:> The Kamanjah and Other Stringed Instruments 

Kamanjah is the name used in the Arabian world today for the 
European violin. The Arabians, however, do not use the Euro
pean tuning, but rather: 

•• e 
0 

dOkiih nawa 1rurdan 

In performance, the kamanjah is generally held like the 
European violin; only in Morocco is it held vertically and sup
ported on the musician's knee. The European violin illustrates 
in an exemplary way the musical influence of Europe on the 
Orient. Until the beginning of the twentieth century, the Arabs 

Alto (viola) player of the Brihi Ensemble of Fez, Morocco. 
Photo: H. H. Touma. 
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were only familiar with the Arabian kamanjah, whose body con
sisted of half a coconut shell covered with the skin of a sheep or 
fish. When played, the instrument was held in the lap of the 
performer, who was seated on the floor in a cross-legged posi
tion. Musicians who advocated the so-called new Arabian 
music, after having acquired experience with European music, 
were of the opinion that the Arabian kamanjah should be 
replaced by the European violin. They maintained that the vio
lin possessed a better sound. During the trend of widespread 
admiration for everything European, the violin did, in fact, sup
plant the Arabian kamanjah. 

As early as the tenth century, al-Fanlbi described a 
stringed instrument, which he called rabab, that may be con
sidered the precursor of the European violin. Its tones were pro
duced, according to al-Farabi, by "drawing" several (bow) 
strings over the strings of the instrument. The string bow to 
which al-Farabi's description refers must indeed have been dis
covered much earlier in the Asian realm, if not in the Near East 
itself. The violin, that most important of European orchestral 
instruments, can thus be traced back to Asian origins. 

The solo repertoire of the kamanjah consists exclusively of 
taqasim. Furthermore, the instrument possesses an essential 
function in the takht ensemble. The Arabian kamanjah is still 
played in the Iraqi jalghi baghadi ensemble today. It is known 
there by the term jiizah. 

In Tunisia, Algeria, and Morocco, musicians perform on a 
two-stringed instrument (rabab), that has a narrow, concave 
wooden body and a neck for the pegs bent at a right angle to the 
back. Body and neck are formed from one piece of wood and 
merge into one another. The string bow is held like a European 
contrabass bow. The strings are tuned to the interval of a fifth 
(G-0). Single-stringed instruments are also familiar to the 
Arabs. The rabab ash-sha'ir, the "rabab of the poet," has as its 
body a rectangular wooden frame through which the neck is 
run, with lambskin covering both front and back of the sound 
box. The rabab ash-sha'ir is played primarily by impoverished 
musicians, usually to accompany epic songs based on such 
famous epic poems as the "Abii Zayd al-Hilafi" or the "'Antar 

'Abs." The tonal range of the instrument is limited to a fourth 
(yakah-rast/G-c). 
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Rabab player, Tunisia. 
Photo: A. Danielou. 

The rabab player 'Abd 
al-Karim Rayyis, leader 
of the Brihl Ensemble of 
Fez, Morocco. 
Photo: H. H. Touma. 
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Juzah player of the jalghi baghdadi ensemble, Iraq. Photo: H. H. Touma 
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Rababah player, Aswan, Egypt. Photo: H. H. Touma. 
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Playing position of the qanfm player, Palestine. Photo: H. H. Touma. 

1Sb The Qdnun 

The body of the qdnun (plucked box zither) has the form of a right 
trapezoid. The number of diatonically tuned strings varies be
tween sixty-three and eighty-four. As a rule, seventy-two strings 
of gut or nylon are stretched across the top, arranged and tuned 
in sets of three, so that every three neighboring strings produce 
the same tone. An instrument with seventy-two strings thus has 
a total of twenty-four tones at its disposal. The Egyptian version 
of the qanun, however, has seventy-eight strings and can ac
cordingly produce twenty-six different tones. The tonal range ex
tends from qardrjahdrkdh to jawdb-kurddn (F1-c"): 

The trapezoidal box has a wooden surface that does not 
completely cover the body but leaves open an area extending 
over the entire width of the instrument to the right of the musi
cian. Stretched across this open area are five rectangular pieces 
of skin on which the feet of the wooden bridge (faras) rest. To 
the left, along the oblique side of the instrument, are the tuning 
pegs, arranged in groups of three. Near the pegs are 156 attach
able and detachable metal bridges ('urab), which can be placed 
beneath the strings to alter their length and, thereby, their tun-
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ing. Six such 'urab are available for each of the twenty-six sets 
of identically tuned strings. The tuning is generally diatonic and 
reflects the structure of the maqam row chosen for the piece 
about to be performed. The qanun is plucked with tortoise-shell 
plectra affixed to rings that are worn on the right and left index 
fingers. 

The 'urab allow for a quick re tuning of the qanun, which 
may be necessary not only between two performance pieces but 
also in the middle of a piece when modulating to a new maqam 
row. However, to increase the tension of a string and thus raise 
its tone, a skillful qanfln player will sometimes, with delicately 
measured pressure, quickly apply one finger of the left hand to 
the string while plucking it with fingers of the right hand. 

During performance, the qanfln lies horizontally in the lap 
of the musician. During the 1920s, it was customary for the 
qanun player to sit on the ground in cross-legged position; 
today the performer sits in a chair. While plucking the strings, 
the fingers wearing the plectra are held at the interval of an 
octave, and the left index finger follows the right one somewhat 
displaced temporally. The result is a synchopated, heterophonic 
two-voice composition in parallel octaves. 

The qanun appears under that name in Arabian sources as 

String 

Skin 

Skin 

curab I 
Faras 

/ String ! 
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Qaniin player, Morocco. Photo: H. H. Touma. 

early as the tenth century. In his "Great Book of Music" (Kitdb 
al-miis"iqa al-kab"ir), al-Farabl already discussed the tuning of 
the forty-five-stringed instrument of the time. ~afi ad-Din al
Urmawi, however, did not speak of the qaniin but called the 
zither nuzhah. Today, the qaniin is popular everywhere in North 
Africa and the Near East as the instrument of traditional Ara
bian art music. It is primarily men who make music with it; 
female qaniin performers are seldom encountered. Like the <iid, 
the qanun has a solo repertoire consisting mainly of taqslm 
pieces, and it is also used to accompany layaH singing. The 
Egyptians, in particular, can look back at their centuries-old 
tradition of qaniin building with pride that the most accom
plished builders have been among their ranks. 
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Santur player. Iraq. Photo: H. H. Touma. 
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~ The Iraqi Santur 

The Iraqi santur is a trapezoidal box zither with a walnut body 
and ninety-two metal strings. The strings. which are tuned to the 
same pitch in groups of four, are struck with two wooden mal
lets. The tuning of these twenty-three sets of strings extends 
from the low yakah (G) up tojawabjawab l:tusayni (a"): 

The name santur is derived from the Greek psalterion. 
Native to Persia and Turkey as well as to Iraq. the instrument 
came to Europe with the Arabs by way of North Africa and 
Spain during the Middle Ages. In China. at the beginning of the 
eighteenth century. it was referred to as the "foreign qin." Iraq 
has produced entire generations of famous santur virtuosos. 

Although of the same type and name, the Persian santur 
differs from the Iraqi in the number of strings and the arrange
ment of bridges on the resonating surface. Whereas the Persian 
instrument has only eighteen sets of unison strings and two 
rows of bridges, the Iraqi boasts twenty-three sets of strings 
and three rows of bridges. 

Parallel to the oblique side of the Iraqi santur are twelve 
bridges. which divide alternate sets of strings so that exactly 
one-third of their vibrating length is to the left of the player. and 
two-thirds is to the right. The tone to the right side of the bridge 
is therefore an octave lower than that to left (oscillation ratio 
2: 1). When being played, both parts of the string are used alike. 
Toward the right side of the santur, beneath the remaining sets 
of strings, are eleven to fourteen bridges arranged in groups of 
seven, eight, nine, or ten, and four. The bridges in the larger 
group divide their sets of strings so that one- third of the vibrat
ing length is to the right and two-thirds to the left. Their func
tion is thus similar to the twelve bridges to the musician's left. 
but in this case the strings may only be struck to the left of the 
bridge. The four remaining bridges partition off the distance 
between the right edge of the instrument and the row of twelve 
bridges. Here again, one-third of this distance is to the right of 
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the bridge and two-thirds to the left, and also again. the strings 
may only be struck to the left of the bridge. 

12 Bridges 7 Bridges 

4 Bridges 

- ---------~- --r~ 

------r------~--~-~----

~· --·-----·----~-·---------------

In view of this arrangement of the bridges and the basically 
diatonic tuning of the santur. the following tones are available 
to the instrument: 

1. The four sets of strings with bridges placed furthest to the 
right yield 

'): 
0 
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2. The remaining seven string sets with bridge positions on the 
right yield 

=!zn_ =--=--=--~-
--- ------

0 

3. The twelve string sets with bridge positions on the left yield 

a) struck to the right of the bridges 

-0 

b) struck to the left of the bridges 

All the metal strings of the santO.r have the same gauge, 
which is why the pitch of each string is solely dependent upon 
its tension. The bridges are called dama ("chessmen") because 
they look like pawns. The strings do not rest directly on the 
wood of the bridge but on a nail lying across the upper part of 
the bridge, hence the pure metallic sound of the santO.r. Belong
ing to the repertoire of a santO.r player are the taqaslm and the 
complete literature of the maqam al- 'iraqL 

Wind Instruments 

1SbrheNay 

The nay is an end-blown flute that is open at both ends. It is con
structed in different sizes, traditionally from bamboo or cane. In 
various places of late, however, plastic pipe has been used in 
place of the traditional material. The musician blows against the 
edge of the pipe opening. This instrument, which is also a part 
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Nay player, Tunisia. Photo: J. Dietrich. 

of many other musical cultures, has attained in the Arabian a 
special degree of refinement with regard to performance tech
nique and sound, though in its structure it is a relatively simple 
instrument. The nay generally has one finger hole on the under
side and six on the front. Through the technique of over-blowing, 
the musician can play a range of more than three octaves. The 
fundamental tone of a nay depends upon the length of the flute 
pipe. One differentiates, for example, between the large nay (du
kiih nay) with dukiih (d) as the second lowest tone and the small 
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nay (nawa nay) with nawa (g) as the second lowest tone. Dukah 
nay and nawa nay are the most frequently played nayat (plural 
of nay). 

Players often have nayat of several different sizes on hand 
during a performance so that they can easily execute pieces 
lying in different maqam rows. In general, though, a nay virtu
oso is perfectly capable of producing all the tones of the maqam 
row on a single instrument. To do this requires considerable 
finesse: the lip and head position must be changed while blow
ing and the finger holes must be opened or closed in diverse 
combinations. In this way, it is possible to modulate within a 
piece to the neighboring modes as well as to the distant ones 
without having to change instruments. The solo pieces per
formed on the nay are primarily taqaslm. On the other hand, 
nay players also number among the members of the takht 
ensemble. The nay is performed exclusively by men. 

'C?n Other Wind Instruments 

Aside from the nay, no other wind instrument has been able to 
assert itself in the traditional art music of the Arabs. Instru
ments like the shabbabah, surnay, mywiz, arghul, and qirbah all 
belong to the domain of folk music. Shabbabah is the term used 
in Syria, Lebanon, and North Africa for a split-core flute. It was 
already known in Arab-occupied Spain by the name axabeba. 

The surnay, a double-reed instrument that is popular through
out the entire Near East as well as in North and West Africa, is 
played to drum accompaniment in processions on holidays. In 
North Africa, the surnay is known by the names al-ghaytah, al

ghaydah and zukrah. The mywiz and zummarah are a kind of 
double clarinet, whose two pipes are of equal length and have the 
same number of finger holes. If, however, the pipes are of differ
ent lengths, then one refers to an arghul or yarghul. The pipe 
without finger holes, which produces a drone, can reach a length 
of over two meters in some instruments. Qirbah and ruwaqah are 
the names given to the bagpipe. Horns and trumpets are found 
less frequently in Arabian music, although instruments of this 
kind are mentioned in historical accounts as buq and nafir. Naflr 
trumpets are still played occasionally today in North Africa at 
festive parades during Rama<;lan, the month of fasting. 
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Mijwiz from Iraq. Photo: H. H. Touma 

Mijwiz player from Lebanon. Photo: J. Wenzel. 
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Arghul player from Upper Egypt. Photo: J. Dietrich. 
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Percussion Instruments 

~TheRiqq 
The riqq is a single-headed tambourine with a diameter of ap
proximately eight inches (20 cm). The frame is mounted with ten 
pairs of cymbals set inside vertical pairs of "cymbal windows" 
that are cut out of the frame in a symmetrical arrangement. The 
riqq is held in the left hand by the thumb and the fingers in such 
a manner that the fingers can also strike the rim of the frame. 
The right hand maneuvers at the center as well as at the edge of 
the membrane. These two positions correspond to a light drum 
beat, tak, and a heavy one, dum (see page 48). The frame of the 
riqq is covered with small colored mosaic tiles made of mother
of-pearl. bones, horn, or wood. A precious instrument-that is, 
one that professional musicians prefer to use-is covered with 
fish skin, while an ordinary riqq, as found mostly in the hands 
of lay musicians, is equipped with a simple goatskin membrane. 

Riqq players perform in the traditional takht ensembles. 
There they take on an indispensible function in the perfor
mance of Arabian art music. The musician must perform the 
awzan, the accompanying rhythmic patterns, exactly, thereby 
earning him the name cjiibit iqti' ("he who performs the rhythm 
exactly"). All the wazn patterns belong to the repertoire of the 
riqq player, who must be prepared to improvise on them during 
a performance. 

The riqq is popular in all Arabian lands, chiefly as an 
instrument of art music. In Iraq, however, the term daff ziryari 
is common, while in the lands of North Africa one speaks of tar. 
Riqq instruments are manufactured in all big cities of the Ara
bian world; nonetheless, professional musicians prefer to buy 
instruments from Damascus and Cairo because of their pre
sumed special quality. 

The single-headed frame drum is found in the Arabian 
lands in still three other forms, which differ from the riqq in 
size, method of production, performance technique. and context 
in which they are used. In addition, the ethnic, social, and reli
gious position of the musician and his listeners could in each 
case be different. The following sections discuss the three 
drums daff, mazhar, and bandir. 
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A ~ar player of the Brih1 Ensemble of Fez, Morocco. Photo: H. H. Touma. 
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A tar player of a ma'luf ensemble, Tunisia. Photo: J. Dietrich. 
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~The Daft 

The daff (duff). like the riqq, is a tambourine. This instrument, 
however, has a larger diameter-approximately twelve inches 
(30 cm)-and a shallower frame. Furthermore. the daff has only 
five pairs of cymbals, although these are likewise set symmetri
cally into the "cymbal windows" of the mosaic-covered frame. 
When played, the left hand holds the instrument while the right 
one strikes it. Now and then the cymbal-adorned instrument is 
shaken to produce tremololike effects, and sometimes it is 
struck against the body of the musician. 

The daff is not used to perform wazn patterns: its primary 
function is to accompany female dancers in the Oriental caba
rets of the big cities. The fact that the frame drum was chiefly 
played by women in the Near East has already been supported 
by documentary evidence from early times. Such documents 
can chiefly be found in Egyptian and Jewish history. The Jews 
called the frame drum-and still call it today-tuf miryam 

("Miriam's drum"). Also among the Arabs of the jahiliyah. an 
instrument of this type was reserved exclusively for women. The 
first man whose frame drum playing was reported by Arab his
torians of the l:fijaz was Tuways. who belonged to the group of 
mukhannathun, effeminate men who behaved as women. 

·'(!r1 The Mazhar 

The mazhar (mizhar) is a frame drum without cymbals of approx
imately twenty-four inches (60 cm) in diameter. The frame. 
which is 2.4 inches (6 cm) wide, is not covered with mosaics but 
instead is equipped with small iron-ring chains hung inside of 
the frame. The instrument rests upright in the left hand while 
the right strikes the middle of the membrane. The use of the 
mazhar is reserved for ritual occasions. since each instrument is 
dedicated to a saint. The mazhar is played at the dhikr ceremo
nies of some sufi sects such as the Rifa'iyah and Qadiriyah, and 
at other religious occasions such as the birthday of the Prophet. 
funerals, and healing ceremonies. The instrument is also played 
in the mosque. 
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'(Yr1 The Bandfr 

Bandir (bindir) is the name given to a single-headed frame drum 
of approximately sixteen inches (40 cm) in diameter. The frame, 
approximately four inches ( 10 cm) wide, has an opening into 
which the thumb of the left hand holding the instrument is 
placed. Two snares run directly underneath the drum's mem
brane. The bandir is struck like the mazhar and likewise belongs 
to the sphere of religious music. It is very common in all Arabian 
lands and is chiefly played by sufi musicians. 

(511 The Darabukkah 

A single-headed drum in the form of a cup or goblet is known in 
Arabian music by the name darabukkah, durbakkih, or dirbu
kah. When played in a standing position, the darabukkah is held 
under the musician's arm; when played in a sitting positi~n. the 
instrument rests on the thigh. The membrane is struck with 
both hands. The heavy principal dum beats, as with the frame 
drum, are produced at the center, whereas the light secondary 
tak beats are produced near the rim. Differentiating the sounds 
in this way, the darabukkah player is able to present the wazn 
patterns of traditional Arabian compositions. 

The darabukkah has a clay body. In recent times. however, 
instruments made of brass or metal. with a tension ring and a 
tightening device that serve to regulate and fix the tension of 
the membrane, have come into use. With the clay darabukkah, 
the membrane is heated and stretched near a fire or by rubbing 
it with the hands. Professional musicians use instruments cov
ered with fish skin. Goat or sheepskin, on the other hand, char
acterize the simpler darabukkah forms. 

The darabukkah is a musical instrument that is extremely 
popular in the Arabian world and may not be absent from any 
Arabian festivity. It is an instrument of folk music as well as art 
music and is played at wedding celebrations in the village and 
the city as well as in the ensembles of Arabian art music. 
Whereas women are also allowed to make folk music with the 
darabukkah. only men play the instrument in Arabian art 
music. A good darabukkah player, like a riqq player, must have 
a command of the entire wazn repertoire. 
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The darabukkah player Sami 'Abd al-.AJ:lad, Iraq. Photo: H. H. Touma. 
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151::> The Naqqarat 

Naqqdrdt (singular, naqqdrah) are a pair of kettle drums consist
ing of clay or copper kettles with camel skin stretched over them. 
The musician sits cross-legged on the floor and strikes the 
drums, which are placed in front of him, with two sticks. The 
heavy main beats (dum) are performed on the drum to the right, 
the light secondary beats (tak) on the one to the left. In this way, 
the entire wazn repertoire can be presented on the naqqanlt. 

Naqqarat player from Iraq. Photo: H. H. Touma 
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Naqqarat exist in different sizes. The large specimens, 
called naqaryah, are mounted onto the right and left sides of a 
camel. The musician plays while riding the camel. The medium
sized naqqarat are called naqrazan and are carried by a don
key. Both types of instrument are chiefly used in processions. 

Other percussion instruments, which are encountered pri
marily in the folk music of the Arabs, include double-headed 
drums of different sizes (tabl); a double-headed rectangular 
frame drum; copper castanets (.~djdt). which are played by both 
male and female dancers in public performances; and cymbals 
(.~uniij). which are played during religious musical exercises. 

Instrument Construction 

The musical instruments of Arabian art music are manufactured 
by specialists in the big cities of the Arabian lands. The instru
ment builders, of course, also supply lay musicians. Orders for 
custom-made construction are only taken from the professional 
musician in order to fulfill the particular needs of the artist con
cerning the size of the instrument, the material for the body and 
membrane, and the workmanship and decoration. Primarily the 
nay players take pride in being able to construct their instru
ments themselves. 

Many Arabian musical instruments are produced in quan
tity and sold to lay musicians and tourists at the markets of 
Arabian cities. In addition, the small urban factories also export 
their products to other Arabian lands or even to countries out
side the Arabian world. In the urban instrument-building work
shops, it is often possible, for a modest sum, to acquire a new 
instrument in exchange for an old one or to borrow a musical 
instrument. 

In the secular sphere of Arabian musical life, the value of 
an instrument is measured according to purely musical criteria. 
It is different, however, in the religious sphere. Here, through 
the blessing of a Shaykh or an Imam, the esteem in which the 
musical instrument is held can increase considerably. The fact 
that an instrument belongs to a mosque can also enhance the 
measure of appreciation it is shown. An old mazhar drum, for 
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example, which was once blessed by a Shaykh and which is the 
property of a mosque, despite its ripped drumskin, means more 
to musicians than a newly manufactured instrument without 
any religious relevance. 

The Art Music Ensembles 

"&:l The Takht Ensemble 

Takht literally means "bed," "seat," or "podium." The takht en
semble, which truly embodies the ensemble of Arabian art mu
sic, consists of the following musical instruments: the 'ud, the 
qanun, the Arabian kamanjah (later two). the nay, the riqq, and 
the darabukkah. The melody instruments either sound together 
heterophonically at intervals of one or two octaves or step to the 
fore as soloists. If vocal compositions are being perfomed, a male 
or female singer assumes the principal musical role, supported 
by a group of four to six singers who perform the refrainlike sec
tions. Takht ensembles with this instrumentation exist in Egypt, 
Syria, Lebanon, and Jordan. The repertoire of the takht includes 
vocal forms such as the dawr, muwashshal:l. layaH, ma,luf, qa~i
dah, and mawwal, together with instrumental forms such as 
bashraf. sama'i, tal:lmilah, and dulab. 

"&:l The Jalghi Baghdad( Ensemble 

The jdlghi baghdadi ensemble, which is native to Iraq, includes 
the santur, the juzah, the darabukkah (also called tablah or dun

bak), and the riqq (known in Iraq by the name dalf zirydri). To
gether with a vocalist (qdri') and a choir, the jalghi baghdadi 
ensemble performs the entire repertoire of the traditional 
maqam al- 'iraqi. 

~ The Andalusi Ensemble 
Andalusi music, which is popular over all of North Africa, is 
noted for its own special ensemble formations that include a 'ud, 
a kamanjah violin, a darabukkah, a rabab (bow-necked lute), a 
viola, and a tar (tambourine). 
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151:) The Big Orchestra of "Modern .. Arabian Music 

When speaking of the music of the Arabs, one cannot by any 
means disregard the large professional ensembles at the radio, 
television, and theater houses that exist today in all Arabian 
lands and which make up more than ninety percent of all music 
programs broadcast in Baghdad, Cairo, Tunis, and Rabat. They 
are financed by the state or sponsored privately, since they are 
in fact the "pride" of many Arabs. The size and makeup of the or
chestra depend upon the attitude of the music directors at the 
television and radio stations toward the question of the "modern" 
in Arabian music. Musical instruments "made in Germany," 
"made in Great Britain," ··made in France," and also "made in 
Russia" have found a place of honor in the contemporary "big 
Arabian orchestra." They have stripped the Arabian musical in
struments of their traditional function in the ensemble or at 
least have forced their sound more and more into the back
ground. These Western musical instruments have destroyed the 
principles of the Arabian tone system and, for all practical pur
poses, have eliminated the traditional takht ensemble and its in
timate sound character. 

The "big Arabian orchestra" of the present, which many an 
Arab looks upon with obvious pride, is fundamentally a hybrid, 
neither traditionally Arabian nor authentically European in its 
structure. It includes, among other instruments, the 'ud, the 
qanun, and the nay; a string section of approximately twenty 
violins, five cellos, and two contrabasses; clarinets, oboes, and 
trumpets; accordion, electric organ, and synthesizer; as well as 
the riqq. the darabukkah, timpani, and a glockenspiel. With a 
huge racket, it plays together in unison or-if it is an ''up- to
date" orchestra-in multi-voiced harmony, offering nothing bet
ter than a poor imitation of European orchestral style. Often, 
the orchestra accompanies a male or female singer who croons 
a pop song into the microphone. Through the mass media, and 
especially through Egyptian feature films, such singers have 
managed to achieve immense popularity. Hence, for traditional 
Arabian music-for its song forms, rhythmic wazn cycles, and 
much more-there is hardly a place left in public musical life. 
The tradition is falling more and more into oblivion. Today, in 
place of the wazn patterns are the samba, rumba, and foxtrot. 
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Musician and Composer 
and the Problem of 

Cultural Identity 

~ /1 iving in a society that is struggling to preserve its 
\---~~)__) _L_ identity, and thereby having to grapple with prob

lems that have arisen since the end of the nineteenth century 
and particularly since the end of the First World War, the Ara
bian musician today is bewildered. In his book The Arabs in His

tory (London 1950), Orientalist Bernhard Lewis summed up the 
situation: 

In these problems of readjustment the Arab peoples have a 
choice of several paths; they may submit to one or other of 
the contending versions of modern civilization that are 
offered to them. merging their own culture and identity in a 
larger and dominating whole; or they may try to turn their 
backs upon the West and all its works .... or finally-and 
for this the removal of the irritant of foreign interference is a 
prerequisite-they may succeed in renewing their society 
from within. meeting the West on terms of equal co-opera

tion. absorbing something of both its science and human
ism. not only in shadow but in substance. in a harmonious 
balance with their own inherited tradition. 

The Arabian musician is confronted by the same problem 
of readjustment. Like Arabian society. he has not devoted him
self totally to either the capitalist West or the fonnerly socialist 
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East, to the Third World or to his own tradition and culture. In 
his creative work, he follows no clear course. He cultivates a 
music that does not convincingly represent the essence of either 
the Arabian spirit or the foreign. The music appears to be 
largely influenced by the laws of the music market, or popular 
taste, and the new trends that govern this music market are 
looked upon as real progress. But the new developments give 
rise to nothing more than a monstrous distortion of the tradi
tional musical resources of the Arabs. Such a distortion was 
created by the use of non-Arabian instruments, rhythms, and 
compositional forms, by the tendency toward harmonization 
and orchestration of Arabian music, and by a performance 
practice that is, along with everything previously mentioned, 
foreign to its nature. 

Advocates of the "new," the jadid, observe that Arabian 
society has developed itself further through the adoption of the 
technological achievements of the West. The Arab cooks Arabian 
food today on electric stoves without sacrificing the essence of 
Arabian cuisine. Why then shouldn't one also make use of the 
"perfected" musical instruments and other aspects of Western 
musical practice? Arabian music, as the supporters of new 
musical developments argue, should not rest content with the 
time-honored forms alone but should develop new forms of 
expression. Strictly speaking, however, the musical forms of the 
jadid are based on the same fundamental cyclic principle as the 
qadim, the so-called old. Melodies are strung together with or 
without a refrain, allowing for the possibility of a convergence 
with such traditional genres as the taqsim and layali. But with 
respect to the traditional Arabian tone system and rhythmic
temporal organization, the new music has irresponsibly com
promised the essence of Arabian music. While the performance 
of Arabian vocal genres of earlier times was based on the 
maqamat, rhythmically accompanied by wazn patterns, today's 
composers avoid writing music on the basis of maqam rows
especially if they contain medium seconds (intervals of approxi
mately 155, 173, or 182 cents). They prefer to use. if any. 
diatonically constructed maqam rows that are playable on 
Western instruments, even though the equally tempered intona
tion of the instrument completely adulterates the characteristic 
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Arabian mode. The same is true for the wa21n patterns, which 
must give way to the 3/4 and 4/4 rhythmic meters of the foxtrot 
and samba. 

The number of Arabs espousing the "new" in music is 
large, while the influence of those pleading the cause of the 
"old" is minimal. Those who have not yet lost their identity, 
however. have recently achieved some first successes in their 
efforts to preserve what is genuine and old. In their view, musi
cal change should represent a true further development of the 
handed-down genres of traditional art music. Moreover, appear
ing on a wider scale since approximately the 1960s in many 
Arabian lands is a growing movement to preserve and cultivate 
authentic music. Ministries of Culture, and even radio and tele
vision stations. are beginning to support the representatives of 
a traditional Arabian musical practice. 

Coupled with the neglect of older musical genres has been 
a growing demand for new compositional forms that depart in 
structure from the strict rules of tradition. Arabians have dis
tanced themselves from their own musical legacy-which is now 
rather smiled at-in order to set about creating a "new" Arabian 
music. If one observes critically what survives today in the way 
of traditional compositional forms-those based on the strict 
rules of the Arabian musical tradition-then one encounters 
genres such as the muwashshaQ.. dawr, bashraf. sama 'i, and 
taQ.milah. Among the early handed-down musical forms, the 
qa~idah is the only one that allows the composer a relatively 
free hand in setting preexisting text to music. For this reason, 
contemporary composers concentrate their creative efforts on 
the ughniyah ("pop song"). an embodiment for the Arab of the 
new Arabian music. 

The contemporary Arabian ughniyah cannot be compared 
to a Schubert lied or an operatic aria. The Arabian composer 
does not set his works down on paper and hence is not depen
dant upon a publisher to publish them. Music publishers virtu
ally do not exist in Arabian lands. The singer does not learn the 
new ughniyah from a score but rather studies it together with 
the composer during joint music making. Later, the song is 
always performed by the same singer in concerts and on radio 
and television broadcasts, and before long, it is inevitably con-
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nected with his or her name by the public. The amount of pay
ment for the composer is calculated according to the popularity 
of the singer for whom the ughniyah is intended. 

The transmission of music without recourse to visual 
means is nothing unusual in Arabian music. For centuries. 
Arabs have been handing down their vocal and instrumental 
music by oral means alone. One argument against adopting the 
European system of notation is that a written transcription of 
Arabian music will always be inexact and incomplete, given the 
limited number of symbols in the Western system. 

In the process of devoting themselves to the jadid, Arabian 
musicians and singers have relinquished their dual function as 
creators and performers and have become one hundred percent 
interpreters in the Western sense. Whereas they do not in gen
eral have a command of notation, they do possess an enormous 
power of recollection, which enables them to perform their part 
from memory. And once a composition has been preserved on 
tape. it becomes easier to learn a new piece or to freshen up one 
previously stored in the memory when an occasion calls for it. 

In contrast to many other professions. that of musician is 
met with only limited esteem in Arabian society. At the begin
ning of a career, musical activity is nothing more than a side
line. Not until after success has come. after the musician has 
won over the public through concerts, radio and television 
broadcasts, and recordings. can he begin to earn his livelihood 
through music alone. The social prestige of Arabian musicians 
also suffers from the fact that there are so far no unions to look 
after their interests. 

The musical career of a singer or musician begins with per
formances in private settings. Small public concerts follow. 
Employment in an ensemble or at a radio station and the mak
ing of a recording mark the next stages of the musical career. 
An artist must generally pay for all production costs of the first 
recording. If the record sells well, or if a permanent job materi
alizes, then the artist has achieved a remarkable position-one, 
however, that doesn't necessarily benefit artistic development. 
considering that what is played or sung thereafter is dictated by 
the radio station or the director of the ensemble. based entirely 
on the demands of the marketplace, that is, of popular taste. 
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The composer of traditional Arabian music is often its 
interpreter, as well. Furthermore, the performer does not just 
interpret a musical text: in forms such as the maqam al- 'iraqi, 
the nawbah, the taqsim, the layali, and the mawwal, for exam
ple, the artist also functions in a musically creative way within 
the preexisting framework set by tradition. In paraphrasing tra
ditional musical material the performer becomes composer. For 
other musical forms of traditional art music, such as the 
muwashshal:l. dawr, and qa~idah, however, the border between 
composer and interpreter is much more clearly drawn. 

Since the beginning of this century, there has been a 
noticeable tendency to overrate the importance of composing, 
as distinctly separate from the function of performing, in a way 
not previously known to the tradition. As a result, traditional 
musical genres in which the name of the composer was not 
usually a part of the information handed down, have receded 
into the background. To this day, they are labeled qadim. The 
overrating of the composer ultimately manifests itself as well in 
the tendency to adopt Western attitudes-stimulated by both 
the capitalist West and the formerly socialist East. 

Contemporary composers can be grouped into three cate
gories. In the first category are those who write compositions 
that can be classified between entertainment music and serious 
music. For them, the entertainment value is paramount. They 
create a kind of pop music that is produced for radio, television, 
records, and the concert stage. Formally, it is based on the 
principles of the ughniyah, the qa~idah, and the instrumental 
forms bashraf and sama 'i. The temporal organization of the 
bashraf and sama 'i, and the names of the genres, however, have 
been changed. The composers choose new titles for their works: 
the name of a girl, for example, or that of a city-or they name 
their compositions with an arbitrary word. As previously men
tioned, representatives of this type of modern music take pride 
in the "big Arabian orchestra." 

Belonging to the second category is a group of approxi
mately ten to twenty composers who have studied composition 
at conservatories in Europe or America and whose works com
bine art music of an Oriental color with Western counterpoint 
and Western harmony and rhythms. Although they have ere-



Musician and Composer and the Problem of Cultural Identity 14 7 

ated symphonic works, piano music, and so on, these compos
ers have not mangaged to become anything more than shadows 
of their European models. Nevertheless-as their argument 
goes-one can't be expected to wait until Arabian society has 
evolved so far on its own initiative that it will be possible to 
write Arabian symphonic works at Arabian music conservato
ries for Arabian orchestras. But until Arabian society rediscov
ers its identity and serious Arabian composers are able to shake 
off their feelings of inferiority, the question will remain whether. 
in fact, Arabian society needs symphonic works at all. 

Composers in the third category want to preserve the tradi

tional music of the Arabs and pass it on to succeeding genera
tions. They believe that true Arabian music should be created 

within the framework of the tradition and according to conven
tional standards. The creation of authentic musical material. 
based on the modal structures of the maqam al- 'iraql. taqsim. 
layall, and nawbah. has met with great interest on the part of 
Arabian audiences. 

One of the most original of these composer-interpreters is 
the Iraqi musician Munir Bashir (see page 110). He has satis
factorily and convincingly solved the ostensibly unsolvable 
problem of the further development of traditional Arabian music 
by creating something new without destroying the old. Munir 
Bashir's music is directly descended from traditional Arabian 
music. Its authenticity is underscored by its embedment in the 
Arabian tone system, by its adherence to the traditional charac
teristics of form and style, and by the instrument that serves 
him when he performs, the 'ud. In stark contrast are the sup

porters of the jadid, who have caused great damage to the Ara
bian music tradition by seizing a fundamentally foreign genre 

that originated in a very different cultural sphere and making it 
completely their own. Their creations thus became foreign sub

stances within the framework of Arabian musical practice. 
The maqam performances of Munir Bashir are deep medi

tations. philosophizing on the lute with mystical expressive 
content. Whereas a taqsim performance today does not, as a 
rule, last longer than ten minutes lest it bore the listener, Munir 
Bashir's exciting taqsim presentations can last more than forty 

minutes. In a conventional taqsim, only one musical climax-
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the highest tone level-is usually presented, but Bashir's 
taqasim have several such high points, which are developed spa
tially, dynamically, and agogically. While the dynamic level of 
traditionally performed Arabian music typically lies unchanging 
in the medium range, the dynamics of Bashir's taqasim range 
from If to ppp. Also new in Bashir's taqasim are his use of har
monic tones, which expand the tonal range of the lute by two 
octaves, and his stopping of strings in different positions, which 
reveals new timbres on the instrument. Furthermore, the long 
pauses between the melodic passages of his taqasim possess an 
extraordinary tension. 

All these elements, paired with a high degree of musical 
originality and virtuosity, put a unique stamp on the music of 
Munir Bashir. He is concerned not with mere reproduction of 
the traditional but rather with further development while main
taining authenticity. Bashir's music is just as Arabian as 
Beethoven's is German or Borodin's, Russian. Because Bashir, 
in the words of Bernhard Lewis, freed himself "of the irritant of 
foreign interference" and "met the West on terms of equal co
operation" (see page 142). his music has achieved success-not 
only in Arabian lands but in Europe and the United States as 
well-to an extent that has not to date been equalled by any 
composer in the other two categories. 

In the domain of singing, a phenomenon that has thus far 
surfaced approximately every two hundred years in Arabian 
music history is encountered in the person of Umm Kulthum 
(1896-1975), the prima donna of Arabian vocal music. Her out
standing artistry can truly be compared to such legendary sing
ers as Ziryab and J:lamuli (ninth and nineteenth centuries). 
Umm Kulthum was born in an Egyptian village in the year 
1896. Her father, a Shaykh, used to perform religious songs 
and praises to the prophet Muhammad in the mosque. At the 
age of five, she could already recite from the Koran. Still as a 
small girl, she appeared as a singer at village festivities and 
assisted her father at his performances. From 1918 on, she 
gave public concerts in Cairo. These were broadcast regularly 
by Cairo Radio, starting in 1937. In the year 1923, Umm 
Kulthum moved to Cairo. 

Umm Kulthum's originality is evident in her inimitable 
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vocal interpretations, which are based on a musical phenome
non that can only be described as improvisatory-compositional. 
Attentive listeners can discern how Umm Kulthum changes the 
tempo of a qa~Idah, how she stretches or shortens phrases, how 
she unexpectedly repeats words or entire lines of verse, and 
how she throws the substance of a text segment into relief by 
long improvised melodic passages. By a certain play of gestures, 
by sighing, or by a mere movement of the hands, Umm Kulthum 
was able to convey the content of a song so well that the audi
ence would be swept away by her performance. Moreover, the 
songstress's voice, judged according to the standards of Ara
bian music aesthetics, had all the characteristics of perfection; 
it was regarded as beautiful, radiant, ravishing, and dreamlike. 

Umm Kulthum's concerts usually took place in a large gar
den in Cairo on the first Thursday of every month during the 
concert season. The program consisted exclusively of qa$d'id 

(plural of qU$idah) that had been expressly written and set to 
music for her. The premiere of a qa~Idah was always a big and 
exciting musical event, not just for the public assembled at the 
open-air concert, but also for the millions of listeners through
out the Arabian world who were seated in front of their radios. 

The musical experience imparted to the listeners by per
formers like Umm Kulthum and her ensemble is called tarab. 

The intensity of tarab depends primarily on the voice and per
formance style of the singer, as exemplified by Umm Kulthum. 
Her performances often only approximately followed the fixed 
rhythmic-temporal organization of the melody. She would strip 
some melodic passages of their strict rhythmic form in order to 
repeat, vary, and paraphrase individual sections in an improvi
satory way or transform the musical material more dramatically 
within the framework of traditional modal principles. Her pre
sentation thus hovered between that which she performed and 
that which she created herself. The musical contrast between 
the familiar and fixed on the one side and the new, freely struc
tured though related on the other creates, in general, a tension 
whose up and down evokes tarab in the listener. The emphasis 
of this contrast represents the most striking stylistic element of 
Umm Kulthum's artistry. 

As is common in contemporary Arabian vocal music, one 
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speaks of the qa~a,id of Umm Kulthflm; that is, one uses the 
name of the singer without describing the composition more 
specifically. For the majority of the music-loving public, the per
son of the composer remains unknown. His contribution to the 
musical event appears to be irrelevant to the listeners. Only a 
few people, mostly musicians, know the names of those who, in 
certain circles, are highly desired. 

Approximately ninety-five percent of the programs offered 
by radio stations in Cairo, Baghdad, Damascus, or Rabat, how
ever, consist of pop songs, whose popularity lasts only three or 
four months, after which they usually fall into complete obliv
ion. Musical products such as these cannot be clearly assigned 
either to the domain of art music or to that of folk music. Thus, 
ninety-five percent of the radio programs bear witness to the 
unhealthy situation that prevails in Arabian musical life today: 
fixation on the musical "new," the jadid. A constructive music 
critique in this direction is completely lacking. 

In recent years, Arabian musicians have sought to find 
more recognition within their own society by performing on 
European stages. Not until the early sixties did musicians and 
singers begin to recognize and exploit this possibility. But the 
only Arabian artist who can survive in a European concert hall 
is one who appears before the audience as a representative of 
traditional Arabian musical culture. Inferior Arabian composi
tions in a European style and musical genres of the jadid, nei
ther of which convincingly represents either the European or 
the Arabian, have no chance here. Arabian musicians on the 
European stage have the possibility of winning over the audi
ence by performing traditional Arabian music and fully using 
their artistic expressive powers. Musicians who manage this are 
also assured of wide acceptance in their homeland. 

The Arabian musician has always been not only composer 
and interpreter in one person but also teacher. Consequently, 
many excellent musicians and composers are active today as 
teachers in the music conservatories that have recently been 
established in almost every big Arabian city. There one can 
learn to sing or to play an Arabian instrument, and anyone with 
musical talent can earn a diploma from one of these conserva
tories. The graduates go on to work in urban music ensembles 
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or at the local radio station, or they give private music lessons
usually. however, outside the big cities. 

Imitation of European teaching programs and methods in 
the music schools, however, has also led to the familiar prob
lems with relation to the preservation and further development 
of traditional Arabian music. Instruction in classes or groups 
includes subjects such as music history, music theory, and ear 
training. Teaching methods developed in Europe for the study 
of the violin, flute, and so on, were transferred to the study of 
Arabian musical instruments and, in a modified form, to the 
study of voice. In the beginning are simple exercises, followed 
by short compositions. and not until after one or two years are 
bashraf, sama'I. and muwashshal). pieces studied. 

Prerequisite for studying at a music conservatory is a com
mand of European notation. Modal structures, however, must 
be learned without written notes, through intensive listening or 
oral instruction. When musical forms such as the taqsim and 
layali are rendered in European musical notation. they leave 
the reader, especially one less familiar with the music. too 
much free play in interpretation. The student therefore listens 
to and musically imitates the teacher until able to find his or 
her own musical forms of interpretaion and expression. Thus. 
the transcription of Arabian music in European notation 
appears to be hardly more than an unavoidable evil with which 
the Arabian musician must live today. 
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Religious Music 

~(/he religious music of the Arabs encompasses the 
~__)"--1 music of Christians as well as that of Moslems. We 

will confine ourselves here to the music of the Moslems, which is 
based on the same structural elements as secular Arabian mu
sic. The church music of the Christian Arabs, on the other hand, 
has its roots in foreign musical cultures: in Catholic, Greek Or
thodox. and Anglican, as well as in Coptic and Maronite church 
music. Although the latter two likewise have their origins in a 
Near Eastern realm. they should nevertheless be viewed more as 
representatives of the music of the Eastern churches than as at
tributable to a specific Arabian music culture. 

Religious music is performed by Moslems in the mosque 
during the dhikr ceremonies, during the mawlid festivities, and 
at various other religious occasions. Central to this music is a 
sung text that glorifies God (Allah), his prophet Muhammad, 
and the Prophet's family (ahl al-bayt). Musical instruments. 
especially the melodic instruments, are seldom played. During 
processions or for the musical accompaniment of a religious 
festival. however, the sounds of cymbals and hand or barrel 
drums are often heard. 

A discussion with a Moslem holy man about the "music of 
Islam" would quickly prove to be problematic. Vocal forms with 
religious content such as the mawlid, qa$idah, dhikr. madif:t, 

and so on, are not defined as music by the Moslems. Through
out the various epochs of Arabian history. Islamic legal scholars 
and theologians have by no means been in agreement about the 
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value and function of singing and instrumental performance in 
either a religious or a nonreligious context, that is, about the 
value of listening to music itself. Influenced by prevailing moral 
and religious attitudes, some praised and glorified the musical 
vocation, while others condemned any kind of singing and per
forming. But despite such negative sentiments, a distinctive 
Islamic musical practice was nevertheless able to develop. 

The Reading of the Koran 

The Koran itself is often presented in the form of a song that rep
resents its own vocal genre. Such a Koran performance requires 
a beautiful voice and great musical skill. Nevertheless, the one 
who presents the Koran is never referred to as a mughann'i 
(singer), although he of course actually does sing, but as a 
muqri', tal'i, murattil, or mujawwid (reader or reciter). No Moslem 
would ever use the word singing in reference to a recitation of the 
Koran. Terms such as those named above are only applied to the 
Koran recitation, which is to say, the field of religious music in 
general. The differentiation between reading and singing is jus
tified by the fact that the Koran does not, in fact, have to be sung 
but can also be recited or read in a plain manner and style. Even 
so, the best Koran readers are always excellent singers as well, 
and thus the singing of the Koran must be clearly differentiated 
from secular song forms. 

The reading of the Koran has a liturgical and sacramental. 
indeed even a mystical, function. It is a permanent part of every 
devotional service of the mystical brotherhoods. The Koran, the 
holy book of Islam, embodies a treasure of eternal truths that 
are realized anew with each reading. It contains the words of 
God as imparted to the prophet Muhammad by the angel 
Gabriel. The Koran is thus by no means a literary product of the 
Prophet himself but rather is of divine origin. It consists of 115 
chapters, the suras, which are sub-divided into verses. The 
entire book contains approximately four hundred pages, with 
the suras arranged in such a way that the longer ones precede 
the shorter ones. Immediately following the opening sura, al

jatil).ah, comes a sura with 286 verses, the longest in the Koran; 
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the last sura, with only three verses, is the shortest. 
The reading of the Koran is the art of recitation of the holy 

book according to established rules for pronunciation, intona
tion, and caesuras. These rules were laid down by the Prophet 
himself and passed on from generation to generation. Already 
during the lifetime of the prophet Muhammad, some of his fol
lowers (.~al;uibah) had distiguished themselves in the reading of 
the Koran. They spread the art of reading among their fellow 
believers. Not until the eighth century A. D., that is, the century 
after the birth of Islam, did seven great Islamic scholars lay 
down the rules for the so-called seven ways of reading, which 
are still valid today. The reading of the lbn J:Iaf~. though, was 
propagated most widely among Moslems. Eventually, during the 
ninth century, the faithful began to "sing" the Koran without, 
however, departing from the rules of the seven ways of reading. 
Since that time, Koran reciters have received their religious and 
musical education at one of the many Koran schools. 

The reading of the Koran is performed as a solo and begins 
with the two mandatory formulations presented one after the 
other: "God protect me from the wicked devil!" and "In the name 
of Allah the merciful. the compassionate." It concludes with the 
mandatory phrase "The great God has spoken the truth." A 
reading can start in the middle of a sura and finish before the 
end of a sura. 

The musical structure of the reading is defined, first and 
foremost, by the musical talents of the reader and by the 
expressiveness of his voice. Thus the same sura can take on 
several musical forms. A reciter who pays special attention to 
pronunciation and caesuras can perform a sura on one, two, or 
three tones, or the presentation can be clothed in an artistic, 
musically complex form. In the latter case, the reading can 
resemble a complete maqam performance. In each case, how
ever. the paramount rule is to pronounce the words clearly and 
to partition the verse in a way that is syntactically logical and 
corresponds to the rules. Thus, everyone who has a command 
of the reading rules-and they are taught orally to every Moslem 
in school-may read the Koran without having to sing at the 
same time. Good Koran readers are generally engaged at the 
larger mosques in the cities. 
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The Koran text contains no marks, such as the neumes 
and the ta 'amlm of the Old Testament, that suggest the shape 
of the melody. Nevertheless, approximately twenty-six symbols, 
partly in calor, are used underneath, above, or beside the indi
vidual letters. These are small circles, rectangles, dashes, and 
letter symbols of the alphabet. They indicate how a consonant 
is correctly pronounced, whether a blending with a neighboring 
consonant may take place in the pronunciation, whether recita
tion pauses are forbidden at a particular place, or if caesuras 
are possible in the text. Musical matters are not referred to. 

Viewed from a musical standpoint, the Koran performance 
(tartil, tajwid, taghbir) is based on one of the many maqam rows 
of Arabian secular art music. Not infrequently, the reading 
actually involves a complete maqam presentation. It differs 
from the secular performance forms, however, in that the struc
ture of the melodic line is largely shaped by the rules of reading 
that must be taken into account. The Koran reading also 
involves the musical design of melodic passages with different 
lengths. Their temporal expansion, however, is essentially 
defined by the caesuras in the text. In every melodic passage, 
just as during a secular performance, the performer realizes a 
tone level centered on one tone of the maqam row. The presen
tation of the mandatory phrases at the beginning and end of the 
Koran reading is always restricted to the first tone of the 
maqam row. Other characteristics are the relatively slow tempo 
of the singing, the many long sustained tones, the melismas on 
consonants as well as on vowels, the register changes at the 
interval of an octave, and the long pauses of up to ten seconds 
between melodic passages. During these pauses, the faithful 
burst into spontaneous applause, especially when an excellent 
Koran reader, by modulating to neighboring maqam rows or by 
abruptly finishing a melodic passage on a high tone, manages 
to heighten the inner tension of the listeners until they have no 
choice but to release it with exclamations praising God. 

The Koran reading generally takes place on Fridays-in the 
mosque during the holy service by the muqri', at home with the 
family during religious festivities, and recently also on the radio 
and on television in front of a microphone and camera. What is 
heard in each case is a chapter of the Koran-complete or in 
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The First Ninety Seconds of the Sixty-Seventh Sura 
al-mulk (''The Empire") 
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The melodic line is represented here using a five-line system. but in contrast to 
the Western method of notation, with beams of different lengths. The duration 
of a tone is determined by its absolute length in seconds (occuring as vertical 
dashes in the transcription) and expressed by the length of the beams. The 
above recitation is based on the maqam bayati. It is from a recording that 
appears on the record "Union Records U 132" in Cairo. 
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excerpts. Furthermore, during each of the five prayer times pre
scribed throughout the day, every believer recites al-fati/:lah (the 
opening sura) and other selected short suras. This is done in 
the mosque, within the circle of the family, at the workplace, or 
at any other location. The publicly presented reading of the 
Koran, however, should be viewed as a highly developed art 
form that presupposes a mastery of the maqam repertoire and 
the rules of the tajwid as well as a full-sounding voice in a high 
register. 

TheAdhan 

The adhan is the name for the call to pray from atop the minaret. 
With this, the believers are called to the Friday holy service and 
to the five prayers prescribed for the day-in the morning, at 
noon, in the afternoon, at sunset, and in the evening. Shortly be
fore the beginning of the holy service the mu' adhdhin (muezzin) 
climbs atop the minaret or the roof of the mosque and loudly and 
distinctly sings the text of the call to prayer, which for orthodox 
Moslems comprises these seven formulations: 

1. God is most great. 
2. I witness that there is no God but Allah. 
3. I witness that Muhammad is the messenger of God. 
4. Come to prayer. 
5. Come to salvation. 
6. God is most great. 
7. There is no God but Allah. 

These seven phrases are repeated one or more times 
according to fixed rules, with a longer singing pause following 
each phrase. Already during the lifetime of the Prophet it was 
customary to announce the holy service in this manner. 

The musical structure of the adhan is defined by the prin
ciple of contrast, which gives an individual musical profile to 
each repetition of a phrase as well as to the different phrases. 
Whereas, during the first appearance of a phrase, the melodic 
line ordinarily turns out short, is less melismatically elaborate. 
and has a limited tonal range, the repetition can be clothed in 
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an extended, richly embellished melodic passage, whose tonal 
range can extend over an octave. 

Altogether, the adhan is made up of twelve melodic pas
sages that move between two tonal centers in the same maqam 
row, separated by a fourth or a fifth. Each adhan can thus be 
unmistakably identified, quite apart from the details of the 
melodic line, by the position of these two melodic poles. The 
tempo of the adhan is usually quite slow: only at sunset is it 
performed at a faster tempo and with fewer melismas. For fes
tive occasions it is customary for two mu'adhdhinayn (dual of 
mu' adhdhin) to perform the adhan antiphonally. With skilled 
mu' adhdhinin (plural of mu' adhdhin), such as those engaged at 
the large urban mosques, the call to prayer can become a highly 
developed artistic musical form. 

TheMawlid 

Mawlid means "birthday" and denotes the public performance of 
the story of the Prophet's birth. In the mosque or in domestic 
spheres, a solo singer and a choir perform the text of the mawlid, 
which is composed in rhymed prose. The mawlid may thus be as
cribed to the genre of the madil;l nabawi (see page 159). which is 
exclusively reserved for praises of the Prophet or the Prophet's 
family and is widespread in all Islamic lands. 

The official occasion for the performance of the mawlid is 
the birthday of the Prophet-according to the Islamic calendar, 
the first day of the month Rabi' Awwal. On this day, the faithful 
come in droves to the mosque to hear the mawlid story. The 
mawlid can also be performed at any other festive occasion in 
the mosque, as well as in a private setting. Such performances 
take place at the special wish of a believer, who is responsible 
for covering the costs of the singer. The preferred time of day for 
such a mawlid performance is the time after the evening prayer. 

The oldest mawlid text known to us probably has its ori
gins in twelfth-century Persia. From there, manuscripts spread 
to all parts of the Arabian world. Today, at least forty versions 
of the text are known in the Arabic language. They come from 
different epochs and vary considerably in style and form. In 
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essence, however, they all illustrate versions of the story of the 
birth of the Prophet. Among the authors of the mawlid texts 
were leaders of the various Islamic sects and other shaykhs, 
who not infrequently added new elements to the actual story, 
things that appeared to benefit their limited political and eco
nomic objectives. In North Africa, the mawlid is usually based 
on the text of the Imam Barazanji, while in Iraq, that of the 
'Uthman al-Maw1?ili is preferred. 

The musical performance of the mawlid is undertaken by a 
solo singer with a resounding voice who has a command of the 
maqam repertoire. He is assisted by a chorus of eight to sixteen 
men. The chorus sings in unison and, following certain seg
ments of the mawlid text, inserts new verses of poetry as well as 
prayers or blessings for those present. The musical structure of 
the mawlid is borrowed from the musical forms of secular art 
music: in North Africa, the mawlid calls to mind the style of the 
ma'luf, that is, the andalusi nubah; in Egypt, the dur; in Syria, 
the muwashsha:f:l; and in Iraq, the maqam al- 'iraqi. 

The Madll:t an-Nabawi 

The madi.f:t an-nabawi. is a widely popular song form in the Is
lamic world whose texts eulogize the Prophet and his family. At 
the same time, the madi:f:l an-nabawi represents a genre in the 
belletristic literature of the Arabs, wherein the deepest religious 
feelings of the Moslem can be expressed. The mada'if:t (plural of 
madi.f:t) owe their propagation to Sufism (Islamic mysticism) and 
the poets who fully cultivated this genre. 

The earliest mada'i:f:l, however, came into being in A.D. 632, 
immediately after the death of the prophet Muhammad. Thus, 
one might justify the perception that the madi:f:l an-nabawi is 
actually a kind of death song. But since Moslems continued to 
devote their thoughts and address their prayers to the prophet 
Muhammad after his death as if he were still alive, the term 
madi:f:l ( .. praise") was considered the only legitimate one. The 
first mada'i:f:l were written by l:fassan Ibn Thabit, the scribe of 
the Prophet. The poems of Ibn Thabit served as a model for later 
poets-as, for example, 'Ali Ibn Abi Talib, the son-in-law of the 
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Prophet and also the fourth Islamic Caliph, who also included 
the Prophet's family (ahl al-bayt) in his songs of praise. 

The special sympathy and the compassion that the Mos
lems offer the ahl al-bayt, harkens back to A.D. 660, when 'All 
lost the battle over the caliphate to Mu'awiyah, an Umayyad. 
This compassion was further intensified in the year 661, a year 
after the murder of 'All. and reached its zenith after the murder 
in 680 of l:fusayn, the son of 'Ali, who was also a grandson of 
Muhammad. The blood that was unjustly shed by the family of 
the Prophet has stirred the passions of Moslems for centuries. 
Those tragic events are the basis for the intense manifestations 
of sympathy by the Shiites who, from that day until this, on the 
tenth of the month mul:larram, the so-called laylat 'ashurah 

("'ashurah night"), mourn the anniversary of l:fusayn's martyr
dom at Karbala in Iraq. 

The most beautiful mada,il:l. by poets such as Kumayth 
(seventh century), Da' bal (ninth century). Sharif ar- Rac;liy 
(tenth century) and Mihyar, testify to a deep religious conviction 
and a great love of the Prophet and his family. Nevertheless. the 
masterpiece of the madil:l literature did not appear until the 
thirteenth century. when the ~ufi poet al-Bu~iri created the 
poem al-burdah, the title of which refers to the Prophet's outer 
garment. Al-burdah comprises 182 verses and enjoys great 
popularity among Moslems. Selected lines of verse are recited 
into the ears of those suffering from certain illnesses for the 
purpose of healing. In principle, the performance of the burdah 
poem is possible at any time; it is, however. explicitly mandated 
every Friday evening at the graveside of l:fusayn as well as for 
special religious occasions. After each line of verse. the person 
reciting is to insert a line of text called the mawlaya $alli. The 
supplementary text is always the same: "Lord, bless your 
beloved (the Prophet), the best of all men, and grant him salva
tion to the end of all time." 

The burdah verses have had an enduring influence on the 
madil:l poems. Poets imitated the model by using the same 
poetic meter and the same end rhyme, by replacing half of a line 
composed by al- Bu~iri with their own poetry. or by creating all 
conceivable combinations of original text with the newer poetry. 
As a result, the madil:l repertoire of today includes a great 
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Shiite preacher in Karbala, Iraq. Photo: H. H. Touma. 
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abundance of poetic works, from popular poetry to highly devel
oped art poetry. 

Musically, the following religious song forms are to be 
added to the madil;:t repertoire: tanzilah (revelation), ibtihal (sup
plication), tawassul (beseechment), tawshf/:t, and muwashshaf:t. 

The musical performance of a madil;:t is undertaken by a solo 
singer and a group of men, which forms the chorus. The partic
ipants also accompany their singing with frame drums. The 
instruments are known by the name mazhar or bandfr. The 
musical building block of the madil;:t is a melodic passage that 
the listener can encounter in different variations, paraphrases, 
and transformations. The chorus generally sings the text of a 
line of refrain in strict rhythmic organization, whereupon the 
soloist answers by improvtsationally varying, paraphrasing, or 
transforming the same line of text. In so doing, he emphasizes 
the characteristics of the respective maqam rows. He thus real
izes a modal improvisation in a free rhythmic-temporal organi
zation. The chorus then answers again with the refrain. In place 
of the refrain, however, a long sustained "Allah" can also appear 
on one of the tones characteristic of the maqam. As a general 
principle, though, the madil;:t observes the rules of the secular 
art music of the Arabs. 

The Dhikr 

Dhikr literally means "pronouncement" or "remembrance." In Is
lamic mysticism (Sufism), the dhikr is a ceremony whose liturgy 
can include recitation, singing, instrumental music, dance, cos
tumes, incense, meditation, ecstasy, and trance. As early as the 
eighth century. small groups of pious Moslems came together in 
organized circles to recite out loud the suras of the Koran and 
other religious texts. In these meetings, the essential core of the 
institutionalized forms of the dhikr and the sama', the so-called 
spiritual concert, can be seen. 

Sufism is also based on the Koran and the moral philoso
phy of Islam. It gained enormous popularity in view of the fact 
that it made possible an individual and intuitive approach to 
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Bandir player, participant in a dhikr of a ~ufi brotherhood in Meknes, Morocco 
Photo: J. Dietrich. 
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religion and its questions, and in this way coincided with the 
religious mentality of the masses. Too many were disappointed 
with the abstract teachings of orthodox theology and found in 
Sufism new spiritual gratification and room for a religious expe
rience that, moreover, did not put the believers in conflict with 
Islamic dogma. Besides the prayers that were prescribed five 
times a day, the Sufis began to practice devotional exercises 
that they called dhikr, with reference to the content of sura 33, 
verse 41, which reads: "Oh, true believers, remember God with 
a frequent remembrance, and celebrate his praise morning and 
evening." 

The Islamic ascetics used to dress themselves in woolen 
robes, according to accounts originating from the tenth century. 
The woolen robe thereafter became the definitive "trademark" of 
all Islamic mystics. The term $11ft itself is derived from the Ara
bic word for wool ($11}). Many Moslems freely subjected them
selves to the rituals and hierarchical ordering that 
characterized religious life in mystic circles. They enjoyed visit
ing the homes of the Sufis and participating in the discussions, 
litanies, and exercises that took place there. In time, organized 
brotherhoods developed out of these voluntary gatherings, with 
a shaykh, an important religious authority, at their head. The 
followers flocked around the shaykh to let themselves become 
educated in his teachings. The shaykh, they believed, enjoyed 
the blessing of God. He passed his knowledge on to the youth 
who later. in turn, conveyed the mystical doctrine. the tariqah. 

to others. In this way, the number of followers grew very fast. 
The literal meaning of tanqah is "way" or "path." The differ

ent turuq (plural of tariqah) therefore originally signified the var
ious mystical teaching concepts that were linked to the person 
of the shaykh. JlLruq later became the generic term for the reli
gious orders that were being established everywhere during the 
twelfth and thirteenth centuries and later, the main objective of 
which was to win over new members. The converts were to be 
initiated into the tanqah of the founder of the order and then to 
continue participation in the required devotional services. 

There are still a great many turuq in the Islamic world 
today: their members are encountered in all Arabian lands. 
Now. as from the beginning, the turuq differ from one another 
in individual aspects of their religious doctrine and in the kind 
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of devotional exercises they practice. The dhikr ceremony. in 
particular, can be structured differently from tariqah to tariqah; 
that is. a particular ceremonial aspect might be neglected in 
one but emphasized in another. For example one tariqah might 
focus on movement and dance, another on meditation and 
trance, and a third on the act of self-flagellation. 

Viewed from a musical standpoint, the dhikr ceremony 
represents a large-scale musical form that can last several 
hours and is laid out as a cycle that can include several genres 
of secular Arabian art music. The fundamental goal of a dhikr 
ceremony is to bring about God's presence (f:tac;lrah) during the 
devotional service. It is therefore the l).a<;lrah, the presence of 
God among the believers, that marks the climax of the cere
mony of all turuq, regardless of the formal structure of the 
dhikr cycle. The state of the l).a<;lrah is evoked when those in 
attendance have called out the name of Allah so often that they 
fall exhausted into a trance. 

The tasks that present themselves during the realization of 
a ceremony are assigned to individual brothers of the order 
within the tariqah, in accordance with the prevailing hierarchy. 
These brothers, who are concerned in this way with different 
duties, are referred to as fuqara' or af:tbdb, the "beloved" (of the 
shaykh). The assignment of duties applies to the main office of 
the shaykh just as much as to the simple office of the cleaning 
person of the mosque. There are supervisors. choir singers. solo 
singers, Koran readers. dancers. instrumentalists. sword danc
ers. and so on. In their various functions. all contribute in their 
own way to the achievement of the common goal. the l).a<;Irah, or 
ceremonial climax. 

On a fixed day of the week. the followers of a tariqah 
assemble either in the mosque or in the so-called zdwiyah ("cor
ner") outside the mosque to hold the dhikr ceremony. The 
muqri' begins with the recitation of a Koran sura. This is fol
lowed by the madil). section, whose content and music. even 
within a tartqah, can be shaped very differently from land to 
land. The vocal and instrumental pieces and the rhythmic pat
terns correspond largely to the apparent musical forms of secu
lar art music as practiced in the respective lands. Thus. the 
musical elements of the madil). section in the Iraqi dhikr 
(maqam rows, wazn patterns, music and poetic forms. style ele-
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ments) are taken from the maqam al- 'iraqi repertoire. The same 
applies to the madH~ in relation to the niibah in North Africa, to 
the diir in Egypt, and to the muwashshal:l and qa~idah in Syria. 
In Syria, the madil:l section is made up of a chain of qa~a'id and 
muwashshal:lat, which are accompanied instrumentally. All the 
texts, of course, have a purely religious content. 

The l:laQ.rah section, as a rule, consists of a continuous 
repetition of the name of God, which forms a kind of ostinato on 
top of which a soloist renders a hymnlike, richly ornamented 
song. At many turuq, the ceremonial climax is reached through 
the unrelenting cries "Allah! Allah!" or "hii hii" ("He! He!"), again 
meaning Allah. This melismatic singing is accompanied by deep 
exhaling and inhaling of the participants. When exhaling, the 
participants bend forward, while inhaling, they stand straight 
again. While the name of God is articulated by those present in 
a manner that is rhythmically accentuated, emphatic, and at 
one with the inhales and exhales, the speech and breath pat
terns transform during the course of the l:laQ.rah as follows: 

j =inhaling; r =exhaling 

I 

J r 
a~ a--- alia h 

r r 
a~-~-~ alia-- h 

ur i 
a-- a a alia-- h 
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Gradually, the shaykh speeds up the tempo, resulting in a 
simple 

al- lah 

and, finally, the participants change over to a fast 

n 
hii hii 

that is forced out while exhaling. Together with the breathing 
rhythm, the body movements of the believers also accelerate, al
though they remain in their places during the entire ceremony. 
The point of culmination has now been reached. The state of 
trance sets in among the participants. With a song of prayer, the 
ceremony ends. 
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Recent Publications 
on Arabian Music 

~(/ he history of research in Arabian music is as old 
\ ... _~_j _ _)"-f as Arabian cultural history. Already in the eighth 

century, Arabs wrote treatises on Arabian music. The earliest 
work written by a European giving information on this theme is 
Cartas sobre la musica de los arabes (1787). by Juan Andres of 
Venice. This chapter, however, discusses only more recent pub
lications on the music of the Arabs, publications that have ap
peared since the end of World War II. 

As extensive as the European-language literature on Ara
bian culture may be, there are few treatises in which Arabian 
music is explored by Western musicologists and ethnomusicolo
gists. The politically unstable situation in many parts of the 
Arabian world may be to blame, but the almost inexhaustible 
volume of material and the lack of preliminary studies may be a 
contributing factor. In contrast, the number of publications by 
Arabian scholars in the Arabic language is large, even though 
only a few of these works are capable of furnishing sound, 
hitherto unpublished, scholarly information. More often, infor
mation and hypotheses already published by Western musicolo
gists are merely repeated. It must be pointed out, however, that 
in the Arabian world, the subject of musicology is seldom if ever 
taught at a university. The only exception is the Institute of 
Musicology at the University Saint Esprit in Kaslik (Lebanon). 
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The practical education of musicians, on the other hand, is pro
vided for at many institutions in Arabian lands. 

Publications on Music Theory 

Arabian music scholars conducted their research chiefly on the 
basis of a purely theoretical, mathematical way of thinking, com
pletely independent of the practice. Theory always had prece
dence over practice. An example of this is the book Falsafat al

mU.Siqa ash-sharqiyah (The Philosophy of Oriental Music) by the 
Syrian philosopher and mathematician Mlkha'il Allahwlrdl. pub
lished in Damascus in 1948 (Allahwlrdl 1948). 

In the fifth volume of his extensive work La musique arabe 

(d'Erlanger 1949). Baron Rodolphe d'Erlanger deals with the 
different theories of the Arabian tone system that were dis
cussed during the Cairo Conference in 1932. A detailed discus
sion of the modal tone system follows. The total of 120 modes 
are divided into sixteen genres; each individual mode is ana
lyzed independently. A transcribed taqslm illustrates the text in 
each case. The analyses are based on the assumption that the 
mode can be understood as a chain of tetrachords. This tetra
chord theory is as old as Greek music theory. It cannot, how
ever, explain why modes with the same tetrachordal structure 
sometimes have different names and are assigned to different 
genres in d'Erlanger's modal system. 

The sixth volume of La Musique Arabe appeared in 1959. 
Here, d'Erlanger deals extensively with the rhythmic-temporal 
organization of Arabian music and the individual musical 
genres (d'Erlanger 1959). Each of the 110 wazn patterns is ana
lyzed and explained. Transcription examples from the field of 
art music are provided and, together with the song texts, like
wise examined. These two excellent volumes by d'Erlanger are 
therefore capable of providing a comprehensive picture and are 
indispensible for anyone looking for more detailed information 
on Arabian music. 

Since 1969, two other important works in this field have 
appeared. One of these is Qiyds as-sullam al-miisiqi al- 'arabi 

(Measurement of the Arabian Scale), a book by the Egyptian 
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Yusuf Shawqi, former director of the Cairo Symphony Orches
tra, who was also a research fellow at the Center for the Publi
cation of Arabian Manuscripts (Shawqi 1969). Shawqi critically 
discusses the efforts of musicologists, specifically around the 
year 1932-the very year in which the Cairo Conference on Ara
bian Music took place-to measure the Arabian scale exactly. 
The author presents a detailed concept for systematic measure
ment using electronic instruments. Independent of the more 
hypothetical, purely theoretical measurements of the past, 
Shawqi wants to clarify whether the octave in Arabian music 
actually contains twenty-four tones or whether, in fact, there 
are fewer. He is also concerned with establishing the exact size 
of the intervals as determined by musical practice. Although 
twenty-four tones do theoretically exist, the practice is familiar 
with many fewer pitches. 

The second of these important works is a book by an Indo
nesian, Liberty Manik, but published in Germany: Das ara

bische Tonsystem im Mittelalter (The Arabian Tone System in 
the Middle Ages; Manik 1969). Manik's work-submitted as a 
dissertation at the Free University in Berlin (Manik 1969)-is 
based on a critical examination of fifteen music treatises that 
were written between the eighth and thirteenth centuries and 
are preserved today in various libraries and museums of 
Europe and the Near East. Mantk's investigation of the Arabian 
tone system is therefore based entirely on the theories devel
oped in the Middle Ages. Because all the treatises that Manik 
took into consideration have already been published in transla
tion, the value of his work lies more in the fact that he subjects 
the works to a comparative study. In comparing the mode rast 
of the Middle Ages with the modern form, he comes up with an 
explanation for the fact that, in contrast to the Turks and Per
sians, the Arabs tend to divide the octave into twenty-four 
pitches. To this day, the Arabian tone system is based on the 
pure Arabian system of al-Farabi from the tenth century, 
whereas the Turkish and Persian tone systems are derived from 
the Pythagorean system of $afi ad-Din al-Urmawi from the thir
teenth century. 

Music theory in the second half of the thirteenth century is 
investigated by 0. Wright in The Modal System of Arab and Per-
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sian Music A.D. 1250-1300 {Wright 1978). The work deals with 
the analytical procedure of followers of the Systematist school 
of ~afi ad-Din al-Urmawi (d. 1294). 

The most comprehensive work on questions of Arabian 
music theory was done by Amnon Shiloah in his book The The

ory of Music in Arabic Writings (c. 900 to 1 900) (Shiloah 1979). 
In the form of a catalogue, Shiloah presents more than six hun
dred treatises that are preserved in forty European and Ameri
can libraries. Three hundred forty-one of the treatises are 
analyzed in detail. Those topics covered in the source catalogue 
include acoustics, call to prayer (adhcin), literature (adab), 

earth sciences, dance, modes, musica speculativa, musicians, 
notation, phonetics, rhythm, and meter. This truly excellent 
publication of Shiloah, which was published in the Interna
tional Source Lexicon of Music (RISM) series, does not, however, 
take into account the manuscripts in the holdings of libraries 
and archives in India, the former USSR, and the Arabian lands. 

Bibliographies and Glossaries 

The bibliography Rei' id al-miisiqi al- 'arabiyah (Guide to Arabian 
Music) was compiled by 'Abdull).amid al- 'Alwaji (al- 'Alwaji 1964). 
The work lists more than a thousand writings on Arabian music 
that have appeared, chiefly in the Arabic language, during the 
last seventy years. The entries are organized according to head
ings (music, song, dance, singer biographies, music listening, 
musical instruments), and the headings are further subdivided 
according to authors' names. A subject index as well as an au
thor and title index considerably facilitate work with this bibli
ography. AI- 'Alwaji also published Al-murshid ilci an-nitcij al

miisiqi (A Guide to Musical Work) (al- 'Alwaji 1975). The bibliog
raphy contains 865 entries supplemented by an alphabetical 
name and book index. Listed here are books and articles from 
the time between 1964 and 1975. The work thus complements 
the author's earlier publication. 

With The Sources of Arabian Music, Henry George Farmer 
published an annotated bibliography of all Arabian musical 
treatises written between the eighth and seventeenth centuries 
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(Farmer 1965). Farmer specifies the place where each treatise is 
kept, along with its classification number at the library in ques
tion. Also noted is whether the work has been published and 
translated. All entries are ordered chronologically according to 
author. 

Neuere Bilcher zur arabischen Musik (Recent Books on Ara
bian Music) is the title of an article by Eckard Neubauer (Neu
bauer 1971). In it he discusses Henry George Farmer's work 
The Sources of Arabian Music in addition to predominantly more 
recent publications that have appeared in the Arabic language 
on the music history and music theory of the Arabs. Neubauer's 
catalogue, nonetheless, encompasses a total of fifteen hundred 
years of Arabian cultural history. 

Wilhelm J. Kriiger-Wust's bibliography Arabische Musik in 

europdischen Sprachen (Arabian Music in European Languages), 
with over two thousand entries, encompasses all areas of Ara
bian music-art and folk music, music theory and musical 
practice, instrument construction, Islam and music, as well as 
biographies of composers, interpreters, and music theorists 
(Kriiger-Wust 1983). The bibliography is arranged alphabeti
cally according to author, with a subject index facilitating use. 
Because publications on Spanish-Arabian music are taken into 
account as well, the bibliography also represents an important 
contribution to the research of this area of Arabian music and 
European music of the Middle Ages. 

An annotated dictionary of Arabian music terminology is 
presented by Lois Ibsen al-Fan1qi in her Annotated Glossary of 

Arabic Musical Terms (al-Fan1qi 1981). The tradition of glossa
ries of musical terms in the Arabian culture reaches back 
approximately 1500 years. The alphabetically ordered entries in 
Arabic, English, and German, compiled from over 150 works on 
Arabian music, have been carefully commentated and critically 
examined by al-Faruqi. For every entry, the source is named. 
Concluding with five extensive appendixes, this annotated spe
cialized Arabic-English dictionary is currently the only one of 
its kind. 
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Editions of treatises from the Middle Ages 

Publications of musical treatises from the Arabian Middle Ages 
make up a large part of the recent music history research of the 
Arabian world. But because the publishing projects are rarely in 
the hands of musicologists, the commentaries are usually lim
ited to brief descriptions of the manuscript or to comparisons of 
several versions of a manuscript and the type of printing. Among 
the many publications of this kind, only two should be men
tioned. As exceptions to the rule, these publications are based 
on the sound scholarly work of the editor. 

A critical edition of al-Farabl's Kitab al-miisiqa al-kabir 

(The Great Book of Music) was undertaken by Ghattas 'Abdul
malik Khashabah (al- Farabi 1967). This huge edition appeared 
in Cairo, presumably in the year 1967 (as in most Arabian pub
lications, information pertaining to the year of publication is 
unfortunately missing). The edition consists of a detailed criti
cal comparison between copies of the treatise that are preserved 
in Leiden, Istanbul, and Princeton, and the French translation 
of Baron d'Erlanger, who based his translation on copies pre
served in Leiden, Milan, Beirut, and Madrid. The book, which 
contains more than twelve hundred pages, can be obtained 
through the Dar al-kitab al- 'arabi in Cairo. 

A carefully annotated edition also exists of al-Kindl's 
Risalah fi khubr $ina'at at-ta'lif (A Treatise on Composition). 
This is a treatise from the ninth century that had already been 
published by Lachmann and Hefni as well as by the Iraqi 
Zakariya Yusuf. The work was published in 1969 by the Egyp
tian Yusuf Shawqi, who, by supplying it with a brilliant scholarly 
commentary, simultaneously corrected the mistakes of his pre
decessors in the earlier editions (Shawqi 1969). A forty-page 
appendix in the English language is attached. Shawql's edition 
was published by the Ministry of Culture in Cairo and can be 
obtained there through the Matba'at dar al-kutub. 

A complete French translation of the eleventh-century 
treatise Kitab kamal adab al-ghina' (Book on the Perfection of 
the Knowledge of Singing) by al-l:fasan Ibn Al)mad 'Ali al-Katib 
has been presented by Amnon Shiloah, who also commentated 
the work thoroughly. The translation appeared under the title 
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La Perfection des connaissances musicales (Shiloah 1972). A 
reproduction of the Arabic text is unfortunately not provided. 

Publications on Music History 

When one speaks of music history in connection with Arabian 
music, in contrast to Western-influenced concepts, the term en
compasses neither the history of the development of musical 
genres nor the creative work of a composer in its musical histor
ical context. What is meant here is more the musical life in gen
eral and the development of music theory, for the entire musical 
legacy of the Arabs consists of traditional musical forms that 
have been handed down orally and never written down. Hence, 
it has not been possible to write a music history according to the 
Western model. Instead, the music history research of the Arabs 
has been concentrated on the publication of musical treatises 
and critical commentaries thereof. together with sociologically 
oriented investigations into musical life and the personalities of 
individual singers and musicians throughout Arabian history. 
The latter were primarily artists who had already been men
tioned in the Kitdb al-aghdni (Book of Songs) of Abii al- Faraj al
I~bahani from the ninth century and in the Tales from the 1001 

Nights from the fourteenth century. Recent publications of this 
kind still have a narrative character. 

A fundamental study dedicated to musical life during pre
Islamic times is Na~riddin al-Asad's Al-qiydn wal-ghina' fi al

'a~r aljdhili (The Qiyan and Song in Pre-Islamic Times) (al-Asad 
1960). Serving as the source for al-Asad is Arabian poetry as 
handed down to us from the last 150 years of the pre-Islamic 
epoch. In the first part of his book, the author discusses the 
social status of the qiyan and their song repertoire and gives
as comprehensively as possible-information on the singers 
mentioned in the poems. In the second part, al-Asad deals with 
the relationships between the songstresses and the poets of 
their time, and compares the text repertoire of the qiyan to the 
wealth of poems available to us from the Jahiliyah. Although it 
is very difficult to furnish a reliable picture of the musical life of 
this long-past epoch, al-Asad manages to shed some light on 
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the time from a music-sociological point of view. 
The historical period that is most often dealt with in musi

cology literature is the one between the seventh and thirteenth 
centuries-from the birth of Islam to the downfall of the Arabian 
empire. A fundamental music-history work on this period was 
produced by Henry George Farmer with his book A History of 
Arabian Music to the Xlllth Century (Farmer 1967). Although 
published as early as 1929, this work is still considered to be 
the only sound and original scholarly treatise on the music his
tory of the Arabs. 

'Abbas al- 'Azzawi goes one step further, historically. with 
his small book Al- musiqa al- 'iraqiyah fi 'ahd al-mughul wat

turkuman (Iraqi Music During the Time of the Mongols and 
Turks). He discusses musical life, musicians, and musical 
instruments in Iraq from 1258 to 1534 (al-'Azzawi 1951). This 
publication contains seventy-two pages and includes descrip
tions of some treatises as well as biographies of the musicians 
of this epoch. 

Arabian musical genres and the musical practice of the 
nineteenth century is discussed by Habib Hassan Touma in the 
article "Die Musik der Araber im 19. Jahrhundert" (The Music 
of the Arabs During the Nineteenth Century) (Touma 1973). 
Touma bases his presentation on oral tradition and also on 
early recordings from the first two decades of this century. 

Eckhard Neubauer's dissertation "Musiker am Hof der 
fruhen Abbasiden" (Musicians at the Court of the Early 
Abbasids) (Neubauer 1965) complements Henry George Farm
er's music history from the year 1929 with regard to the early 
Abbasid period (850 to 950). Neubauer reports on eighty-four 
musicians who were active at the Caliph court between 750 and 
908 and describes the musical life of this time in general. 

'Abdurral)man 'AII El-J::Iajji is the author of Tarikh al

musiqa al-andalusiyah (A History of Andalusi Music). a publica
tion in which the author reports on the history of the al
andalus region as well as, in individual chapters, the muwash
shal), the muwashshal) poets, and the zajal (El-J::Iajji 1970). 
Finally, El-J::Iajji discusses the influence of these poetic forms 
on European poetry of the Middle Ages. 

The same theme was the focus of Spaniard Julian Ribera's 
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Music in Ancient Arabia and Spain Being La Musica de las Canti

gas. a work that appeared in its second edition in 1970 (Ribera 
1970). The author deals with the music history of Spain and 
musical developments during Arabian rule of the land. After an 
introduction on the history of music in the Mashriq, Ribera 
turns his attention to the Arabian music that was once culti
vated in Spain and gives an account of the earliest musical 
notation from fifteenth and sixteenth century Spain. Also dis
cussed are the Cantigas de Santa M aria, whose affinity to Ara
bian music is pointed out by the author, whereas theories that 
place the roots of the Cantiga in Gregorian chant are dismissed. 
For the research of present-day Arabian music in North Africa, 
Ribera's book represents an important source. 

In her dissertation, Die Theorien zum arabischen Einjlu}3 

auf die europiiische Musik des Mittelalters (The Theories of the 
Arabian Influence on European Music of the Middle Ages) 
(Perkuhn 1976). Eva Ruth Perkuhn discusses the areas of 
music theory, notation, and solfege; gives special attention to 
rhythmic modes; and deals with questions of instrument con
struction. Perkuhn points out the weaknesses of existing theo
ries and advocates a more thorough methodological approach to 
clarifying the problems associated with this subject area. 

Mal)mf:td Kamil is the author of a biography on 'Abdf:t al
I:Iamuli, one of the great musicians of the nineteenth century 
(Kamil 1971). 'Abdii. al-lfamii.ll: za'im at-tarab wal-ghina' 1841-

1901 ('Abdf:t al-I:Iamf:tli: Master of Music and Song 1841-1901) 

contains a selection of texts from qa~a'id, mawawil, adwar, 
taqatiq, and muwashshal)at, which were set to music (that is, 
sung) by the artist. Although the musical transcription of a dur 
and an analysis of the composition has been included in the 
book, notations of the song texts are completely lacking. 
Accompanying sound examples are also wanting, for without 
notation and sound examples, the work is of little significance 
for the non-Arabian. 
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Simon Jargy's small book La musique arabe (Jargy 1971). pub
lished as part of the Que sais-je? series, is intended for the lay 
public. It fulfills its purpose as a compact introduction to Ara
bian music. 

Also devoted to Oriental music is the Erganzungsband N of 
the Handbuch der Orientalistik (Supplementary Volume 4 of the 
Handbook of Oriental Studies). The volume contains an exten
sive article by Hans Hickmann entitled .. The Music of the Arab
Islamic Sphere"-a large overview of Arabian music from the 
seventh century to the present (Hickmann 1970). Despite the 
high quality of the contribution, the choice of the term Arab

Islamic is unfortunate. It would have been more apt to identify 
the music merely as Arabian (as many others such as Farmer, 
d'Erlanger, and Jargy have done), for there are likewise excel
lent musicians among the Christian Arabs and, in a land such 
as Indonesia where there are more Moslems than in the entire 
Arabian world, the adjective Islamic could be applied with at 
least the same justification. Accordingly, the music of the Mos
lems in Turkey and in Persia should be understood as specifi
cally Turkish or Persian forms of musical expression but not as 
typically Islamic. 

In her work .. The Nature of the Musical Art of Islamic Cul
ture: a Theoretical and Empirical Study of Arabian Music," Lois 
lbsen al-Faruqi describes the characteristic features of Arabian 
music with reference to the explanations of classical and con
temporary music scholars and, with regard to content and 
form, draws parallels between music and other Arabian forms 
of artistic expression (al-Faruql 1974). Al-Faruqi points to simi
larities between music, literature, and painting, and their 
embedment in an environment defined by Islam. 

La musique classique du Maghreb (The Classical Music of 
the Maghreb) is the title of a dissertation by the Tunisian Mah
moud Guettat (Guettat 1980). The work presents a comprehen
sive discourse on North African art music-of Morocco, Algeria, 
Tunisia, and Libya. The wealth of information it contains on 
andalusl music had, until now, been inaccessible to the reader 
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not well-versed in Arabic. A bibliography and a discography on 
the art music of North Africa rounds out the publication. 

Der Maqdm Bayafi im arabischen Taqsim (The Maqam 
Bayati in the Arabian Taqsim), a book now in its second edition, 
was originally submitted by its author, Habib Hassan Touma, 
as a dissertation to the Free University in Berlin (Touma 1976). 
On the basis of the taqsim, the instrumental form of maqam 
presentation, Touma shows that a maqam is not a melodic 
model, that is, the melodic line is not characterized by specific 
motivic and measure groupings, and that the maqam perfor
mance is not bound to any definite tempo. Touma's viewpoint is 
musically illustrated by records such as Arabian Music: Maqdm; 
Taqdsim and Layali: Cairo Tradition (UNESCO Collection MUSI

CAL SOURCES, Philips 6586006 and 65860 1 0); and Iraq: Ud Clas

sique Arabe par Munir Bachir (OCORA OCR 63). The first of the 
three above-mentioned records includes Touma's own record
ings as well as an accompanying commentary by the author. 

A comprehensive work on the maqam al- (iraqi was pro
vided by the Iraqi musicologist, maqam singer, and santur 
player f:laj Hashim ar-Rajab in his book, Al-maqdm al- 'irdqi (The 
Iraqi maqam) (ar-Rajab 1961). The book contains detailed analyses 
of the five main maqam cycles (fu~ul). Lacking, however, are 
transcribed musical examples, for ar-Rajab wrote his work for 
music lovers in Iraq who are either musically active themselves, 
or could otherwise have become acquainted with the analyzed 
pieces. Records, however, are capable of musically illustrating 
ar-Rajab's analyses. In addition to the records produced in 
Iraq, one should also make reference here to the al-maqam al
'iraqi recording on the LP already mentioned above, Arabian 

Music: Maqam. 

On the theme of al-maqam al- 'iraqi, Shaykh Jalal al
f:lanafi wrote a small lexicon, Al-mughanniin al- baghdadiyiin 

wal-maqdm al- 'iraqi (The Singers of Baghdad and the Maqam al
'Iraqi). that lists the names of all famous maqam singers from 
the eighteenth century to the present (al-f:lanafi 1964). The lex
icon offers many interesting facts about the tradition of the 
maqam al- 'iraqi as well as about the different schools and mas
ters of this genre. 

Jan Reichow's book Die Enifaltung eines Melodiemodells im 
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Genus Sikah (The Development of a Melodic Model in the Genus 
Sikah) (Reichow 1971). presents an extensive selection of folk 
songs, qa~a'id and tawshil:l, that all rest upon the maqam rows 
sikah and huzam. Reichow investigates the development of a 
"melodic model" in the genus sikah-a model that is based 
upon the principal tone and certain other tones of the maqam 
row sikah. 

In his book Der Begriff des maqam in Agypten in neuerer 

Zeit (The Concept of the Maqam in Egypt in Recent Times), Jur
gen Elsner investigates the problematic nature of the use of the 
term maqam in musical treatises of the late Middle Ages and in 
the European musicological literature of the present (Elsner 
1973). In addition, the author concentrates on the geographic 
area of Egypt: he discusses and compares all important papers 
published after 1900 on the theme of the maqam and compre
hensively explains his own position in the discussion of the 
maqam concept in relation to classical Arabian musical practice 
in Egypt. Maqam is understood by Elsner to be a tonal-melodic 
characteristic complex, a "tone-melos-syndrome"; the author, 
however, is unable to solve the problem of the definition of the 
maqam in this way. Nevertheless, Elsner's work represents an 
important contribution to the study of the maqam. Elsner also 
makes clear that it is not the rhythmic-temporal features that 
distinguish a certain maqam from other maqamat but the tonal
spatial characteristics. 

Bruno Nettl and Ronald Riddle, in their article ''Taqsim 
Nahawand: a Study of Sixteen Performances by Jihad Racy'' 
(Nettl & Riddle 1973). offer an insight into Near Eastern impro
visational practice based on the analysis of several taqaslm per
formances. For this purpose, the maqam nahawand was 
performed by the Lebanese musician Jihad Racy a total of six
teen times. The different renditions are analyzed under aspects 
of voice-leading, modulation, sequence, scalelike melodic runs, 
motivic variation, ornamentation, rhythm, and tempo. As shown 
by this comparative examination, the musician is most flexible 
in treating the length of the individual segments of a taqsim, 
their sequence, and the manner in which he modulates to 
another maqam. What prove to be the least variable are the 
melody typological and rhythmic features. The article contains 
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transcriptions of two taqasim, whereas the analysis of the musi
cal material is mainly represented by tables. 

In the first volume of his work Un mouvement de rehabilita

tion de la musique arabe et du luth oriental. L' ecole de Bagdad 

de Cherif Muhieddin a Munir Bachir, Jean-Claude Chabrier dis
cusses the "renaissance" of the Arabian 'ud in connection with 
the Baghdad school (Chabrier 1976). This school was founded 
in 1936 by Sherif Mul).iyddin and carried on by Salman Shukur, 
Jamil Bashir, and Munir Bashir. Chabrier illustrates the social 
background of this development with a view toward currents 
that were hostile to music in Islamic society, the predominance 
of vocal music in Arabian musical culture, and the later tenden
cies toward acculturation in Arabian music. Acculturation in 
this sense is documented through its outward manifestations, 
as in the piano with quarter-tone tuning, counterpoint, har
mony. orchestration, and the propensity for spectacular music 
productions. The second volume of Chabrier's work examines 
the 'ud from a historical and structural perspective. The author 
describes the development of the 'ud since the seventh century 
and goes into detail about the performance techniques of the 
five- and six-string lutes. Six taqasim by 'umar Naqshbandi, a 
representative of the Syrian school are analyzed and compared 
with five taqaslm performed by JamH Bashir. a representative of 
the Baghdad school. 

Syrian musical life is the focus of 'Adnan bin Dhurayl in 
his book Al-musiqd as-suriyah (The Music of Syria) (Dhurayl 
1969). With the music historical developments in Syria during 
the last hundred years as a background, the Arabian tone sys
tem and the state of music research in Syria are discussed with 
special regard to the works of 'AII Darwish, Tawfiq ~abbagh, 
Mikha'n Allahwirdi. and Majdi al- 'AqilL Furthermore, in the 
second part of the work, the author describes some specific 
musical activities in contemporary Syria, such as vocal music, 
compositional forms, dance, and musical instruments, insofar 
as these relate to the Syrian domain. 

The musical changes in Egyptian musical life during the 
first three decades of this century are investigated by Ali Jihad 
Racy in his work "Musical Change and Commercial Recordings 
in Egypt. 1904-1932" (Racy 1977). Racy deals with a period in 
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Egyptian music history during which an enormous upswing 
took place in the record industry. The author's intention is to 
demonstrate how commercial recordings were able to influence 
musical practice in Egypt. To indicate the extent of the changes 
that issued forth from the record, the author quotes the num
ber of records sold per musical genre. 

Changes in the urban music of Cairo are also investigated 
by Salwa el-Shawwan in her work "Al-muslka al- 'arabiyyah: A 
Category of Urban Music in Cairo, Egypt, 1927-1977'' (el-Shaw
wan 1980). 

Al-alat al-mus"iqiyahfi al- 'u~iir al-islamiyah-dirasah muqa

ranah (Musical Instruments During the Age of Islam-A Com
parative Study) is the title of a publication by the Iraqi ~ubl).i 
Anwar Rashld (Rashld 1975). The author undertakes a compar
ative examination of Arabian musical instruments from the sev
enth to the sixteenth centuries and follows the ways by which 
some of these musical instruments found entry into European 
musical life. Rashld consults a wealth of archaeological. icono
graphical, and literary sources for his investigation. As a result, 
he has managed to produce an important work, which includes 
more than one hundred illustrations-without exception, indis
pensible pictorial documents of the musical instruments dis
cussed. 

Scheherazade Qassim Hassan is the author of the book Les 

instruments de musique en Irak et leur role dans la societe tradi

tionelle (Hassan 1980). Hassan examines musical instruments 
in Iraq and their role in Iraqi society. In three main sections, 
she concerns herself with questions of instrument construction, 
the musician, and the social function of musical instruments. 
The work primarily deals with the classification of musical 
instruments, in which detailed descriptions of the methods of 
instrument construction predominate. The book, however, also 
represents an important ethnosociological study that is supple
mented by a glossary, a bibliography, pictures, maps of distri
bution, and tables. 

With her contribution Die Herstellung der syrischen Rah

mentrommeln. Einjlu./3 von Material und Konstruktion auj die 

musikalische Qualitdt (The Manufacture of the Syrian Frame 
Drums: Influence of Material and Construction on Musical 
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Quality), Heide Nixdorff presents the results of her eight-month 
field research in Lebanon, Syria, and Egypt (Nixdorff 1969). She 
supports her investigation with information from native musi
cians and instrument builders. With regard to the ethnic group 
as well as the social and religious class of the frame drum 
player, the author discusses the manufacturing process, the 
playing technique and the history and distribution of the frame 
drum principally in Syria. Numerous pictures and diagrams 
complement her descriptions. 

Anthologies on Arabian Art Music 

Since 1950, four important anthologies have been published in 
Arabic by Arabs. Min kuniizind (From Our Treasures) was com
piled by author and Andalus expert Fu' ad Raja'! and musician 
Nadlm 'All Darwlsh (Raja'! & Darwlsh 1950). It is a collection of 
muwashshal)at from Aleppo. Nadlm 'All Darwlsh (d. 1988) tran
scribed the orally transmitted melodies and notated the texts 
and rhythmic patterns that go with them. The collection con
tains a detailed introduction to andalusl poetry in general and 
the muwashshal) form in particular. There follow transcriptions 
of 138 muwashshal)at to a total of twenty-two wa~lat: each 
wa~lah can include from four to eight muwashshal)at based on 
the same maqam row. Indicated here are the melody, text. 
names of poet and composer, the accompanying rhythmic pat
tern. the tempo, and the maqam row of every individual mu
washshal). The transcriptions have not been carried out to the 
last melisma. Thus, for the Oriental musician, who would never 
perform a composition "true to the notation," a certain freedom 
is granted in performing the muwashshal): the fewer the orna
mentations indicated in the transcription, the richer the melodic 
embellishments can prove to be during the course of the mu si
cian's improvisation. 

A second muwashshal) collection was published in Beirut 
by the musician Sallm l:filii {l:filii 1965). Al-muwashshal).at al

andalusiyah (The Muwassal)at of al-Andalus) includes 116 
compositions, several of which are already represented in the 
Min kuniizind. Some twenty of the pieces in the collection were 
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set to music by Salim l:lih1 himself. The collection is preceded 
by a detailed introduction to andalusi poetry and the history of 
the muwashshaQ. by the writer IQ.san 'Abbas. A certain similar
ity in approach between this and the earlier collection of Raja'i 
and Darwish is unmistakable. 

A third anthology was published in Cairo with the title 
Turathuna al-milsiqi (Our Musical Heritage). The publisher is 
the High Music Committee in collaboration with Shafiq Abu 'Of. 
the president of the committee, and Ibrahim Shafiq. a musician 
who transcribed the traditional melodies into musical notation 
(Abu 'Of & Shafiq 1963). The anthology includes 49 muwashsha
Q.at and 1 71 ad war (plural of dawr). The latter determine the 
actual value of this collection, since all of the well-known adwar 
of the great Egyptian singers and composers of the nineteenth 
and early twentieth centuries are listed. Unfortunately, an 
essential part of the dawr form was not taken into account in 
the transcriptions, namely, the hank section, in which the 
singer, together with the group (madhhabjiyah), performs 
improvisational passages. 

An anthology of the National Conservatory of Music and 
Dance in Tunisia was published in nine booklets by Salal). el
Mahdi and the Ministry of Culture (el-Mahdi 1967). The first 
booklet, entitled Mqjmu'ah al-basharif at-tilnisiyah (Collected 
Tunisian Bashraf Pieces), contains ten basharif (plural of 
bashraj). The second, Majmu'ah al-muwashshal;lat wal-azjdl, 

includes eight complete wa~lat. The third through ninth book
lets include the following complete Tunisian nubat: the nubah 
in the modus dhil (third booklet); the nubah 'iraq (fourth book
let); the nubat sikah and Q.usayn (fifth booklet): the nubat rast, 
ramal al-mayah, and nawa (sixth booklet): the nubat isba'ayn, 
rast adh-dhil, and ramal (seventh booklet); the nubat of the 
modes i~bahan, mazmum, and mayah (eighth booklet); and the 
nubat nahawand, zinkulah, 'ajam, and 'ushayran (ninth book
let). The ninth booklet is dedicated to the work of the Tunisian 
musician AQ.mad al-Wafi (1850-1921) and the seventh to that of 
the musician Khmayis Tirnan ( 1894-1964). 

None of these anthologies convey a complete musical pic
ture to the reader who is unacquainted with the material that is 
presented. The Western method of notation proves to be inade-
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quate in attempting to convey a comprehensive sound picture 
to the reader. Whereas the European composer "prescribes" the 
performance of his work through musical notation, the Arab 
makes use of this notation only to "describe" orally transmitted 
compositions. Certainly, the writing down of non-European 
music using Western notation has meanwhile become an indis
pensible aid for the musicologist, who has learned to make the 
best out of its shortcomings. If the transcriptions were accom
panied by sound examples on record or music cassette, how
ever, these drawbacks could be corrected: through the sound 
example, those pitch or rhythmic arrangements recorded on 
paper would take on a flexibility for the reader, and the weak
nesses of the notation would be exposed and made calculable. 

Publications on the Folk Music of the Arabs 

In his essay "Afrikansk musik ved den Persike Golf' (African Mu
sic from the Persian GulO. Poul Rovsing Olsen investigates the 
African music traditions in Bahrain and Oman, which had be
come established in the Gulf region during the nineteenth cen
tury with the communities of African slaves (Olsen 1967). He 
describes individual musical instruments such as the lyre tam

burah. the oboe surnay. and the drums, and he names the island 
of Zanzibar and the Mombasa region-both of which are also un
der the influence of Arabian music-as possible areas of origin. 

Simon Jargy's work La poesie populaire chantee du Proche

Orient arabe presents a careful selection of folk song texts from 
Syria, Lebanon, Egypt. and Iraq (Jargy 1970). The texts are 
reproduced in the original Arabic as well as in French transla
tion. Although musical transcriptions and sound examples of 
the song texts are lacking, Jargy's book signifies a promising 
beginning in the direction of a comprehensive exploration of 
Arabian folk music. 

In his work Studien zur iigyptischen Volksmusik (Studies in 
Egyptian Folk Music), Artur Simon observes in particular the 
song types of collective singing, small and large forms of solo 
singing, and styles of instrumental music as characterized by 
the folk music of Egypt (Simon 1972). The transcribed pieces 
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are painstakingly analyzed by Simon. The results should not be 
viewed, as the author says, "as definitive and exhaustive. They 
are rather to be understood as ... a musicologically sound 
overview of a musical culture." This notwithstanding, Simon 
does manage to work out essential stylistic features and struc
tural principles in Egyptian folk music. 

An excellent record anthology has also been published on 
the subject of Egyptian folk music. Entitled Al-ghina' wal

mii.s"iqa ash-sha'biyah al-m~riyah (The Folk Music of Egypt}, it 
came about as the result of a joint eight-month research trip by 
Tiberiu Alexandru, of the Institute of Ethnology and Folklore in 
Bucharest, and the Egyptian folk music researcher Emil Wahba 
(Alexandru & Wahba 1967). A detailed commentary in four lan
guages and a map with information on the places where the 
recordings were made supplement both records, which are pro
duced by Sono Cairo. 

In Majdah $aliQ.'s "A Documentation of the Ethnic Dance 
Traditions of the Arab Republic of Egypt" ($aliQ. 1979}, the 
author directs her attention to folk dancing in the different cul
tural areas of Egypt. Dances from urban and rural environ
ments and war dances, along with ritual and entertainment 
dances, are fully described and analyzed. 

In a volume from the Musikgeschichte in Bildern (Music 
History in Pictures) series, the music of North Africa is pre
sented by Paul Collaer and Jurgen Elsner with the collaboration 
of many other experts (Collaer & Elsner 1983). In this publica
tion, an attempt is made "to give a glimpse into the visual 
aspects of ... the musical cultures of the countries of North 
Africa" (Collaer & Elsner 1983; p. 5). The work includes picto
rial documents of the music of Egypt, Libya, Tunisia, Algeria, 
Morocco, and Mauritania. Andalusi music is briefly explained 
under the collective term "artificial tradition" and illustrated 
with pictorial material. The musicological substance of the com
mentaries accompanying the illustrations varies from author to 
author: carefully formulated texts appear next to those of a 
more narrative character. 

In Neffen Michaelides's dissertation, "Das Grundprinzip 
der altarabischen Qa~idah in der musikalischen Form syrischer 
Volkslieder" (Fundamental Principle of the Early Arabian Qa~i-
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dah in the Musical Form of Syrian Folk Songs) (Michaelides 
1972), the author claims to have recognized the poetic meter of 
the qa~idah of the pre- Islamic period in Syrian folk song texts. 
An Arabic translation of this work was published in Damascus 
(Michaelides 1976). 

l:lusayn Qadduri's anthology Lu'ab wa' aghan"i al-aifal ash

sha'biyah fi al-qutr al- 'iraq"i (Children's Games and Children's 
Songs in Iraq) includes descriptions and analyses of sixty-five 
games and songs collected by the author (Qadduri 1979). Every 
song appears in a transcribed version and is assigned to the 
categories "lullaby," "party song," and "didactic song." The clas
sification of the melodies is carried out with regard to their 
tonal range (major second, minor third, fourth, or fifth). A sec
ond part to this anthology appeared in 1984 with an additional 
sixty-two songs (Qadduri 1984). 

The music of the Berbers in Marrakesh and in other cities 
and villages of the Atlas mountains and the Sus valley in south
western Morocco is the focus of Philip Daniel Schuyler's work 
"A Repertory of Ideas: The Music of the 'Rwais' Berber Profes
sional Musicians from Southwestern Morocco" (Schuyler 1979). 
The melodic and rhythmic organization in the music of the 
Tashlf:llt-speaking Rwais Berbers, as well as the performance 
practice of the professional musicians among them, is dis
cussed in detail. 

In his article "Musique et fetes au Haut-Atlas," Bernard 

Lortat-Jacob deals with the Berber music of the High Atlas 
mountains of Morocco, primarily in their social context (Lortat
Jacob 1980). Lortat-Jacob is interested in a sociological exami
nation of the festival traditions in a Berber village. 

Ac;lwa' cala al-mus"iqa al-maghribiyah (Highlights of Moroc

can Music), a richly illustrated book published in Morocco by 
$alal}. ash-Sharqi, comprises four chapters dealing with folk 
music, andalusi music, madil}. song, and contemporary popular 
music (ash-Sharqi 1976). Historical pictures of musicians, 
musical instruments, and convention proceedings enrich the 
publication. An English and a French translation of the work 
have been available since 1981. 

In Ulrich Wegner's work Abudhiyah und mawwal. Unter

suchungen zur sprachlich-musikalischen Gestaltung im sildirak-
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ischen Volksgesang (Abiidhiyah and Mawwal: Investigations of 
Linguistic-Musical Structure in Southern Iraqi Folk Singing), 
the abiidhiyah and the mawwal-two poetic and song forms 
native to southern Iraq-are examined in minute detail (Wegner 
1982). The poetry, composed in the Iraqi dialect, and the musi
cal events appear as equally balanced components in Wegner's 
investigation and are accorded the same amount of attention in 
the analysis. In his detailed examination, the author pursues 
the objective of achieving a more comprehensive insight into the 
essence of Near Eastern folk singing, with its structural inter
weaving of text and music. Wegner's work represents a treat
ment of the theme that is, for its kind, new and original. 

Arabian music in general and the Palestinian folk song in 
particular are the topics of a publication brought out by the 
Palestine Research Center in Beirut with the title Al:funun ash
Sha'biyah fi falastfn (The Folk Arts in Palestine), with Yusra 
Jawahiriyah 'Arnltah listed as its author ('Arnltah 1968). The 
book contains transcriptions of folk song melodies and repro
duces the song texts belonging to them. The author also dis
cusses the festive traditions of both secular and religious 
character. 

Publications on the Religious Music of Islam 

The singing of one of the most outstanding Koran readers of 
Egypt is the focus of J6sef Marcin Pacholczyk's work "Regulative 
Principles in the Koran Chant of Shaikh 'Abd-ul-Basit 'Abdu 
~amad" (Pacholczyk 1970). The author undertakes scalar mea
surements of the musical material. 

In his article "Die Koranrezitation: Eine Form der religiosen 
Musik der Araber" (Koran Recitation: A Form of the Religious 
Music of the Arabs), Habib Hassan Touma discusses the sura 
al-mulk (The Empire). performed by the same Egyptian Koran 
reciter mentioned above (Touma 1975). The analysis shows that 
the recitation is a representation of the maqam bayaU. The 
rhythmic-temporal organization of the singing is carried out 
subject to the speech rhythm of the Koran text, which is depen
dent upon the tajwld rules. 
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Lura Jafran Jones follows the path of the 'Isawiyah broth
erhood in Tunisia in her work "The 'fsawiyah of Tunisia and 
Their Music" (Jones 1977). Jones investigates the musical rep
ertoire of this Islamic mystic sect, analyzes those instrumental 
and vocal pieces that are defined as nflbat, and discusses in 
detail the relationship between text and music. 
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Arabische Musik: Maqam 

Contents: taqsim, al-maqam al- 'iraqi, nayil, layali, mawwal, 'ataba 
Recordings and commentary: Habib Hassan Touma 

UNESCO Collection MUSICAL SOURCES, Philips 6586006 

Taqdsim and Layali: Cairo Tradition 

Contents: layali, mawwal, taqsim, sama 'i, wazn 

Commentary: Alain Danielou 
UNESCO Collection MUSICAL SOURCES, Philips 6586010 

Fidjeri: Songs of the Bahrain Pearl Divers 
Contents: bal,lri, khrab, mijdaf, jib, 'adsani, makhmus, 'ashshari, 

l,lissawi 

Recordings and commentary: Habib Hassan Touma 

UNESCO Collection MUSICAL SOURCES, Philips 65860 1 7 

Sung Poetry of the Middle East 

Contents: 'ataba hawawiyah 

Commentary: Alain Danielou 
UNESCO Collection MUSICAL SOURCES, Philips 6586024 

Zikr: Islamic Ritual, Rifa 'iyya Brotherhood of Aleppo 

Contents: madil,l, Qur'an recitation 

Recordings and commentary: Jochen Wenzel/Christian Poche 

UNESCO Collection MUSICAL SOURCES, Philips 6586030 

lqa' at: Iraki Traditional Rhythmic Structures 

Contents: al-maqam al- 'iraqi, fann khammari, murabbba', abu

dhiyah, mawwal, rhythmic improvisations 
Recordings and commentary: Habib Hassan Touma 

UNESCO Collection MUSICAL SOURCES, Philips 6586038 
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Zaidi und Shaji'i: Islamic Religious Chanting from North Yemen 

Contents: adhan, Qur' an-recitation, qasidah, tazkiyah, madih, 
l:taC;lrah, mawlid 

Recordings and commentary: Jochen Wenzel/Christian Poche 
UNESCO Collection MUSICAL SOURCES, Philips 6586040 

Tunisia 

Contents: nay, 'ud, qanun, rabab, zurnah, zajal, ma'luf 
Recordings and commentary: Alain Danielou 
UNESCO Collection A MUSICAL ANTHOLOGY OF THE ORIENT /Barenreiter 

BM 30 L 2008 

Morocco I 
Contents: adhan, tajwid, Qur' an-recitation, ghnawah, milt:Iun. 

taqsim, qa1?idah 
Recordings and commentary: Philip D. Schuyler 
UNESCO Collection A MUSICAL ANTHOLOGY OF THE ORIENT /Barenreiter 

BM 30 SL 2027 

Lebanon I 

Contents: dhikrayat, munajat, du' a', tasbiQ, muwashshal:t 
Recordings and commentary: Jochen Wenzel/Christian Poche 
UNESCO Collection A MUSICAL ANTHOLOGY OF THE ORIENT /Barenreiter 

BM 30 SL 2030 

Syria: Sunnite Islam 

Contents: adhan, dhikr, muwashshal:t 

Recordings and commentary: Jochen Wenzel/Christian Poche 
UNESCO Collection MUSICAL ATLAS EMI 3c064-l 7885 

Algeria (Sahara) 

Contents: ahillil, tagerrabt, t:IaC;lrah, amzad, qarqabou 
Recordings and commentary: Pierre Augier 
UNESCO Collection MUSICAL ATLAS EMI 3c064-18079 

Morocco: The Arabic Tradition in Moroccan Music 

Contents: Abdislam Shirqawi, vocal and 'ud 
Recordings and commentary: Philip D. Schuyler 
UNESCO Collection MUSICAL ATLAS EMI 3c064- 18264 

North Yemen 

Contents: zaranij, ghazal, zar. singing 
Recordings and commentary: Jochen Wenzel/Christian Poche 
UNESCO Collection MUSICAL ATLAS EMI 3c064-18352 

Bahrain 

Contents: 1?awt, t:Iaflah, mkhulfi, 'arC;lah 
Recordings and commentary: Habib Hassan Touma 
UNESCO Collection MUSICAL ATLAS EMI 3c064-18371 



Selected Discography 

Irak 

Contents: abiidhiyah, fann khammari, saz-Tanz 

Recordings and commentary: Habib Hassan Touma 
UNESCO Collection MUSICAL ATLAS EMI 3c064-18370 

Luth classique, Iraq 
( 

Contents: Munir Bashir. iid, taqsim 
Recordings and commentary: Jean-Claude Chabrier 
Arabesques Anthologie EMI 2c066-95157 

Cithare classique, Liban 

Contents: Mu}:lammad Sabsabi, qanun 

Recordings and commentary: Jean-Claude Chabrier 

Arabesques Anthologie EMI 2c066-95158 

Flute classique, Syrie 

Contents: Salim Kusur, nay, taqsim 
Recordings and commentary: Jean-Claude Chabrier 
Arabesques Anthologie EMI 2c066-95159 

Luth traditionell, Iraq 

Contents: Jamil Bashir, 'ud, taqsim 

Recordings and commentary: Jean-Claude Chabrier 

Arabesques Anthologie EMI 2c066-95160 

Luth traditionell, Syrie 

Contents:'Umar Naqshbandi, 'ud, taqsim 
Recordings and commentary: Jean-Claude Chabrier 
Arabesques Anthologie EMI 2c066-95161 

Luth au Yemen classique 

Contents: Jamil Ghanim, 'ud, taqsim 
Recordings and commentary: Jean-Claude Chabrier 
Arabesques Anthologie EMI 2s062-53229 

Cithare en Egypte 

Contents: M. 'Atiyah 'umar, qaniin, taqsim 

Recordings and commentary: Jean-Claude Chabrier 
Arabesques Anthologie EMI 2s062-53230 

Luth au Liban traditionnel 

Contents: Na~ir Makhkhiil, buzuq, taqsim 
Recordings and commentary: Jean-Claude Chabrier 
Arabesques Anthologie EMI 2s062-53231 

Moroccan Music 

191 

Contents: 'Umar Tintawi, 'ud, Marrakish-dance, taqsim rasd, taqsim 

kurd 

Polydor 2944004 
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Moroccan Andalusian Music (1) 

Contents: 'Abdilkarim ar-Rayyis and Ensemble, tawashi l)ijaz al
mashriqi, in~iraf ramal al-mayah 

Polydor 2944002 

Moroccan Andalusian Music (2) 

Contents: 'Abdilkarim ar-Rayyis and Ensemble, in~iraf basit al
istihlal, in~iraf quddam al-Jadid 

Polydor 2944003 

Maroc: Musique classique andalou-Maghrebine 

Contents: 'Abdilkarim ar-Rayyis und Ensemble, l)ijaz al-kabir, al
istihlal 

Recordings and commentary: Alain Duchemin/Louis Soret 
Ocora 558 588 HM 57 

Taqasim: Improvisation in Arabic Music 

Contents: 'Ali Jihad Rasi, buzuq, Simon Shahin, 'ud 
Commentary: Philip D. Schuyler 
Lyrichord LLST 737 4 

Munir Bachir "recital a Geneve" 

Contents: Munir Bashir, 'ud, taqsim nahawand, rast, kurd, l)ijazkar 
Commentary: Simon Jargy 
EMI 2c054- 11803 

Classical Oriental Music: Oud Solo 

Contents: Munir Bashir, 'ud, taqsim l)ijazkar, faral)faza 
Commentary: Ramzi Ril)ani 
Philips 6353501 

Meditation-Improvisation auf dem 'ild 
Contents: Munir Bashir, 'ud, taqsim maqam l)ijazkar, maqam awj, 

maqam nahawand 

Commentary: Jurgen Elsner 
Eterna 835085 

Munlr Bachir live in Paris 

Contents: Munir Bashir, 'ud, taqsim maqam yakah, nahawand, 

bayati, l)ijaz 
Commentary: Munir Bashir 
Harmonia mundi MCM 20006 

Egitto 1 epica 

Contents: Epos Abu Zayd al-Hilali, rababah, darabukkah, singing 
Commentary: Giovanni Canova (co-author H. H. Touma) 

Cetra/su 5005 
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Andalusische Musik aus Marokko 

Contents: 'Abdilkarim ar-Rayyis and Ensemble, m1bah rasd, nubah 

mayah 
Commentary: Thomas Binkley 
EMI 1 c 2LP 153 1695253 

Syrie vol. 1-Muezzins d'alep: Chants religieux de l'Islam 

Contents: adhan, qa~Idah, muwashhsal). 
Recordings and commentary: Gerard Deray /Christian Poche 
Ocora 558513 MU 218Y 

Iraq Makamat 

Contents: al-maqam al- 'iraqi, Yusuf 'Umar, vocal. maqam sikah, 
maqam l).usayni 

Commentary: Scheherazade Qassim Hassan 
Ocora OCR 79 

Pecheurs de perles et musiciens du Golf Persique 

Contents: f)iri, taqsim, lyre 
Recordings and commentary: Poul Rovsing Olsen 
Ocora OCR 42 

Musique souji vol. 4 

Contents: J:lamidiyah-Shadhiliyah-Brotherhood of Egypt, dhikr, inshad 
Recordings and commentary: Claude Morel/Sulayman Jamn 
Arion ARN 33658 

Musique soufi vol. 5 

Contents: J:Iamidiyah-Shadhiliyah-Brotherhood of Egypt, inshad, 
praise songs to the Prophet Mul).ammad 

Recordings and commentary: Claude Morel/Sulayman Jamn 
Arion ARN 33659 

Egypt, les Musiciens du Nil 

Contents: taqsim, mawwal, Abu Zayd al-I:Hlali 
Commentary: Alain Weber /Pierre Sallee 
Ocora OCR 558514 MU 218 Y 

Anthologie al-Ala Musique Andaluci-Marocaine 

Published by the Maison des Cultures du Monde, Paris, and the Min
istry of Culture, Morocco, 1992: a complete documentation of the 
nubah repertory in Morocco; introductory commentary in French 
and Arabic; complete text of the eleven nu bat in Arabic (73 CDs) 

1. I:Iaj 'Abdilkarim ar-Rayyis and the Orchestre al-Brihi de Fes 
Contents: nubah ghanoat al-l).usayn 
Collection INEDIT w 260010 (6 CDs) 
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2. J::laj Mul).ammad 'fiid and the Orchestre Moulay Ahmed Loukili de 
Rabat 

Contents: nubah'ushshaq 
Collection INEDIT W 260014 (6 CDs) 

3. Mul).ammad Larbi Temsamani and the Orchestre du Conservatoire 
de Tetouan 

Contents: nubah i~bahan 
Collection INEDIT w 260024 (6 CDs) 

4. AI:tmad Zaytuni $al).rawi and the Orchestre de Tanger 
Contents: niibah ra~d 
Collection INEDIT W 260027 (6 CDs) 

5. J::laj 'Abdilkarim ar-Rayyis and the Orchestre al-Brihi de Fes 
Contents: nubah istihlal 
Collection INEDIT W 260028 (7 CDs) 

6. J::laj Mul).ammad Tud and the Orchestre Moulay Ahmed Loukili de 
Rabat 

Contents: nubah ra~d adh-dhil 
Collection INEDIT w 260029 (6 CDs) 

7. Ahmed Zaytouni Sahraoui and the Orchestre de Tanger 
Contents: nubah 'traq 'ajam 
Collection INEDIT W 260030 (7 CDs) 

8. J::laj 'Abdilkarim ar-Rayyis and the Orchestre al-Brihi de Fes 
Contents: nubah al-l).ijaz al-kabir 
Collection INEDIT W 260031 (7 CDs) 

9. Mul).ammad Larbi Temsamani and the Orchestre du Conservatoire 

de Tetouan 
Contents: nubah ramal al-mayah 
Collection INEDIT w 260032 (8 CDs) 

10. J::laj 'Abdilkarim ar-Rayyis and the Orchestre al-Brihi de Fes 
Contents: nubah al-l).ijaz al-mashrtqi 

Collection INEDIT W 260033 (5 CDs) 

1 1. AI:tmad Zaytuni $al).rawi and the Orchestre de Tanger 
Contents: nubah al-mayah 

Collection INEDIT w 260034 (7 CDs) 

12. Mul).ammad Briwil and the Ensemble al-Ala du Ministere de la 
Culture du Maroc 

Contents: mizan quddam bawakir al-mayah and mizan al-quddam 
al-jadid 

Collection INEDIT w 260035 (2 CDs) 
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Maroc, Ustad Massano Tazi, Musique classique andalouse de Fes, 1988 

Contents: nubah J::lijaz al-kabir and nubah istihlal 
Recordings and commentary: Marc Loopuyt 
Archives Internationales de Musique Populaire Geneve 

Ocora c 559035 HM 83 (CD) 
Editor: Pierre Toureile 

Maroc: Anthologie des Rwciyes 

Published by the Maison des Cultures du Monde, Paris, and the 
Ministry of Culture, Morocco, 1992: introductory commentary in 
French, English, and Arabic (4 COs) 

Collection INEDIT W 260023 

1. a) Instrumental Music 
b) Mbarik 'Ammflri sings I:Hij Bil'id 

2. a) I:Iasan Awarug sings Bubakr Am-Marrakshi and Mbarik-u
Bulal).sin 

b) Al).mad Amintak sings I:IaJ Bil'id 

3. a) Mul).ammad Bfln1?ir sings Bubakr Aza 'rt and LJ::lusayn Janti 
b) Lal).sin Idl).ammfl sings Bubakr Anshshad 

4. a) Raqiyah Dimsiriyah sings Ftumah Talgursht. FaQ.mah 
Taguramt, and ~fuyah Ult-tilwit 

b) Mul).ammad Dammfl sings Mul).ammad Budra' 

Maroc: Antholgie d'al-Melhun. Traditiones de Fes, Meknes. Sale, Marrakech 

Published by the Maison des Cultures du Monde. Paris, and the 
Ministry of Culture. Morocco, 1990: introductory commentary in 
French, English and Arabic (3 COs) 

Collection INEDIT w 2600 16 

1. The qa1?a' d 
a) AI- 'ar1?ah sung by 'Abdilkarim Ginnfln of Fes 

b) A1?-1?arkhah sung by Mul).ammad Birral).J::lal of Sale 
c) Al-J::tarraz sung by I:IclJ I:Iusayn Tulali of Meknes 

2. The qa1?a' d 
a) Ad-damlij sung by I:Iusayn Ghazali of Fes 
b) Al-gnawi sung by Sa'id Ginnun of Fes 

c) Latifah sung by Mul).ammad Dallal of Marrakesh 
) 

3. The qa1?a d 
a) As-saqi sung by Abdallah ar-RamQ.ani of Meknes 

b) Taliq al-Masrul). sung by Mul).ammad Switah of Marrakesh 
c) Kif Ywasi sung by 'Abdilkarim Ginnfln of Fes 

d) Al-yaqutah sung by I:IaJ Mul).ammad bin Sa 'id of Sale 
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Maroe: Musique Gharnati 

Published by the Maison des Cultures du Monde, Paris, and the 
Ministry of Culture, Morocco, 1990: introductory commentary in 
French, English and Arabic 

Contents: nubah ramal performed by the Gharnati Ensemble 
directed by Al:J.mad Piru, Rabat 

Collection INEDIT W 260017 ( 1 CD) 

Classical Chants from Tunisia and Middle East 

Contents: Loutfi Bouchnak and the Ensemble AI Kindi, bashraf, 
taqsim, qa~idah, muwashshaJ::l, istikhbar,wa~lah 

Commentary: Bernard Moussali 
ALCD 113 (1 CD) 

Know the Maqam, Series A 

Published 1992 by Renanot, The Institute of Jewish Music, P.O. Box 

7167 Jerusalem 
Contents: 20 taqasim (also Iraqi maqamat) and short compositions 

performed by the soloist Abraham David ha-Cohen on the qam1n 

Tunisie-Anthologie du Malouf: Musique Arabo-Andalouse 

Published by the Maison des Cultures du Monde, Paris, and the 

Ministry of Culture, Tunisia, 1992/1993: introductory commen
tary in French, English, Spanish and Arabic (4 COs) 

1. Nubah dhil, performed by the Radio ensemble of Tunis with the 

legendary 'ud player Khmayis Tirnan, directed by 'AbdilJ::lamid 
Bel 'Iljiyah, 1959 

Collection INEDIT W 260044 

2. Nubah ramal, performed by the Radio ensemble of Tunis with the 

legendary 'ud player Khmayis Tirnan, directed by 'AbdilJ::lamid 
Bel 'Iljiyah, 1960 

Collection INEDIT W 260045 

3. Nubah a~bahan, performed by the Radio ensemble of Tunis with 

the legendary 'ud player Khmayis Tirnan, directed by 'Abdil

J::lamid Bel 'Iljiyah, 1962 
Collection INEDIT W 260046 

4. Niibah al- 'iraq, performed by the Radio ensemble of Tunis with the 

legendary 'ud player Khmayis Tirnan, directed by 'AbdilJ::lamid 
Bel 'Iljiyah 1960 

Collection IN EDIT W 26004 7 



Arabic Terms Used in This Book 

abyat, 107, plural of bayt. 

adab, 171, literature. 

Glossary 

adhdn, 157, the call to prayer from atop the minaret. 

'adsdni, 93, one of the songs sung by the pearl divers for entertainment 
on the high seas. (See also baf:tri, f:taddadi, f:tassawi, and mkhilll.) 

adwar, 183, plural of dawr. 

ahdz!J, 88, one of the four song forms ofthejuniln al-baf:tr. (See alsolJiri, 
f:tudwah, and muwwalah.) 

af:tbab, 165, the "beloved" of the Shaykh, brothers who perform special 

tasks in the ceremonies of a tariqah; also fuqarii '. 

ahl al-bayt, 152, the family of the prophet Muhammad. 

ahl al-f:taQ..ar, 2, the sedentary population. 

'ajam, 35, a musical genre characterized by the descending sequence of 
seconds-minor-major-major-leading to the final tone: a major 
scale. 

iilah, 16, one of the names used in Morocco for the andalusi nilba. (See 
ghirnat{ and see also ma'lufand $an'ah.) 

al- andalus, 11, Islamic Spain of the Middle Ages. 

andalusi, 11, belonging to Spain of the Middle Ages. 

andalusi nilbah, 68, a genre of Arabian music that belongs to the 
Maghrib states of North Mrica. (See also nawbah.) 
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a'raj, 97, a five-line verse form, based on the basit meter, that is used 
with mawwa.l vocal form. (See also nu'mani and ruba'L) 

arghill, 129, a double clarinet with pipes of different lengths that 
belongs to the folk-music tradition, also known as yarghill. (See 
also m!Jwiz or zummdrah.) 

'ashshan. 93, a song of the pearl divers that is sung when setting sail 
for a new dive location. 

~wat, 8, plural of $UWt. 

awzan, 48, plural of wazn. 

axabeba, 129, the name used in Arab-occupied Spain for the 
shabbabah. a split-core flute. 

badwah, 56, a vocal introduction to the maqdm al- 'iraqi, which is 
sometimes performed in place of the taJ:tnr. 

baJ:tn. 93, one of the songs sung by the pearl divers for entertainment 
on the high seas. (See also 'adsani, J:taddadi, J:tassawi. and 
mkhillfi.) 

bam. 11 1. the lowest string on the 'ild. (See also mathlath, mathna. and 
zi:r.) 

bandir (also bindir). 136. a single-headed frame drum that. like the 
mazhar. belongs to the sphere of religious music. 

barbat. 111, a four-stringed Persian lute: may also be a synonym for 'ud. 

basharif. 183. plural of bashraf. 

bashrqf(plural, basharif), 83, an instrumental introduction to a 
WW?lah. (See also sama'L) 

ba$m. 113, a technique of playing the 'ud. popular in Egypt. that 
involves stopping a string with the index finger of the left hand 
while striking it with one of the other fingers of the same hand. 

basseh, 88, a song of the pearl divers that is sung while striking the 
foresail. 

bastah, 57, a song of fixed meter sung at the end of each maqdm in a 
f~l in Iraq. 

baydtt. 30, a maqdm row characterized by the descending sequence of 
seconds-major- medium- medium-leading to the final tone. 

bayt (plural. abydt), 107. a line of verse. 

bindir, 136. see bandir. 

bughyah. 70, the Moroccan name for the free-metered piece that opens 
a nilbah; also called mishdlyah. (See also da' irih, istiftdJ:t, and 
taq'id W?-~ana'{) 
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biiq, 129, a horn mentioned along with the nafir (trumpet) in historical 
accounts. 

al-burdah, 160, title of a madi:J:tpoem created by the ~n1fi poet al-Bu~iri, 
considered to be the masterpiece of the genre. 

buzuq, 114, a long-necked lute popular among the gypsies of Syria and 

Lebanon. 

c;li.ibit i:qa', 132, "he who performs the rhythm exactly," an appellation 
given to riqq players. 

daff(or duffi, 83, also called daffzinjari, the Iraqi name for riqq 

(tambourine). (See also tar.) 

da' irih, 70, the Algerian name for the free-metered piece that opens a 
niibah; also called taq'td ~-~ana'{ (See also bughyah, istiftaJ:t, 

and mishalyah.) 

dama, 127, literally "chessmen," the bridges on the Iraqi santur. 

dar (plural, diir), 90, a special house where pearl divers and seamen 
meet at least once a week to sing, dance, and relax. 

darabukkah, 49, a goblet drum used to mark the beat of a wazn, also 
called durbakkih or dirbukah. (See also dunbak and tablah.) 

Q.arb, 48, literally "measure," the rhythmic pattern in Arabian music. 

(See also mi:zan. ~iil. and wazn.) 

dawaltb, 106, plural of diildb. 

dawr (plural, adwar). 86, see diir. 

dhikr, 14, "pronouncement" or "remembrance" ceremonies of religious 
brotherhoods, also a vocal form with religious content. 

dirbiikah, 136, see darabukkah. 

duff. 3. a hand drum played by the qiyan, also known as daff. 

diikdh, 128, the tone d. 

diildb (plural, dawaltb), 106, a short instrumental piece used to 
introduce a vocal piece, it can also serve as a practice piece for 
players of melody instruments. 

dum, 48, one of the two types of drumstroke used to mark the beat 
(naqrah) of a wazn, it is produced at the center of the drumskin. 
(See also tak.) 

dunbak, 55, a goblet drum. (See also darabukkah and tablah.) 

diir (also dawr), 86, a vocal genre that developed in Egypt during the 
nineteenth century; also plural of ddr. 

durbakkih. 136, see darabukkah. 
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jann al-basseh, 92. the rope song performed near the beginning of the 

.fliri. 

jaras, 121, the wooden bridge of a qaniln. 

Ja$l (plural. Ju$illl. 57, a complete maqdm concert. comprising a fixed 
sequence of maqamat. 

al-jatil;tah, 153, the opening sura of the Koran . 

.fliri, 88, one of the four song forms ofthejuniln al-bal;tr. (See also ahdzfj, 

l;tudwah, and muwwalah.) 

juniln al-bal;tr. 88, music tradition of the pearl divers and seamen of the 
Arabian Gulf. 

fuqara'. 165, the .. beloved" of the Shaykh, brothers who perform special 
tasks in the ceremonies of a tariqah; also al;tbab. 

Ju$ill, 57. plural of JU$l. 

al-ghaydah. 129, one of the North African names for the silrnay. 

al-ghaytah, 129. one of the North African names for the silrnay. 

ghina', 13, singing. 

al-ghina' al-mutqan, 7, .. the perfect singing," an artful style of singing 

practiced by the great singers of Mecca and Medina. who 
established what was later known as the Early Arabian Classical 
School. 

ghirnatf., 16, one of the names used in Morocco for the andalusi nilbah. 

(See alah, and see also ma'liifand $an'ah.) 

ghu$n. 86. the second couplet of a dilr. 

gnbri, 114, a two- or three-stringed spike lute used in Morocco. (See also 
gumbri andjnbri.) 

gumbri, 114, a two- or three-stringed spike lute used in Morocco. (See 
also gnbri and jnbri.) 

l;taddadi, 93, one of the songs sung by the pearl divers for entertainment 
on the high seas. (See also 'adsani, bal;tri. l;tassawi, and mkhillfi.) 

l;tadith, 5, the handed-down body of conversations that the prophet 
Muhammad was said to have had with his companions during his 

lifetime. 

l;tac;lrah, 165, God's presence among the believers, the climax of a dhikr 

ceremony. 

l;tanah (plural. l;tcinat), 2, the premises of a qaynah. 

l;tanat, 2, plural of l;tanah. 

hank, 87. the musical repetition schema within a dur performance (also 
tardid). 
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J:tassawi, 93, one of the songs sung by the pearl divers for entertainment 
on the high seas. (See also 'adsani, baJ:tri, J:taddddi, and mkhillfi.) 

hazaj, 3, "simple" songs of the qiyan, serving as entertainment and 
amusement for the listener; their texts were composed in short 
classical metrical feet, and they were accompanied by lute, flute, 

or hand drum. 

J:tijaz, 33, a maqdm row characterized by the descending sequence of 
seconds-minor-augmented-minor-leading to the final tone. 

J:tuda', 2, the rousing song of the Bedouin nomad camel drivers; its 
rhythm corresponded to that of the camel's steps. (See also n~b.) 

J:tudwah, 92, one of the four song forms of the funiln al-baJ:tr. (See also 
ahazy, j}in, and muwwalah.) 

J:t~iln, 8, plural of J:ti$n (castle); the title of Ma'bad's songs. 

ibtihal, 162,"supplication," a religious song form belonging to the madiJ:t 

repertoire. (See also muwashshaJ:t, tanzilah, tawassul, and 
tawshiJ:t.) 

'id al-alj.J:ta, 14, Feast of Sacrifice, a religious holiday of Islam. 

'id al-jip-, 14, the feast after Ramat;Ian fasting. 

istiftaJ:t, 70, the Tunisian name for the free-metered piece that opens a 
nilbah. (See also bughyah, da'irih, mishalyah, and taq'id ~
!?ana'{) 

jadid, 143, the "new." 

jahiliyah, 1, "wrath," "pride," "impudence," and "fanaticism"; jahiliyah 

refers to the pre-Islamic period in which these qualities 
characterized the life of the Arabs. 

jaJ:tlah (plural, jaJ:tlat}, 89, a water urn used in Bahrain as a percussion 
instrument by beating on its mouth with a flat hand and 
scratching on its outer surface. 

jaJ:tlat, 89, plural of jaJ:tlah. 

jaliijil, 3, a rattle played by the qiyan. 

jalghi baghdadi, 55, an ensemble consisting of a singer and three or four 
instrumentalists for performing maqam al- 'iraqi. 

jawab kurdan, 112, the tone c" (one octave above middle c) on the 'od. 

jinn (pluraljinn}, 91, a demon or spirit. 

jnbri, 114, a two- or three-=stringed spike lute used in Morocco. (See also 
gnbn and gumbn.) 

jii2ah, 55, a spike fiddle in Iraq. (See also kamanjah.) 
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kah, 49, an unaccented, legato drumbeat following a tak stroke. (See 
also mah.) 

kamanjah, 83, a spike fiddle ("Arabian kamanjah"), also applied to the 
European violin. (See also jt1zah.) 

kcimil, 111. "complete": the 'ud kcimil (complete 'ud) had five strings as 
opposed to the 'ud qadfm (old 'ud), which had only four. 

khcinah, (plural, khcindt), 99, one of the three or four segments of a 

bashraf 

khdndt, 99, plural of khcinah. 

khatm, 108, the final ~awt of a samrah. 

khrdb, 88, a song of the pearl divers that is sung while weighing anchor. 

ki.rdn, 3, a lutelike stringed instrument played by the qiydn. (See also 
mizhar, muwattar, ~anj.) 

kitcib al-mils"iqd al-kabir, 123, the "Great Book of Music" by Abu Na~r 
Mul:lammad Ibn Tarkhan al-Farabi. 

kurd, 36, a maqdm row characterized by the descending sequence of 
seconds-major- major- minor-leading to the final tone. 

kurdcin string, 112, the c' (middle c) string in a 'ud. 

kwitrah, 114, a short-necked lute similar to the 'ud, having four pairs 
of strings and a body approximately the same length as its neck. 

laycil'i, 96, a solo vocal form whose text consists of the words yd laylf yd 
' -ay m. 

laylat 'dshilrah, 160. "'ashurah night," the anniversary of J:Iusayn's 
death. 

madci'if:t, plural of madif:t. 

madhhabjiyah, 183, a singing group that performs adwdr. 

madhhab, 86, the first couplet of a dilr. 

madl.J:t (plural, madd'if:l). 152, "praise," a vocal form with religious 
content. 

madl.f:t nabawi, 158, a vocal form in which the Prophet and his family 
are eulogized. 

maghrib, 68, literally "place of the sunset" or "time of sunset": Maghrib 
refers to the Arabian states of North Africa: Morocco, Algeria, 
Tunisia. and Libya. (See mashriq.) 

mah. 49, an unaccented, legato drumbeat following a dum stroke. (See 
also kah.) 

mcihilrcin, 112. the tone f' (f above middle c) on the 'ud. 
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makhmils, 93, a song of the pearl divers that is sung when the mast line 

is lashed. 

ma'lilj, 16, the name used in Tunisia for the andalusi nilba. (See also 

dlah, ghirndt1. and $an 'ah.) 

maqdm (plural. maqdmdt) row, 18, one of the more than seventy modes, 
based on heptatonic scales, that can be put together from 

augmented, major. medium, and minor seconds. 

maqdmdt, 43, plural of maqdm. 

maqdm al- 'irdqi, 16, a musical genre, originating in Iraq. that is 
considered to be the most noble and perfect form of maqdm. 

mardwi"s, 89, plural of mirwds. 

mashriq, 68, literally "place of the sunrise" or "time of sunrise": Mashriq 

refers to Syria, Lebanon, Egypt. Iraq, Jordan. and the states of the 
Arabian Peninsula. (See maghrib.) 

mathlath, 111, the third highest string on the 'ii.d. (See also bam. 

mathnd, and zfr.) 

mathnd, 111, the second highest string on the 'ii.d. (See also bam. 

mathlath, and z1r.) 

Mawlawiyyah. 100, the "dancing dervishes" who inhabit Turkey, Egypt, 
Syria, Iraq, and the Maghrib states. 

mawldya $Ulll, 160, a line of text inserted after each line of the burdah. 

mawlid, 152, "birthday," a religious festivity celebrating the Prophet's 
birth: also a vocal form with religious content. 

mawwal. 97. a vocal form, whose text is in colloquial Arabic. that 
usually follows the performance of the laydlL 

mazhar, 135, a frame drum with iron chains rather than cymbals. which 
is reserved for ritual occasions because each instrument is 

dedicated to a saint. 

myddj, 88, literally "oar," a song of the pearl divers that is sung while 

rowing. 

mywiz, 129, a double clarinet with pipes of equal length that belongs to 

the folk-music tradition: also known as zummdrah. (See also 

arghill or yarghii.l.) 

mirwds (plural. mardwfs). 89, a small double-headed cylindrical drum. 

mishdlyah, 70, the Moroccan name for the free-metered piece that opens 

a nii.bah: also called bughyah. (See also da'irih. istiftdl).. and taq'id 

at?- !?and'{) 

mi 'zafa. 7, a zither. 
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mlzan. 48, literally "measure," the rhythmic pattern in Arabian music. 
(See also c;tarb, U!?Ol. and wazn.) 

mizhar, 3, a lutelike stringed instrument played by the qiyan. (See also 
ktran, muwattar. and ~anj.) 

mizmar. 3, a kind of clarinet played by the qiyan. 

mkhulfi. 93, one of the songs sung by the pearl divers for entertainment 
on the high seas. (See also 'adsani:, baJ:trt, J:taddadi:, and J:tassawL) 

mrddah "tub tub ya baJ:tr." 93, the antiphonal song of welcome sung by 
the wives of the seamen on their return. 

mrilba'. 108. literally "square," the name of a type of ~awt. 

~addar, 70, the Tunisian name for the instrumental section that 
follows the opening of a nubah. (See also tilshyih.) 

mu'adhdhin (dual. mu'adhdhinayn; plural, mu'adhdhinfn). 157, the 
muezzin who calls the hours of daily prayers. 

mu'adhdhinayn, 158. dual of mu'adhdhin. 

mu' adhdhintn, 158, plural of mu' adhdhin. 

mughanni:, 153, a singer. 

MuJ:tarram. 14. the first month of the Islamic year. 

mujawwid, 153. a "reader" or "reciter" who sings the Koran: also muqri', 

murattil. or tall. 

mukhannath (plural. mukhannathun). 5, effeminate male singers, 

equivalent to the female qaynah. who probably had homosexual 
tendencies. 

mukhannathun, 5, plural of mukhannath. 

mulaJ:tJ:tin, 86, a composer. 

muqri', 153. a "reader" or "reciter" who sings the Koran: also myjawwid, 

murattil. or tall. 

muraddidun. 87. plural of munlddid, a chorus that performs alternately 
with the solo singer. 

murattil. 153. a "reader" or "reciter" who sings the Koran: also 
mujawwid, muqri'. or tall. 

milstqa. 13. a term that applies to theoretical treatises on music, tone 
systems. musical instruments, music aesthetics, etc.: music. 

mutrib, 86, the singer of a dur or of a !?awt, often also its composer 
( mulaJ:tJ:tin). 

muwall. 6, converts to Islam who were disciples of a free-born Arab. 
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muwashshal;l (plural. muwashshal;liit). 70, a poem written in classical 
Arabic used as text for the andalust nubah; also a religious song 
form belonging to the madtl;l repertoire. (See also ibtihiil, tanzllah, 

tawassul, and tawshtl;l.) 

muwashshal;liit, 16, plural of muwashshal;l. 

muwattar, 3, a lutelike stringed instrument played by the qiydn. {See 
also ktriin, mizhar, and $anj.) 

muwwiilah, 92, one of the four song forms ofthefunun al-bal;lr. (See also 
ahazy, j]fri, and l;ludwah.) 

nafir, 129, a trumpet, mentioned along with the biiq (horn) in historical 

accounts, that is still occasionally played in North Africa during 
Rama<;lan. 

nagham, 10, musical tone. 

nahham, 88, the solo singer in the j]trt music of the Arabian Gulf. 

nahawand, 32, a maqiim row characterized by the descending sequence 

of seconds-major-minor-major-leading to the final tone. 

nakriz, 34, a maqiim row characterized by the descending sequence of 
seconds-minor- augmented- minor- major-leading to the final 
tone. 

naqariit, 48, plural of naqrah. 

naqiiryah, 139, large-sized naqqiiriit mounted on either side of a camel. 
played by a musician while riding the camel. 

naqqiiriit, 49, a pair of kettle drums used to mark the beat of a wazn. 

naqrah (plural. naqardt). 48, the beat or unit of time of a wazn. 

naqrazdn, 139, medium-sized naqqiiriit, carried by a donkey. 

n0$b. 2, a "simple and naive" genre of singing practiced by Bedouin 
youths; refers also to the dirges sung by women. (See also l;tuda'.) 

nash' atkiir, 114, a short-necked lute, played in Syria, having five pairs 
of wire strings. 

nawbah, 68, literally "turn," as in what artists had to wait for when 

performing for the caliph; nawbah also referred to the piece 

performed, eventually replacing the word $UWt. 

nawa, 18, the tone g. (See also yakdh and ramal tutl.) 

nawbah, 68, classical Arabic for andalust nubah. 

nay (plural. nayat). 70, an end-blown flute. 

nayiit, 129, plural of nay. 

nim. 27, a slightly lowered pitch. 
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nilbah (plural, nilbdt). 68, see andalusi nilbah. 

nilbdt, 70, plural of nilbah. 

Glossary 

nuzhah, 123, the name used by ~afi ad-Din al-Urmawi for the qdniln. 

pakhawaj, 90, an Indian drum related to the tabl. 

peshrev, 15, a Turkish compositional form popular among the Arabs. 

(See also semai.) 

qadim, 84, a designation meaning "old" that is used when the poet and 
composer of a muwashshaf:t are not known. 

Qddiriyah, 135, a sufi sect. (See also Rifa'iyah.) 

qdniln, 70, a box zither. 

qardr, 2 7, the lower octave. 

qardr jahdrkdh, 112, the tone F on the 'ud. 

qardr sikdh, 112, the tone Els on the 'ild. 

qan', 55. singer (also qan' al-maqam). 

qa~a'id, 149, plural of qa~idah. 

qa~"idah, 96, a poem set to music in which all lines are based on the 
same classical meter of Arabian poetry: also a vocal form with 
religious content. 

qaylaml, 88, a song of the pearl divers that is sung while striking the 
mainsail. 

qaynah (plural, qiydn), 2, a singer and servant in one, whose duties 

included not only singing and performing but also pouring wine 

and providing other sensual pleasures. 

qirbah, 129, a bagpipe: also known as ruwdqah. 

qiydn, 2. plural of qaynah. 

qu~!?db, 3, a kind of flute played by the qiydn. 

rabdb. 70, a bow-necked lute. (See also rebec.) 

rabab ash-shd 'ir, 11 7. "the rabab of the poet." a single-stringed 
instrument. played primarily by impoverished musicians to 

accompany epic songs. 

Ramalj..dn, 14, Islam's month of fasting. 

ramal tiltl, 18. the third octave, starting two octaves above the lowest 
tone in the singer's register. (See also yakdh and nawd.) 

raqiq. 5, prisoners and slaves who introduced new manners and 
customs. including new cultural forms of expression, in Medina 

during the seventh century. 
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rdst, 29, a maqdm row characterized by the descending sequence of 
seconds-medium- medium- major-leading to the final tone. 

rebec, 70, a bow-necked lute. (See also rabdb.) 

ribat. 49, the musical notation for a tie, indicating that there are two 
beats for one unit of time. 

Rifa'iyah, 135, a sflfi sect. (See also Qddiriyah.) 

riqq, 49, a frame drum used to mark the beat of a wazn. (See also tar.) 

rishah, 112, the plectrum, made from the quill of an eagle feather, that 
is used to pluck the strings of a 'ild. 

ruba'i, 97, a four-line verse form, based on the basitmeter, that is used 
with mawwal vocal form. (See also a'raj and nu'mani.) 

ruwdqah, 129, a bagpipe, also known as qirbah. 

~abd, 44, a maqdm row characterized by the descending sequence of 
seconds-minor-medium-medium-leading to the final tone. 

$afqah, 107, hand-clapping used as a rhythmic accompaniment to a 
song. 

$al).abah, 154, a follower of the prophet Muhammad. 

$djat, 139, copper castanets played by both male and female dancers in 
public performances. 

samd', 162, spiritual concert. 

sama'i. 83, an instrumental introduction to a WGf?lah. (See also 
bashraf) 

samrah, 107, a cyclic form within which several ~wat are performed, 
typically at weddings and other festivities. 

$an'ah (plural, $an'at), 16, the name used in Algeria for the andalusi 

nilba. (See also dlah, ghirnat{, and ma'llif.) Also the poem that is 
sung during a nilbah performance. 

$an'at, 76, plural of $an'ah. 

$a,Y, 3, a lutelike stringed instrument played by the qiyan. (See also 
mizhar, kfran, and muwattar.) 

sant(Lr, 15, a hammer dulcimer. 

sattar, 68, the "curtain man" who signaled to artists waiting to appear 
before the caliph when it was their turn to perform. 

$awt, 8, a song. (See nawbah.) 

sayyid, 2, master. 

semai, 15, a Turkish compositional form popular among the Arabs. (See 
also peshrev.) 
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shabbcibah. 129, a split-core flute belonging to the folk tradition of 
Syria, Lebanon. and North Africa; also known as axabeba in Arab
occupied Spain. 

stkdh, 31, a musical genre characterized by the descending sequence of 
seconds-major-major-medium-leading to the final tone. 

sinad, 3, one of the extraordinary virtuosic singing styles of the qiyan; 

its texts deal with themes of seriousness. dignity, fame, pride, and 
arrogance; composed in the long classical metrical feet of Arabian 
poetry. (See also hazaj.) 

!?ilfi. 96. a fraternity of Islamic mystics. 

!?Un4j. 139. cymbals that are played during religious musical exercises. 

surnay. 129, a double-reed wind instrument. or oboe. that belongs to 
the folk-music tradition. Used to play African music in Bahrain 
and Oman, the silrnciy is known in North Africa as zukrah, al

ghaytah. or al-ghaydah. 

silryah, 93. the song sung by the pearl divers when setting the sail 
against the wind. 

tab', 68, the basis for the andalust nilba. similar to the maqdm. 

tabl (plural. tubuO. 89, a double-headed cylindrical drum used primarily 
in Arabian folk music. 

tablah. 55, the goblet drum in Iraq. (See also dunbak and darabukkah.) 

taghbtr, 155. a reading of the Koran; also tajwtd or tartll. 

tal).mllah. 105, a genre of instrumental music native to Egypt in which 

each player of a melody instrument has a solo opportunity to 
improvise on the same simple theme. 

tal).nr. 55. a vocal passage that generally begins a maqdm al- 'irciqt 

performance. 

tajwtd, 155. a reading of the Koran; also taghbtr or tarttl. 

tak. 48. one of the two types of drumstroke used to mark the beat 
(naqrah) of a wazn, it is produced at the edge of the drumskin. (See 

also dum.) 

takht. 86. literally "bed." "seat," or "podium," an instrumental ensemble 
of from three to six musicians. 

tall. 153, a "reader" or "reciter" who sings the Koran; also mujawwid, 

muqri'. or murattil. 

tamburah. 184, a lyre used to play African music in Bahrain and Oman. 

tanbilr. 15. a long-necked lute of Persian or Turkish origin. 
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tanzllah, 162, "revelation," a religious song form belonging to the madf.l). 

repertoire. (See also ibtihcil, muwashshal)., tawassul, and tawshf.l)..) 

taqcisf.m. 98, plural of taqsf.m. 

taq'l.d W?-E?ana'i', 70, the Algerian name for the free-metered piece that 
opens a nubah; also called dei' irih. (See also bughyah, istiftcil)., and 
mishcilyah.) 

taqsf.m (plural, taqcisf.m), 97, the instrumental presentation of the tonal
spatial model of a maqcim. 

tar (plural tf.rcin), 49, the name used in North Mrican for a riqq 

(tambourine). (See also daff.) 

tarab, 13, the joy that one feels when listening to music. 

tardf.d, 87, the musical repetition schema in Arabian music; also hank. 

tanqah (plural, turuq), 164, "way" or "path," the mystical doctrine of the 
Sufis. 

tartll, 155, a reading of the Koran; also taghbf.r or tajwf.d. 

tasah (plural, tusl. 89, a small metal cymbal. 

Tashll).f.t, 186, a Berber language in Morocco. 

tasllm, 99, an unchanging intermezzo or ritornello played between 
khcincit in a bashraj. 

taslilm, 56, a descending melodic passage in a maqcim al- 'irciqf. 

performance that leads immediately back from the musical climax 
to the final is of the maqcim row. 

tawassul, 162, "beseechment," a religious song form belonging to the 
madf.l). repertoire. (See also ibtihcil, muwashshal)., tanzf.lah, and 
tawshf.l)..) 

tawshf.l)., 162, a religious song form belonging to the madf.l). repertoire. 
(See also ibtihcil, muwashshal)., tanzf.lah, and tawassul.) 

tawshf.l).ah, 107, the final part of a ~awt. 

tawsld, 74, a technique for learning the rhythmic patterns of the 
andalusf. nubah by striking the thigh with an open hand on the 
dark strokes and with a fist on the light strokes, while reciting in 
a loud and clear voice. 

tf.k, 27, a slightly raised pitch. 

tf.rcin, 89, plural of tar. 

tubul, 89, plural of tabl. 

tufmiryam, 135, "Miriam's drum," the Jewish name for the daft 

tambourine. 
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turuq, 164, plural of tariqah; also the generic term for religious orders 
that established themselves during the twelfth and thirteenth 
centuries. 

tils. 89, plural of tdsah. 

tilshyih, 70, the Moroccan and Algerian name for the instrumental 
section that follows the opening of a nilbah. (See also ~addar.) 

'ild, 3, literally "wood," a present-day short-necked lute. 

ughniyah, 144, a contemporary Arabian "pop" song, which embodies the 
jadid in Arabian music. 

'urab, 121, detachable metal bridges placed beneath the strings of a 
qaniln to alter their tuning. 

'ushshaq turki, 43, a maqdm row characterized by a descending 
sequence of seconds-major-medium-medium-leading to the 
final tone. 

~ill, 48, literally "measure," the rhythmic pattern in Arabian music. 
(See also c;larb, mizan, and wazn.) 

WW?lah (plural WW?liit). 83, a cycle consisting of an instrumental 
introduction followed by up to eight muwashshaJ:tat performed in 
succession. 

WW?liit, 84, plural of WW?lah. 

wazn (plural, awzan). 48, literally "measure," the rhythmic pattern in 
Arabian music. (See also c;larb, mizan, and ~ill.) 

wusta-zalzal tone, 22, a third that is larger than a tempered minor third 
and smaller than a tempered major third, whose ratio is 27/22. 

yakah, 18, the lowest tone of the scale, which corresponds to the lowest 
tone in the singer's register. (See also nawa and ramal tuti.) 

yaman'i, 108, the (8/8) wazn of a ~awt. 

yarghill, 129, a double clarinet with pipes of different lengths that 
belongs to the folk-music tradition: also known as arghill. (See also 
mijwiz or zummarah.) 

zajal, 71, another name for the poetic form called muwashshaJ).. 

zawiyah, 165, "corner," a place outside the mosque where dhikr 

ceremonies are held. 

zir, 111, the highest string on the 'ild. (See also bam, mathlath. and 
mathna.) 

zuhayri, 61, a colloquial poem used as text in al-maqam al-'iriiqi. 
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zukrah, 129, one of the North Mrican names for the sii.rnciy. 

zummcirah, 129, a double clarinet with pipes of equal length that 
belongs to the folk-music tradition: also known as m!jwiz. (See also 
arghii.l or yarghii.l.} 



Musicians of the 'lsawiyah Brotherhood during a dhikr in Fez, Morocco. Photo: H. H. Touma. 
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