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abstract

The period 1250-1500 witnessed the emerzence of a corpus
of musical theory which was to provide a framework for most
of the important treatises composed during the following
centuries. One aspect of the theory is examined here: the
analysis of scale (intervals and combinations of intervals);
and on the basis of this examination an attempt is made to
present 8 coherent picture of one aspect of musical practice:

the modal system.

The introduction discusses the relationship between
Arabian and Persian music, and describes briefly the attilbude
towards music prevalent in Islamic society and thelr efiect

upon the literature.

Jrart 1 presents a critique of the preconceptions
involved in the analysis of intervals, and an annotated
transcription of the species and fixed sciles recorded during

the period.

rart 2 begins by examining the vorious groups to which
the modes were assigned in order to ascertain whether they
can be justified on purely structural grounds. Considerstion
of the criteria employed in determining grades of consonance
is followed by a discussion of the modsl system in terms of

L

basic units and the ways they combine. Comparison between
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two accounts ol the system suggeéts & pattern of historical
development; and also that the esrlier account misrepresents
certain features.

rart % continues the examination of the later account.
Farther material from this is given, revealing a second set
of unit combinations which 1s compared end contrasted with
the first. Hinally, the examples of notabtion are transcribed
and briefly discussed.

The relevant texts are presented in part 4.
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note on transliterstion

The transliteration from lersian is unsystematic.
Argbic loan-words are transliterated as if from arasbic.
Persian words used frequently in Arabic Texts are sometimes

given in their Arabicized form (e.g. awdz, kardaniya,

zanklila), but more frequently the Persian consonantal values,
and occasionally the vowels also, are retained (e.g. buzurg,

chahargah, dugdh, panjgdh, parda; kichek, segdh).

In the song transcriptions, initial hamza is indicated.

abbreviations

Only one abbreviation is used:

BM — British Museum
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In the field of musical theory the period from 1250 to
1500 is dominated by the Systematist school, founded by pafl
al-DIn “Abd al-Mu’min al—U:n:'maw?_./l The present work is based
upon an examination of two treatises by him, and a sectilon
of an encyclopaedia by the first of his many followers, Qujb
al-Din al—ShIrazi.g The latter is especially valuable for
the amount of material it contains on practice, with which
we are here primarily concerned. Nevertheless, in all three
texts this aspect is of secondary importance, and a
consideration of their analytical procedures is an essential
prerequisite to any interpretation of the modal system.
While it would be foolish To deny the presence of empirical
elements, it is clear that their statements about the
intervals and scales in common use result from passing the
raw material of practice through a filter of theoretical
presuppositions, mainly about the nature of consonance.

Denied access to the raw material itself, we must enquire int«

" One of the most famous musicians of his day, Hafi al-Din
was a prominent figure at the court of the last Abbasid
caliph, al-Musta‘gim (1243%3-58). His life was spared when
Baghdad was sacked, and the Mongol conquerors took him into
their service. Of his two treatises on music, the kitab
al-adwir was probably written in 1252, and the risala al-
sharafiyya, composed for his pupil Sharaf al-DiIn Harun,
about 1267. He died in 1294.

2 The polymath Qupb al-Din (1236-1311) was the most brillis
of Nagir al-Din al-JlsI’s pupils, excelling in medicine,
astronomy, and optics. He also wrote on theology and
philosophy, producing an important commentary an the hikmat
al-ishrdqg of Suhrawardli. The date of the encyclopaedia, th
durrat al-td;j, is unknown, but may reasonably be assumed to
be ¢1300.
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the nabture of the filter before sifting the residue.

Spaced out over a mere 50 years, the treatises of Hafl
al-Din and Qupb al-~Din differ but 1little in content. Thus
in general one can deal with them en bloc, and most of the
conclusions to be derived from them may be considered wvalid
for the whole period. Where they do not coincide, however,
it is somebtimes possible to detect a pattern of change which
may be viewed diachronically, as part of an evolutionary
process. 1In such cases references are made to the evidence

of 14th and 15th century works.

Unfortunately there is little point in trying to enlarge
the perspective by an appeal to authors writing before 1250.
It is true that Ibn SInd furnishes a valuable (if incomplete)
account of the modes used in his day; but if certain lines
of development are discernible in the years 1250-1300 one
should be wary of positing connections between a mode used
then and one described two centuries before. Caution is
reinforced by the regrettable absence of material in the
intervening period. This, unless one insists on taking into
account one or two encyclopaedias reproducing in abbreviated

form opinions better expressed elsewhere, is guite barren of



(10)
, 1
theoretical works on music. Nor can recourse to writings of
a non-specialist nature do much to dispel our ignorance of
the fundamentals of musical practice during the 12th century.

There are no later works comparable to the kitdb al-aghani

for the wealth of its technical, as well as social and

biographical, information.

An historical introduction to the study of the 13th
century modal system is therefore hardly possible. Instead,
it may be worthwhile discussing briefly a number of points

which relate to the hypothesis that in the late 153th century
Arabian and Persian art-music shared the same modal systen.

However surprising this might appear, it is the obvious
conclusion to be drawn from the texts themselves. In effect,
the available evidence suggests that although Arabian and
Persian music may have differed in other respects,2 they not

only employed the same intervals and combinations of interval

but were hardly to be distinguished in the way they put them

1 The one theoretical treatise of any stature to be compos
after the kitdb al-shifd’ and before the works of Hafi al-
Din is the kitab al-kafi fi al-mlUsigd by Ibn Zayla, a pupil
of ITbn Sind&. This in any case dates from the first half of
the 11th century, and its originality resides mainly in the
treatment of rhythm: it contains no new information about
the modes.

Details on other texts of the period may be found in
Farmer, The Sources of Arabian Music, 45-48.

2 Notebly in the relative popularity of certain rhythms
(see the kitd8b al-adwdr, ch. 13).
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P
to melodic use. It was perhaps only to be expected that
the majority of post-13th century treatises, whether Arabic
or Persian, should adopt Hafi al-Din’s terminology, and that
their analyses should be developed within an uniform
theoretical framework. The period is, after all, one in
which independence of thought and enquiry was on the decline,
at least in the sciences. Neverthelesgss, some of these
treatises do provide an account of the modal system which is
more than a mere repetition of what HaflI al-Din had to say on
the subject. The fact that they make not the slightest
mention of differences between the Arabian and Persian modal
systems cannot therefore be attributed to their being
predominantly derivative in nature: nor can it be claimed
that they show a total lack of concern for the realities of
musical practice. In addition we may note that there are
one or two 14th and 15th century texts in which Persian views
on a cgrtain mode are criticised by an Arab author, or vice

versa; yet the disagreements relate not to the structure of

the mode, but to such subsidiary matters as its classificatio:

1 The names of the modes themselves are a mixture of Arabis
and Persian. An even more positive indication of identity
or at least near identity is furnished (admittedlyover a
century later) by *Abd al-Qadir b. GhayblI who states e.g.
that a particular section of a song is differently termed
by Arabs and Persians (maqdgid al-alh@n, 102) - a remark
that only has point if the structure and content of that
section were common To both.

2 E.g. in the kitab ghidyat al-maplib fi ‘ilm al-angham
wa 'l-durib of Muhammad b. ‘Isa al-Baghdadl.
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within the whole repertoire. This last indication is all the
more valuable in that these particular texts do not adhere to
the theory of the Systematist school, and thus constitute

an independent source of information.

It might be objected, however, that this evidence is less
than convincing: that silence need not confirm similarities
and could equally well mask dissimilarities. Further, that
the basic proposition flies in the face of historical
probability, for prior to the 10th century Arabian and Persiar
music were certalnly not identical, and in present-day

practice there is also a marked difference.

With regard to the contrast between the unity postulated
for the 13th century and the divergencies observable now,
two general remarks may be made. The first is that if one
considers the two modal systems in their present form, the
similarities are far more striking than the dissimilarities.
In both melodic organization is centred chiefly on the
tetrachord, and there is further a considerable degree of
identity with respect to the var%ous possible arrangements of

intervals within the tetrachord. T™he second is that in view

of this it is not unreasonable to suppose that at an earlier

1 Comparative studies of melodic structure have not yet
been undertaken. But although these would establish
certain lines of demarcation, it would appear that the
major distinction is to be sought in the field of formal
organization.
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stage the relationship was far closer; and that the two
began gradually to drift apart in the 16th century when the
military and religious confrontation between Persia and the
Ottoman empire, which by that time had subjugated the greater
part of the Arsbic-spesking world, imperilled the process of
crogs~fertilization brought about by personal contact between
court music:iams./l |

It is rather more difficult to put forward a plausible
defence for the proposition that unity succeeded the
diversity of the 10th and earlier centuries. As we have
seen, there is a dearth of reliable material for the period
1050-1250. But matters are made worse by the fact that
although the indisputable differences between Arabian and
Persian graetice were recognized by a number of earlier

writers, none of them do more than baldly state that the two

are not the same.

However regrettable, it 1s perhaps not surprising that
this should be so. The general difficulty of adequately
verbalizing musical experiences precludes the likelihood of
any valuable contribution being found in literature at large;

and works of a speclalist nature unfortunately tend to embark

1 In other fields mutual exchanges and cultural influences
may have continued. Musical practice, on the other hand,
could not be transmitted by the written word.

2. Including 8l-Kindi, Ibn Khurdadhbih and al-Igbahani.
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on two courses in neither of which could problems of a

descriptive and comparative nature be dealt with.

Scientific enquiry, on the one hand, touches on musical
practice - albeit at a tangent - when defining the size and
relationship of intervals. But it cannot go beyond this
within the limits imposed by its predominantly mathematical
outlook: music was, after all, part of the quadrivium. We
are provided, as it were, with the precise dimensions of
individual (and ideally formed) pieces of masonry; but from
these we are unable to infer the shape and effect of the

whole edifice.

Cosmological speculation, on the other hand, while
emphasizing the position of music as an integral part of the
macrocosmic order, leaves even less room for the development
of an analytic or aesthetic terminology with which two
musical systems might be contrasted or evaluated. In these
respects music suffered much more than literature, for there
was no parallel to the impulse, furnished by a causally
related complex of factors, which led to the creation of an

/1
adequate vocabulary of literary criticism.

1 The 14th century sharh mubdrak shih bar adwdr asserts
that in a work of his on poetics (presumably based on
Aristotle) al-~Farabi discussed the relationship between
certain types of music and poetic and dramatic genres.

No later writer seems to have pursued this line of enguiry.
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We have therefore no means of determining in exactly what
respects Arabian and Persian music differed. Hence it is
impossible to suggest how, in the course of time, they could
have shed these differences. We can do little more than
put forward the view that a process of interaction culminating
in the establishment of a common idiom would be in accordance
with the general pattern of cultural and social development.
Also, we may note the possibility that the area over which
this presumed common idiom may be thought to prevail was
relatively modest in the period 1250-1%500, and was gradually
extended during the following two centuries. It is safe to
assume bthat Pafi al-Din’s comments on practice relate
primarily to the art-music of Baghdad, where he spent much of
hig life, while Qupb al-Din was no doubt more familiar with
the traditions of Shiraz, his native city, and Tabriz, where
he lived for many years. Besides Iraq and Western Persia,
on the other hand, later theorists of the Systematist school
come from as far apart as Khurasan and Transoxiana to the
East, Syria and Anatolia to the West. This may, it is true,
be no more than a coincidence; nevertheless it seems
reasonable to suppose that any initial fusion should take
place where contact between Arabs and Persians was closest.
In any case, North Africa and Spain must be excluded from the
regions for which the hypothesis of unity may be entertained.
As a result of the destruction wrought by both Christian

conquest and Muslim intolerance, the Arab West provides but
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few texts dealing with music, and as far as the modal system
is concerned they are generally uninformative.
Musical contact between Persia and Arabia, however, is

1
well documented as far back as the Jahiliyya. In the early

years of Islam we hear of direct borrowings, and during the
Umnayyad period some of the most distinguished Arab singers
spent part of their musical apprenticeship absorbing Persian
styles. For this to have been a meaningful experience, and
for borrowings to have taken place, there must have existed
beneath the differences a considerable degree of similarity
in both modal organization and forms of melodic expression.
After the consolidation of Arab rule in Persia the interactior
no doubt increased, both in pace and extent. By the 9th
century the structure of urban society in the Middle East
seems to have been fairly uniform, and cultural attainments
and aspirations also. In almost every sphere of human activit
Persian ideas and methods were being assimilated by the Arab

aristocracy in the major cities of Irag as well as in Persia

itself. It would thus be quite natural to find that a musical
rapprochement took place which furthered the evolution of a

common fund of modal forms. If so, we may assume that the

1 The contact is of course millenary. But most references
are in works of the 3rd and later centuries of Islam, and
hence are rarely to be trusted if concerned with events
prior to the 6th century A,D.

2 Including Ibn Misjah, Ibn Bursy], and Tuways. The Persic
musician Nashi{ was immensely popular in Medina.
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process was substantially complete by the end of the 10th
century.q But whatever uniformity resulted should not be
thought of in terms of a rigid system. It is far more likely
that there should have emerged a somewhat flexible lingua
franca to which a number of regional traits could be added
without undue disturbance. It is probably variations of this
kind that the Ikhwan al-$afd’ (10th century) are referring to
when they distinguish the music of Arabs, Persians (presumably
the inhabitants of Fars), and Daylamites. The last two

would certainly not have had independent musical languages,

but rather local and characteristic inflections of the same

tongue. The kitdb al-shifad’® of Ibn SInd, the last important

source prior to the treatises of $afi al-Din, supplies a few
concrete details about this language. But any conclusions
we may draw from them would again have to be tentative, for
although Ibn Sina adds to our knowledge of the way tonal
space was divided}by detailing the intervallic organization

of several modes, he still affords us no insight into the

main elements of melodic syntax through which, no doubt,

1 The justification for this dating is partly of a negative
nature: about this time references to the contrast between
Arabian and Persian practice become few. More important,
the major theorists, al-Farabi and Ibn Sind, meke no mentior
of it. (The individuslity of the jarad’iq of Khurasan, notec
by al-Farabl, is a matter of form rather than substance.)
Further, al-Farabi’s discussion of the junblir baghdadl indi-
cates the gradual dissemination of a common scale structure.

2 rasa’il, i, 196.

% BM. MS. Or. 11190, ff. 204v-205.
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regional differences could at least in part be defined.

Lacking more precise information, we are entitled Tto say
no more than that by the end of the 10th century certain modes
and scales appear to have gained general acceptance. One is
therefore tempted to conclude that the synthesis to which
texts of the 13th to 15th centburies point is the result of a
developmental process whereby those features forming as it
were a common denominator expand and at the same time are
welded together into a coherent system, the organization of
which may be shown to be governed by a number of underlying
structural principles. But this presupposes that the
intervening period was one of regular growth and consolidatior
which is open to doubt. Having argued that in the 16th
century musical unity could be Jjeopardized as a result of
political conflict, it might equally well be objected that
to all appearances conditions in the 12th and 13th centuries
should have impeded, rather than furthered, progress towards
unity. The final decline of the Abbasid caliphate was marked
by ever increasing political and economic fragmention, the
effect of which was to retard, if not to reverse, the movement
towards cultural levelling. Thus, far from being conducive
to the establishing of musical homogeneity, one might have
expected the fissiparous tendencies which were so strong at
this time to foster rather regional autonomy, the affirmation
of local characteristics, and a gradually increasing

divergence of both style and substance - all the more so
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since there was in music no parallel to the fixed ideals
obtaining for the written word, and thus no means of
imposing uniformity at a time when the cultural ambitions
which were a concomitant of the desire for political
independence tended to promote an upsurge in artistic

activity.

While due attention must be paid to such factors, it
should be borne in mind that the ebb and flow of dynastic
fortunes did not bring about any decisive changes in the
fabric of society. Although the peasantry suffered from
extortionate and often arbitrarily imposed taxation, the
general pattern of urban life was but little affected by the
substitution of a land-based economy for a monetary one. The
music with which Jafi al-Din and Qubb al-Din are concerned
evolved in conformity with the canons of taste prevalent
among the upper and middle-class town-dwellers, and there
can be little doubt that the stability and continuity which
characterized the cultural outlook of these classes were in
the long run far more significant than the passing whims of
rulers, despite the lavish rewards which the latter could
bestow. As we have seen, post—-Abbasid treatises indicate the
general, or at least ever-widening acceptance of a unified
modal system, the regularity and complexity of which would be
inexplicable had 1t not been preceded by a considerable period
of development, experiment, and consolidation. ©Seen against

the background of urban conditions, rather than that of
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military and political reversals, such a process becomes
more readily explicable. Also, it may be noted that except
during the brief periods of violent upheaval communications
were affected but rarely by the rivalries between various
factions. In conseguence there was little to prevent
musicians moving about freely. It is true that artists of
the first rank, once attached to a court, did not often
experience the urge or necessgity to seek their fortune
elsewhere, but the slave-girls who showed sufficient talent
to become their pupils were merchandise to be exported as
demand arose. They too may have excercised a levelling
influence on the musical taste of the upper classes which
they served, but at the same time had the opportunity to
modify. In the event it is more than possible that by the
mere fact of their encouraging music as a vital art-form the
virtually independent dynasties of the Abbasgid decline may
have helped to maintain the composite tradition and, indeed,
to promote a further integration. One might compare the
connection between the pretensions of the numerous German and
Italian principalities in the 18th and early 19th centuries

and the strength of the operatic tradition in those countries.

Among further factors contributing positively to the
growth of musical conformity one might mention the military
band. This had, apart from its primary function, an important
rdle to play as an essential adjunct to court ceremonial.

It became in effect an expensive status-symbol with,
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interestingly enough, the added possibility of expressing
distinctions of rank in the way it was used./I In view of
this it 1s natural to suppose that the accoutrements, and
music, of the military nawba in the capital of the empire
were slavishly copied by independent, and even would-be
independent, rulers. One may cite as supporting evidence the
survival of the nawba tradition at princely courts in India
almost down to the present day - one of the most striking
examples of Islamic musical influence in the sub-continent.
It is true that for the military band sheer quantity of sound
was often more important than quality, but on the whole the
innate conservatism of imitated pomp should if anything have

helped reinforce the general stability of the musical scene.

Of considerably greater importance is religious music.
But here we are faced with a wide range of forms, used in a
variety of contexts. Only in some of these is it likely that
there existed a certain degree of uniformity over wide areas.
The main reason for this is the fact that most religious

2
authorities viewed music with grave suspicion, and in

1 See Farmer, A History of Arabian music, 206-~-208, and his
article "Tabl khana", kncyclopaedia of Islam, suppl., 1938,
217-222.

2 There are a considerable number of treatises which deal
specifically with the legal status of music. While some
speak in defence, the majority condemn. The viewpoint of the
four main law-schools lies somewhere between disapproval and
outright condemnation.

The Sufi attitude is discussed briefly below.
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consequence no effort was made to impose any canonic standards
upon the music that was used to accompany ceremonies of a
non-official nature. As these often included elements of
local customs and beliefs (many of considerable antiquity)
tolerated by Islam, it is likely that apart from containing
archaic features this music was closely linked to the
prevailing styles of folk-music, and thus differed somewhat
from province to province. In addition the strong antipathy
on the part of the legists ensured that music was sll but
banished from official ceremonies. Hence it could never
become an integral part of ritual, as in the Christian church.
Hence also the lack of any parallel in Islam, despite the
prominence of the similarly orientated doctrine of ta’thir,

to the hermeneutic use of the Jewish prayer-modes. In spite
of this, however, the cantillation of the Qur’an became an
art in itself, and one which could not have been divorced

entirely from the modes and melodic characteristics of seculax
/l

art-music.
A much closer connection may be observed between secular
art-music and that of the Sufis. Already by the 11th cenbtury

(at the latest) the place of music within the liturgy derived

1 The connection was never admitted by the legists. Indeec
the legal fiction of total separateness was buttressed by
the use of a different tTechnical vocabulary for cantillatior
However, there are cases - just as in mediaeval church
music - of popular songs being used in religious contexts
(see Ibn Qutayba, al-ma‘*drif, 2%2).
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from the originally spontaneous dhikr was assured, and it is
possible that this may have provided a further unifying
factor. At a later date Sufi ideas were often disseminated
through poetry, and so the songs associated with particular
poems would in all probability gain wide currency. Also, the
oufli fraternities began To develop their own ceremonies, and
these frequently included the performance of music. However,
although the period between Ibn Sind and $afi al-Din saw the
founding or institutionalizing of some of the more important
orders, those which laid particular emphasis on the use of
music and dancing as a means towards ecstatic communion date
from somewhat later. In view of this it would be imprudent
to suggest that the growth of the fraternities contributed,
however obliquely, to the development of a standard idiom
during that time. Nevertheless, it is likely that the music
heard at the more intimate Sufi gatherings was, considered
solely as an organization of sonorities, substantially the
same as that to which the discussions of the philosophers and
theorists relate.1 If so, it may be assumed that this near-
identity persisted even when the fraternities had developed
their own musical forms, for during the 15th century, if not
before, some of the ternary and aksak rhythms characteristic

of Sufi dancing began to find their way into the secular

1 That heard at large open-air gatherings would probably
have differed in both vocal and instrumental style (and
choice of instruments) from court music with its
predominantly chamber-music textures.
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repertoire.q

Despite these links it would be idle to expect Sufi
writings to contribute to our knowledge of musical practice.
For the Sufis music, with its fleeting evocation of divine
harmony, provided a means whereby the adept could progress
towards a comprehension of ultimate reality. Preoccupied
with its transcendental significance, they naturally omitted

all mention of the purely physical factors involved.

Thig symbolic approach was by no means exclusive to
Sufism. The influence of the esoteric philosophies current
in the Near East during the early centuries of the Christian
era not only contributed to the development of Islamic
mysticism, but also played a significant part in encouraging
metaphysical and cosmological speculation. During the Abbasic
caliphate the majority of thinkers were less concerned with
analysis than with synthesis -~ elucidating the essential
unicity of Nature. Thus for them music could hardly become
an object of study in itself: rather it formed part of an
uninterrupted chain of phenomena between the various links of

which correspondences might be established. Already in the

1 Their origin is indicated by the appelation "samada‘i'.
Such rhythms are mentioned in al-ladhiqi’s kitab al-fathiyy:
a later work (c 1500) in the Systematist tradition. The
"classical' characteristics of at least some present-day
Sufi music (as insbtanced in H. Ritter, "Der Reigen der
tanzenden Derwische", Zeitschrift fir vergleichende
Musikwissenschaft, Jg 1, Nr. 2, 1933) suggests that the
two have remained closely related.
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9th century al-Kindi related the strings of the lute and the
rhythmic modes to the humours, elements, to perfumes and
chzzx:r‘acter-traa’.ts./l ‘Later similar series were to be establishe
for the melodic modes, and even $afi al-Din, who otherwise

ignores this type of speculation, devotes a chapbter to their

emotional content.

When seeking material on musical practice it is therefore
to the Peripatetics and the theorists who followed them that
we must turn. For the philosophers imbued with the objective
rationalism of the Aristotglian tradition music was one of

the mathematical sciences. Thus their work utilizes and in

a few cases, notably in the kitédb al-misigd al-kabir of

al-Farabi, extends the methods of analysis evolved by the
Greek theorists. Unfortunately much of the resulting matter
was also adopted, so that all too often we are regaled with

an exposition of tetrachord species the majority of which were
completely foreign to Arabian and Persian practice, followed b

various arrangements of these within the systema teleion. On

occasion, indeed, the series of hypothetical tetrachords is
even enlarged, from which it is evident that the study of the
numerical relationships of intervals was being pursued for

its own sake, and not for its value as a descriptive tool to

1 See Farmer, Sa'adya Gaon on the influence of music, 3-9.

2 Cosmological speculation is openly rejected by Ibn Sina
in the inbtroduction to the section on music in the kitab
al-shifd’ (D’Erlanger, la musique arabe, ii, 106).
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be applied in a fresh context. Where al-Farabi and Ibn Sina
do provide information about the intervals used in Arabian
music is in their detailed accounts of the main melody
instruments, especially the ‘ud, a short-necked lute.
Nevertheless, they afford us little insight into the way
these intervals were organized in practice. Interest in their
functional r8le was the exception, the rule being the concern
taken over the manipulation of the numerical relationships

to which they can be reduced. In the last resort, the
philosopher?’s approach to music was prescriptive rather than

descriptive.

With the theorists of the Systematist school the balance
is only partially restored. While retaining the analytical
method and some of the definitions of their predecessors,
they frequently Jjettison much of the Greek ballast, with
correspondingly greater emphasis being placed upon the
tetrachord and pentachbrd species actually in use. Neverthe-
less, for all the wealth of detail on intervals and scale,
their trestises are as a rule hardly forthcoming about the
melodic characteristics of the modes. Once abstracted into
a simple successlon of intervals they become mere objects to
be juggled with, and much ingenuilty is expended in detailing
the ways in which they can be derived from each other and
transposed throughout the theoretical gamut. Needless To say,

this is of little relevance to what performers were actually

doing. TFurthermore, the one chapter in Hafi al-DIn’s kitsb
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al-adwar ostensibly devoted to practice is perhaps the most

superficial in the whole work, however valuable the examples
/}

of notation 1t contains. No attempt is made to remedy its

deficiences in Tthe several commentaries on the kitab al-adwar:

none of them devote to it a fraction of the attention lavished
on the more sbstruse sections, and in some the examples of
notation are even reduced in number, as indeed they are in
Safl al-Din’s second (and otherwise more extensive) treatise
on music. What was notated was evidently less important than

the method of nobtabtion.

The almost total disregard for those aspects of musical
practice not amenable to definition in terms of number is
somewhat puzzling. At a much earlier period considerable
interest had been shown in such matters as formal procedures,
the relationship of melodic structure to prosodic pattern,
vocal and instrumental technique, expression and dynamics.
Yet none of them is dealt with by $afli al-Din, and with rare
‘exceptions the same is true of his successors. That this line
of enquiry, which might have resulted in an aesthetic, was
not sustained during the labter part of the Abbasid period
may be attributed in part to the increasing importance
attached to Neo-Platonism, Hermeticism, and allied currents
of thought which stressed symbolic and esoteric aspects o

the detriment of exact observation. But this is not in itself

1 The final chapter (fI mubdsharat al-‘amal).
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a sufficient cause - and in any case the Utriumph of one
particular philosophical approach is unlikely to stem solely
from its intellectual cogency: the intellectual temper of
socliety at large also has an important rdle to play in
determining the acceptability of any given set of ideas, and
it is likely that where music is concerned social factors
were instrumental in establishing the predominance of the

emblematic, non-analytical approach.

In effect, the position of music within Islamic society
has always been ambiguous, and attitudes towards it have
varied considerably. Poetry was able to overcome initial
hostility and gain early acceptance as one of the "Arab
sciences"; but music, although an equally indispensable
meansg of emotional expression, and one moreover not explicitly
condemned in the Qur’a@n, remained suspended between acceptance
and rejection. Patronized by the court, it was frowned upon
by the law-schools; a means of spiritual liberation for the
Sufi, it was excluded from most religious ceremonies; an
encouragement to the faithful in battle, it was wideiy
considered conducive to immorality. However facile such
contrasts, they do reflect an inability to establish for

music a generally accepted social function.

This uncertainty also affected the status of the musician.

A cursory glance at the kitab al-aghani and similar works

will reveal that the virtuosi were held in high regard at

court, and that their artistry was more than generously
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rewarded. (They also suffered on occasion from the
capriciousness of their masters, but not noticeably more so
than others.) Their fame is attested by the abundance of
biographical material available, and is in sharp contrast to
the anonymity of the craftsman and architect. The picture

of musical life at court presented in the kitdb al-aghiani

may be considered valid for the following centuries also:
the fabulous sums lavished on the best artists during the
heyday of Abbasid rule may have become a thing of the past,
but the degree to which extravagance could go was restricted
not by a decline in appreciation but by worsening economic
circumstances. Nevertheless, apart from acgquiring positions
of rank, outstanding musicians were still able to amass
considerable fortunes - $afi al-DiIn himself is a case in

point.

For all this music had never been, and was not to become,
a completely respectable calling. The musician’s rights
within the Muslim community were in certain respects
circumscribed: positions of religious authority were denied
him, and a (free) musician’s evidence might be disregarded in
a court of law.q Further, one finds cases, even among

2
pampered courtiers, of artists exhibiting feelings of guilt.

1 See Farmer, A History of Arabian music, 31.

2 See for example kitédb al-aghani, x, 163.
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(Outside the court hostility to music could no doubt be more
forcibly expressed, although the social implications of this
can only be guessed at.) A number of philosophers may, it is
true, have prided themselves on their musical skill, but they
constituted within the total context of Islamic society a
peripheral group which was regarded with considerable
suspicion by the orthodox majority. Nor should it be
forgotten that the fulminations of the more narrow-minded
legists were perhaps not so unrepresentative and ineffectual
as one might like to believe. Although their attempts to
proscribe music entirely were, of course, unrealigzeable, they
should be regarded not only as products of excessive puritan
zeal, but also - or rather - as indications of a profound
ambivalence of attitude common to the whole community.
Already in Umayyad times the association of music with
frivolity and licentiousness had been reinforced by the
growing importance among the wealthier classes of the female
slave-musicians (g}i@ﬂ), and more especially by the unsavoury

reputation of the mukhannathin, a group of effeminates who

were variously drunken, dissolute, homosexual, agents for
prostitutes and, very frequently, musicians. By the end of
the Abbasid caliphate the factors that had facilitated the

emergence of this latter class no longer existed; however,

1 Further material on these two groups may be found in
Akel, Studies in the social history of the Umayyad pexriod
as revealed in the Kitab al-aghani.
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the opposition they provoked merely reinforced opinions

already held, and did not disappear with them: music was to
remain a part of human activity too essentizl to be ignored,
but sufficiently dangerous to have to be banished as far as

possible into the shadows of social opprobrium.

The danger is a specifically moral one. There is no
trace of the ancient notion that the integrity of the state
could be damaged by changes in the musical system, since this
was condemned root and branch. The attitude of the Muslim
legists is rather an extension of that expressed in "The
Republic®: Plato wished to see certain modes forbidden
because of their deleterious effect, while for the legists
all music corrupted. The aura of impiety and frivolity
surrounding music is established by its perennial association
with wine-drinking - in entertainment-literature the two are
virtually inseparable. ILess obvious, but of far greater
gignificance, is the connection with sexuality. This aspect
was underlined by the frequently erotic nature of the verses
set o music, to which on occasion may have been added a
degree of sexual attraction or tension between listener and
performer. (For the giyan, as for courtesans in other
cultures, music was sometimes no more than a useful
accomplishment to be cultivated for utalitarian purposes.)

As might be expected, the erotic potential of music was
emphasized by those bent on attacking it, but in general it

may be said to have been less a formally recognized factor
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than one which, because of the irrational elements resulting
from the numerous ftaboos involved in sexual relationships,
operated mainly at a subconscious level.q It is perhaps for
this reason that the excessive emotional reactions to music

always seem so curiously unfocussed.

In the event, it is hardly surprising that those who
wrote about music should have treated it so circumspectly.
The most drastic solution, and at the same time the simplest,
was that adopted by the Sufis: as with poetry, the emotional
language is accepted in full, but understood to be symbolic.
For those thinkers concerned with cosmological schemes and
implications the dangers of music are also exorcised by
stressing its esoteric aspects, and in particular by pinning
it in & web of numerical sets and associations, so that it
again becomes symbolic, but this time providing a link with
the abstract symmetries of the universe, rather than a means
of liberation and mystical insight as with the Sufis. The
Peripatetic philosophers and theorists, too, escape into the
realm of pure number, although physical and physiological
aspects are also dealt with. However, the basic procedures
of musical communication - the ways in which the raw material
of sound is organized into an expressive whole, and the

conventions which govern and safeguard comprehensibility -

1 Cf. the interesting comments of J. Berque in The Arabs:
their history and future, London, 1964 (ch. 11).
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are only treated indirectly, so that we can form only the
most shadowy picture of the musical system as a whole.
Nevertheless, bthe factual nature of their approach to, e.g.,
instruments and the intervals produced on them, does furnish
sufficieht material for us to be able to undertake a fairly
detailed examination both of the modal system and of tThe
surviving examples of notation in which its practical

application may most clearly be discerned.



part 1
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chapter 1

The kitab al-adwar, first of Pafi al-Din’s two treatises
on music, consists of fifteen fairly brief chapters. A%v
first sight there appears to be little logic in their
arrangement, apart from the fact that chapters 1 to 11 deal
with different aspects of the same subject-matter. Within this
group, however, one may debtect a pattern (not necessarily a
conscious one on the part of the author) consisting of an
alternating presentation of original and non-original
material. Beginning in the manner of earlier tregtises with
definitions, Safi al-Din rushes abruptly (chapter 2) into an
account of his innovatory 17-note octave gamut. Previous
models are again followed in the ensuing discussion of
interval relationships, dissonance and consonance (chapters
%3 to 5), although we may note that within this section the
approach to dissonance is untraditional in that the criteria
are couched in terms of non-permissible sequences of intervals
rather than in terms of single intervals. Similar alternation:s
are discernible in chapters 6 to 11, which deal with possible
scales; how to produce one of these on a stringed instrument
(chapters 7 and 8); the most common modes; their similarities

of structure; and how to transpose them throughout the gamut.
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The remaining chapters are a rather mixed bag, containing an
academic digression and, in chapbter 1%, a relatively extensive
discussion of rhythm including an account of contemporary
practice. It seems reasonable to regard the two final
chapters as addenda. They deal with the emotional impact of
certain moc"tes,/l and with notation, the latter being presumably
a novel contribution.2

By virtue of this process of alternation, Safi al-Din
successfully integrates material derived from practice into
an inherited framework of theory. 4s a result the reasonably
clear distinction maintained between the two in earlier works
is blurred. There is, for instance, no trace of the empirical
procedures for siting frets described by al-Farabi and Ibn
S':l'_nﬁ.3 This, it may be remarked, is not a criticism, but
merely an indication of one of the major difficulties with

which the present study is faced. In fact, given the brevity

of the kitab al-adwidr, the theory embodied in chapters 1 to

11 is to a remarkable degree both fully developed and

coherent. Compared with previous treatises in the same

1 As noted in bthe introduction, such aspects were felt to
be of considerable importance, although generally disregarde
by writers of the Peripatetic tradition. It is possible
that in this chapter $afi al-Din is merely reflecting
received opinions.

2 Notation had been used, although not for the same precise
purpose, by both al-Kindi and Ibn Sina.

3 Al-Farabi, kitab al-misiqa al-kabir, 510-51%; D'Erlanger
la musique arabe, ii, 235.
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ultimately Greek-derived tradition it also evinces consider-

able originality.

The same cannot be said of his second treatise, the

risala al-sharafiyya. This may, not unjustly, be described

as a much expanded and in some respects more finished version
of the previous work. The expansion results in part from
the inclusion of material which had been presented by earlier
writers, but was of dublous relevance to the structure of

1
Arabian and Persian music in the 13th century.

The section on music in Qufb al-Din’s encyclopaedia, the

durrat al-tdj, is made up of five discourses (magaldt)
prefaced by a short introduction. The first three deal
respectively with the definition of basic elements and the
physical propagation of sound; with the numerical relation-
ships of intervals; and with the addition and subtraction of
intervals. Thus far there is nothing worthy of comment,
since we are presented with what is little more than an
adaptation-cum-translation of the corresponding sections in

Safi al-Din’s risidla al-sharafiyya. This does not, however,

mean that Qupb al-Din is just another unblushing plagiarist,

1 It may be doubted whether much of this material
(especially that concerned with the analysis of chromatic
and enharmonic tetrachords) had ever been of relevance to
Arabian practice. It is possible that in this work - gquite
naturally so in view of the circumstances under which it
was written - Safi al-Din was tempted to demonstrate his
grasp of ancient theory as much as to restate his own.
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for apart from later passages which bear witness to his
critical acumen, there is evidence here too of independent
Judgement. Furthermore, he readily acknowledges his debt +o
pafI al-Din, and where he is not explicitly quoting or
expounding his teaching he refers to him in terms of the
utmost respect. Attention need only be drawn here to the
testimony these passages provide of the high esteem in which

pafi al-Din’s works were held so soon after his death.

Dependence on Hafi al-Din naturally does not stop at this
point, and the last two discourses are also squarely based

on the text of the risala al-sharafiyys. However, interest

is quickened by the fact that in these two discourses, which
deal to a certaln extent with the realities of the practical
art, Qufb al-Din gives an account of the modes and rhythms

in current use which both enlarges upon, and in some respects
differs from, that of Pafi al—Din.q These differences are
all the more curious for the general lack of explanation or
Justification. But Quib al-Din’s great competence in musical

theory is in evidence throughout these chapters, despite the

preponderantly derivative nature of the material, and in

1 Although later works confirm much of the material pre-
sented by Qutb al-Din, the description of the two major
groups of modes, shudud and dwazdt, found in the kitab_al-
adwar, is generally reproduced unchanged in treatises of
the 14th and 15th centuries. This veneration of $afi al-Din
seems to have affected Iuropean scholars, for it is rare to
find any mention of later accounts of the modal systemn.
Certainly the considerably larger and more detailed list in
the durrat al-tdj has been universally ignored.
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1

addition he must have had a thorough grasp of practice.

Thus there is no possible reason, on the occasion when he
diverges from the version of his mentor, for doubting the
validity of the modal structures he presents. TLastly, it
should be noted that he concludes this section of the durrat
al-t38j with a composition far longer, more complex, and more

exactly notated than those in the kitdb al-adwar.

Before proceeding to a discussion of the modes as
described by these two authors, a number of points concerning
the nature of the octave division established by Pafi al-Din
need to be clarified. When one considers the painstaking
thoroughness with which Qujb al-Din and later theorists,
especially the author of the late 14th century sharh mubarak

2
shah bar adwdr, classified and notated the modes in

accordance with the 17-note gamut evolved by Hafi al-Din, it

is a great temptation to suppose that this gamut accurately

1 For all that he was later {0 be criticized by *‘Abd al-
Qadir as being an amateur in such matters. However, *‘Abd
al-Qadir seems to have misunderstood, or misrepresented,

some of the points made by Qufb al-Din. (See the comments
on the passage translated in chapter 7.)

2 This important treatise will be referred to henceforth

as the shar%. It was completed in 1375, and has been
atbributed by Farmer to al-Jurjani (d. 1413).
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reflects the intervellic relationships then obtaining.
However, there is reason to believe that the picture thus
presented is an oversimplification, in some ways a formaligzed
abstraction, and that in fact Hafi al-Din attempted to
squeeze the raw material of the practioner’s art into the
straitjacket of a mathematically coherent (and therefore
intellectually respectable) system, and in so doing distorted
it.

1
The scalar system itself is, for all its sophistication,

a basically straightforward development from the simple
Pythagorean scale of whole-~tones and limmas. In it each
whole-tone is divided into two limmas and a comma, and the

full octave arranged thus:

2
G A B ¢ d e I g

L » ¢,oL L ¢, L, L L C, L L C, L, L L C

The following indicates the order in which the 17 notes are
established on the monochord, the first note of each pair

being the one from which tThe second is derived:

1 Parry described it as "the most perfect scale ever
devised" (The art of music, London, 1896, 29).

2 The choice of G is purely arbitrary, and it should not
be taken to refer in any way to a fixed pitch. It will be
used throughout the present work as the starting point or
lowest note, equivalent to alif (the Systematist notation
being an alphabetic one based upon the abjad sequence).

3 kitdb al-adwdr, chapter 2 (BM. MS. Or. 136, ff. 4-4v).
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This apparently random arrangement consists in fact of three
clearly differentiated sections. Hafi al-Din provides first
the octave, the fifth, and the notes limiting the conjunct
tetrachords into which he later analyses the majority of the
scales he lists. He then goes on to define, according to the
procedure found in earlier works,,I the notes within one
Pythagorean tetrachord (G - ¢) of whole~tones and limmas.
Finally the remaining notes are added, beginning with those
derived from the last note to be established within the

lower tetrachord (Ab). The notes in each of the three

sections are therefore:

-le
— T e

- ;

This method of presentation embodies, as it were, a historical

[
ot
-

L
L

introduction to his novel scalar system. Elsewhere this is
given in a different order, and it would appear that Jafl
al-Din thought of the 17 notes as forming a cycle of ascending

fourths (or descending fifths), although the uninterrupted

1 E.g. al-Khwarizmi’s mafdtih al-*ulliim and the rasd’il of
the Ikhwan al-9afa?, in which the notes are established on
the ‘Ud, so that the fretting for the one tetrachord
provides the remaining notes of the octave on the other
strings. The order in which the notes of the tetrachord
are presented is the same: G, ¢, 4, B, Bb. Ab is a later
addition. As neither of these works delves deeply into
theory, it is likely that this procedure for siting frets
was fairly widely known.
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sequence begins from B, not G:

L]

[ ]
I
-

-
®
y
]
S

L 2

This series of fourths is used in the presentation of

transposition scales (jabagdt), although as it begins perforce

from G there is one break (g~° - B).

The arrangement of intervals within the whole-tone (L L
C) is somewhat unusual. It may have been suggested, as
D?Erlanger has pointed out,2 by the identical layout of the
whole-tones and limmas within the tetrachord, and, in most
cases, of the tetrachords and disjunctive whole-tone within
the octave, thus providing an admirable symmetry for seekers
of extra-musical associations and symbolic references. A
more mundane but perhaps more likely postulate is that the
adoption of this order for all the whole-tones of the octave
may have been due to the causes suggested by D’Erlanger,

while the original acceptance of the L L C division should

be ascribed rather to the influence of the jpunbiur khurasani

scale, the first tetrachord of which is, as a theoretical
construction, identical with the first tetrachord of the

Systematist scale. A further reason which may possibly have

g kitdb al-adwdr, chapter 11 (BM. MS. Or. 136, ff. 25-29v).

2 Op. ¢it., iii, 595.

3 The fretting of the junbir khuridsidni, a long-necked lute,
is described by al-Farabl, kitab al-musiqd al-kabir, 699-
721.
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contributed to the choice of the L L C, rather than the

L C L (or even the ¢ I L) division, is that it gives,
within two cents, the major third (5 : 4) and minor whole-
tone (10 : 9) as against the more exact minor third (6 : 5)

of the other two. This, however, presupposes that the comma
distinction between major and minor whole-tone, or between

the Just Intonation major third and its Pythagorean equivalent,
was per se functionally significant - a crucial point which

will be discussed later with reference to the wus{éd zalgzal.

Whatever the reason, or reasons, which lay behind Hafi
al-Din?’s adoption of the I L C division, the application
of it to every whole~tone in the octave incurs one serious
disadvantage when the scale is considered as a referent for
notation, i.e. is thought of in relation bto actual practice.
Given the adherence, for theoretical purposes, to a scale
made up exclusively of limmas and commas, the L L C division
might seem the best fitted to express, with the least distor-
tion, the intervals used within the whole-tone considered as
an integral part of the tetrachord. However, to divide the
disjunctive whole-tone in this way seems quite artificial,
since it is difficult to imagine the melodically mesaningful
use of & note one comma below the octave or tonic. In the

song transcribed (in chapter 8) from the durrat al-t3j, for

instance, there occurs a passage which in the original

notation (with G as tonic) is as follows:
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Apart from the formidable difficulties of intonation involved,
it is hard to discern any significance in having g~ C rTather
than, say, f#, for the note in question is extraneous to the
basic structure of the mode./I Similar objections might be
raised against the validity of a note one comma below the
fifth when dealing with a pentachord, or an octave scale in

which the whole~tone from fourth to fifth may assume the

disjunctive rdle.

Such a judgement is based on general considerations and
may be thought subjective. However, even if we wish to ignore
as untrustworthy the corroboration supplied by the interval

ratios in the durrat al-tdj, sufficient evidence can be found

both in the kitéb al-adwar and in the writings of later theorist

to Justify the assertion that in the context of the Systematist
scale of limmas and commas it is the enharmonic L C L (and
not the L I C) division which provides the closest

approximation to reality for the disjunctive whole-tone,

1 The mode in question is muhayyir husayni, the upper

pentachord of which is notated as ¢ 4 e”® f g. The note
between f and g is therefore either an ornament or melodic
embellishment or, as will be suggested in chapter 8, part
of a sub-section in another mode which reguires g (and not

OF
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1
whatever its position within the octave. Firstly we may note
the possibility that Hafi al-Din himself may have given the
L C L division as an alternative for the upper disjunctive
whole-tone when establishing his octave gamut it the kitab
g&;ggggg.g A further and more conclusive indication is

supplied by the same work in the chapter on the causes of

dissonance (f1I asbdb al-tandfur). One of these is stated to

be the Jjuxtaposition of three whole-tones, and the example

G A B c# is given - except that the upper note is written
as d'c.5 This particular instance is paralleled in the sharh,
which notates the mode médhiri as G A B ¢ 4 e g"c 8,4
and elsewhere describes the upper pentachord of the same mode
as containing a whole-tone between e and g"c, an accurate

notation of which would therefore be e - fi.

1 Both D?Erlanger and Barkeshli come to similar conclusions.
The former does not discuss the matter, but often gives e. g.

f} as an alternative to g% in his transcriptions (la musigue
arabe, iii, passim). Barkeshli ("la musique iranienne”,
Fncyclopédie dé la Pléiade: Histoire de la musigque, i) goes
so far as to suggest that a better approximation to the
intervallic values obtaining in practice would be gained by
substituting L C L for L L C "dans la plupart des cas',
i.e. not only in the disjunctive whole-tone. The arguments
adduced are not wholly convincing.

2 It is given in one MS. (of four consulted) - BM. Ox.
2361, fol. 78.

3 BM. MS. Or. 136, fol. 8v. 4 BM. MS. Or. 2%61, fol. 105v

5 Ibid., fol. 95. 1In later treatises this mode is notated
as G A B ¢ 4 e gb g. Despite the fact that the
modern Persian m@hlr has the major scale, this change in
notation should probably be regarded not as a correction,
but as an indication of a change in scale structure, gb
standing for £t (mid-way between f and fi).
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In order to provide a closer approximation to what
obtained in practice, the arrangement of intervals within

Pafli al-Din’s theoretical scale may therefore be amended to:

G A B ¢ d e £ g
L L GE
L L ¢, L L ¢C, L, », L L C, L, L C ©L
L C L
The order of intervals within the whole-~tone from fourth to
fifth will be I € I if it is disjunctive or the upper whole-
tone of a pentachord, and otherwise L L C. Given that all
scales may be considered to begin from G there are no cases
which, when analysed in terms of the Systematist scale of
limmas and commas, would require the division . L C in the
whole-tone £ - g. The whole-tone G - A is never disjunctive.q
It has already been noted that the lower tetrachord of

pafi al-Din’s scale is identical with that defined by al-

Farabl for the funblir khurasgani. According to al-Farabi the

upper pentachord of the junblir khuradsini scale was:

c d e T g
L ¢ L, L ¢ L, L, C L L

However, he adds that the frets producing the notes eb and f£+°

were not used, belng merely theoretical presences inserted in

1 This is true for the scales listed by $afi al-Din. Two
short-lived exceptions are cited in the durrat al-taj.
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1
order to facilitate the placing of other frets. The notes

which remain are therefore:

c dab et a, a¥ e, £, It g
L ¢ I, I#C I, I, C+T L

If we disregard as insignificant the omission of the
enharmonic alternative in the whole~tone f - g, it will be
seen that this differs from the amended version of Jafi al-
Din’s scale proposed above only in the whole-tone d -~ e.

Admittedly, we possess no account of the punblir khurdsani

other than that of al-Faridbi, but it is quite reasonable to
suppose that the fretting to which these theoretical values
relate may have survived with but little modification during
the period under consideration. One may compare the equally
theoretical values assigned by Belaiev to the fretting of
the modern Azerbaijani and Transcaucasian §§£:2

G A B ¢ a e £ g
r L 6, 1I.-C ¢C L ¢, L, L ¢ L, L L C, L, L L+C

Here the order in the whole-tone d - e may perhaps be

attributed to the influence of the Systematist scale.

1 kitdb al-misiga al-kabir, 720-721. As this suggests,
"fret" (dastan) may indicate no more than the position at
which a note is stopped. The use of the term, in what
follows, need not therefore imply a physical presence or-
mark on the fingerboard of an instrument.

2 In "The formabtion of folk mode systems', Journal of the
International Folk Music Council, xv, 1963.
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Otherwise there is little difference: an extra note has been

added, and in the upper whole-tone gb takes the place of fi#.

This type of octave division would be somewhat cumbersome
to define on the *‘TUd. In general the player did not exceed
the limit of a single tetrachord on any one string, so that
a fret required on that string might produce unwanted notes
on the others. In this respect the *‘ud differs markedly from

long-necked lutes such as the tar and the ﬁgnbur khurasanl,

where a full octave and more may be played on a 51ngle strlng,
which for theoretical purposes could therefore be thought of
as a monochord. Of course, Safi al-Din also established his
octave division on the monochord, but it may be assumed that
he was thinking throughout in terms of the ‘ud, for which the
rigorously symmetrical arrangement favoured by him, and
enthusiastically adopted by later theorists, was extremely
well suited since only two notes are missing in the upper

octave (b and e’, taking G as the open note of the lowest of
-c”)

=C gnd f

the five strings) and only two are added (c
Had he included both the L L C and the I C I divisions on
the lines suggested above, the number of extra notes would be
increased to eight. It may well be that considerations of
this nature combined with the motives examined by D?Erlanger
to persuade him when establishing his scale to accept an order
which, although perhaps admirable from a theoretical

standpoint, nevertheless failled to correspond exactly to the

realities of musical practice.
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There is in addition a further and more important aspect
of the Systematist scale to be discussed: tThe treatment of

the wus}ad zalzal and related notes. The wustad zalzal,

situated between the second (wuspid) and third (bingir) finger
frets, takes its name from Manglir Zalzal, an 8th century
lutenist who is credited with having successfully incorporated
it inbto the hitherto purely diabtonic modal system of court
music:.,l Both al-Farabi and Ibn Sina, although they differ
slightly in their definitions of the placing of the wus}d
zalzal on the strings of the '‘Ud, agree that it produces a
neutral third (approximately 350 cents) in relation to the
note of the open’string.2 In the Systematist scale the
empirical methods they used to define its position are

ignored, and it is placed resolutely at 384 cents, not a

neutral third but a Just Intonation major third. pafi al-Din

1 Farmer, A History of Arabian music, 118.

2 Al-Farabl gives 354 cents and Ibn SIn@ 344. The method
of derivation is however the same in both cases: al-Farabl
sites the wusfad galzal mid-way between the wuspa al-furs
and the third finger fret (kitdb al-milsTIcd al-kabir, 511),
Ibn SIna nid-way between the first and fourth finger frets
(D?Erlanger, la musique arabe, ii, 235). In all probability
the difference results simply from the fact that Ibn Sina
does not recognize the wuspad al-furs fret as defined by

Throughout the present work the arbitrary value of 350
cents has been assigned to the wusja zalzal. This is neither
a correction nor an absolute, but merely a convenient figure.

) Which is strictly 386 cents. The 2 cents inaccuracy
occurring within the Systematist scale for this and other
intervals will be ignored.
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concedes , however, that this adjustment is a theoretical
expedient, for after establishing his scale on the ‘Td he
adds a paragraph which, as far as musical practice is concer-—
ned, reinstates the neutral third.q In this passage,
interestingly enough, he follows al-Farabi and Ibn SInd,
adopting the latter’s placing of the fret.2 But there is one
small and rather revealing amendment -~ an odd kind of wverbal
disguise drawn over the obvious discrepancy between the
theoretical value of the interval and that occurring in
practice. Having rationalized the neutral third as a Just
Intonation major third the name wus}td zalzal is retained for

5

the latter, while the neutral third is termed wusta al-furs.

It is as if, having exorcised the neutral third by regularizing
it within his extension of the Pythagorean system, $afl al-Din
then permitted it to return under an assumed name -~ the truth
is admitted while appearances are in some measure preserved.

He was also honest enough to admit that the neutral third

fret was frequently used in the music of his day, while the

Just Intonation major third, together with the 2z3?id, minor

1 This is found only in the risdla al-sharafiyya (Bodleian
MS. Marsh 521, fol. 88v).

2 pafl al-Din also does not recognize the wustd al-furs
of al-Farédbi. His choice is therefore of no significance
with regard to The intonation of the wus{iad zalzal.

3 This is the name given in earlier works to the Just
Intonation minor third and notes approximating to it, and
pafi al-Din does use it elsewhere in this sense. In the
present work the name wus{d zalzal will be applied exclusively
to the neutral third, and will be the only name given bto it.
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1
second, fret, occurred only rarely. It may be assumed that
when the Just Intonation major third did occur it 4id not
replace the neutral third but, as in the time of al-Farabi,
was no more than a non-functional variant of the Pythagorean

major third.

The realignment of names and frets may be seen in the

following diagram:

al-Farabl Tbn Sina gafT al-Din
(mutlaqg) o]
90 90 | z&1id
T annah 98 112| ra’s al-das@tin
|al-sabbaba| {145 . 199|jmujannab 146
wusta wmalzal )mu'annab
sabbdba 204 204 | sabbaba 204 sabbdba
mujannab
al—wuspa 204 204|lwustd al-furs| 294
wustd al- 303% wusta al-fug§|
furs 550 40| lwustB zalzal) L%

Iﬁustﬁ zalzal

384! lwustad zalzal|

binsir 408 408| bingir

408] binsir
kKhingir 408 498| khingir 498 khingir
1 This statement of Jafi al-Din’s is valuable not for

objective accuracy, but for the contrast it draws between
theory and practice.
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pafi al-Din also quotes two of the positions given by

al-Farabi for the mujannab fret (mujannab al-gabbd@ba in al-

Farabi’s terminology). Bubt he adds that for his contemporaries
the most common procedure was to place it half-way between

the za’id fret (at 90 cents) and the first finger fret,
sabbiba (at 204 cents), and it is the resulting position

which has been entered above. The mujannab fret is thus now
almost exactly a whole-tone below the neutral third,q and

thig is obviously the value intended and that to which

musiclans approximated in practice.

These adjustments and concessions lead one inescapably
to the conclusion that the Systematist scale of limmas and
commas does not provide an accurate account of the intervals
then in use. What it does provide is an ingenious solution
to the text-book problem of how to integrate the "irrational!
neutral intervals into a system dominated by simple numerical
relationships. In fact, the notes employed within the
tetrachord would appear to have changed remarkably little
since the time of al-FarabiI. They may be transcribed as

follows:

1 The extent of the deviation is negligible, for in this
position the mujannab fret is 208 cents from the wus}a
zalzal of al-Farabi at 354 cents, and 198 cents from that
of Ibn SIna at 344 cents.
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1
G Ab Ab A Bb Bb B c
‘ 2
0 90 146 204 294 550 408 498
Similarly, in a conjunct tetrachord scale, the notes in the

second tetrachord from ¢ to f were:
c db ab e eb eb e £

It has been suggested that $afi al-Din’s original order
of intervals within the whole-tone f - g (which should
correspond to £ gb gb g in practice) is unrealistic, and
~ should be amended in the first instence to £ gb £ g.

However, there are no two scales among those listed by $afl

al-DIn and Quib al-Din which could be distinguished solely by

the contrast between gb and f# (notated as g"c). Thus 1if we
accept the argument, set out below, that the difference of

a comma was of no functional significance, so that both fi

1 The neutral intervals will henceforth be indicated by
the accidentals § and ¥. These respectively lower and
raise the pitch of the note to which they are attached by
approximately a quartertone.

2 The mujannab (4F) is a whole-tone (204 cents) below the

wustd zalzal at 350 cents. It should be stressed that these

two figures are arbitrary, and there might be considerable
fluctuation in the intonation of these two notes. The

other values, which relate to the Systematist scale division,

ignore such possible intonational variants as the Just

Intonation major and minor thirds for the Pythagorean major

and minor thirds.

D?Erlanger (op. cit., iii, 596-597) reaches similar

conclusions about the nature of the tetrachord in practice.
Instead of assigning an arbitrary value to the wus}ia zalzal,

however, he adoplts the value given by Ibn Sina and taken
over by Safi al-Din (344 cents).
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and gb may be considered to lie within the zone of intonation
acceptable for one note the precise pitch of which will be
influence by the melodic conbtext, and which we may write
conventionally as f#, the notes within an octave consisting

of tetrachord, tetrachord, and whole-tone become:

é Ab &b A B BF B 2 ab af a eb ebF e 'f i é

In the kitdb al-adwar all octave scales are held to

consist of tetrachord (below) and pentachord. In most cases,
however, the pentachord may be related to a tetrachord species,
adding a whole-tone above, so that one may distinguish here

two types of scale:

(1) tetrachord, tetrachord, whole-tone; and

(2) tetrachord, pentachord when f does not occur.

In the latter type there are scales containing, in Hafi al-

Din’s notation, the sequence e~° gb g, and the interval

e”C - gb is stated to be a whole—tohe. Accepting that the

note represented as e~°

may be more realistically notated as
e, we may add the note ff (a whole-tone above eb) to the

above gamut. In the risala al-sharafiyya, apparéntly, Safi

al-DIn also allows the division

1 BM. MS. Or. 136, fol. 10v.
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y
(3) pentachord, tetrachord.
This is the only one possible - ignoring the potential
division of the pentachord into whole-tone (below) and

tetrachord - for the two scales in the durrat al-t3j which

omit ¢. In addition, it may be suggested that a number of

scales are best thought of as
(4) tetrachord, whole-tone, tebtrachord,

despite the fact that this division is not recognized by
theorists of the Systematist school. It should however be
remarked that if such scales contain ¢ and £ they could
equally well be placed in category (1), so that a subjective
element may be involved in their classification. Particular
cases will be discussed in part 2.2

Taking into account all the octave scales listed by pafi
al-Din and Qupb al-Din, the following may be established as

the notes occurring in each of these cabtegories:

1 This divisionis given for one scale in the translation
by D?Erlanger (la musique arabe, iii, 1%36). The correspon-
ding figure in the MS. consulted (Bodleian Marsh 521, fol.
97) gives tetrachord, pentachord, but is incomplete in
other respects and therefore not wholly reliable.

2 If (2) has only scales omitting £, it would appear
Justifiable to place in (3) only scales omitting A and to
class the remained as a separate category: whole-tone,
tetrachord, tetrachord. This would however contain only
two scales.
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(1) tetrachord, btetrachord, whole-tone

| ]
G Ab AF A B BV B ¢ dab aF 4 eb eF e
(2) tetrachord, pentachord

, 1
G AF Bb Bb Q ab eb e £t £ é

(3) penfachord,‘tetrachord'

| 11 - 1
G AP A BF B ¢ cff a4 e e £ ff ff g

(4) tetfaehord; whole-tone, tetrachord

G Ab A5 A Bb BF B Q o d eb o e £ £ r# é

It will be seen that of the two possible orders suggested in
the amended theoretical scale for the whole-tone ¢ - 4,

L L Cand L C L, the former relates to (1) ¢ ab abF a4

and (2) ¢ db in actual practice, while the latter relates o

¢ ¢t din (3) and (4), where cf, as with the £# in the whole-
tone f - g, stands for both c# and db.

When listed separately in the durrat al-taj, pentachords

are also notated from alif, G. Thus one could add a further
note, cf, corresponding to the fF¥ within the ¢ - g pentachord.
However, the ¢ is nowhere found in an octave scale, which
means simply that the pentachords in which it occurs are
never placed below the tetrachord when the two are combined

to form an octave scale. It 1s likely that if these

1 It is possible that in this class ff and fi# are merely
notational (and intonational) variants of the same note.
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pentachords functioned as independent entities they would
/I
tend to have ¢ (or possibly f£) as tonic rather than G. For

all practical purposes the ¢t may therefore be disregarded.

In §afi al-Din’s treatises scales are given in a simple
alphabetic (abjadl) notation which relates to the 17 notes of
the Systematist octave division, and it would be a straitfor-
ward matter to amend the transcription of this notation in the
light of the above remarks in order to provide what one might
hope to be a more precise delineation of the modes as known
to the practitioners. Before attempting to do so, however,
it is necessary to examine the other, diagrammatic method of

representing the scales and species. In the durrat al-tsj

the two methods are used conjointly: above the letters of the
notation (written in a horizontal line) are inscribed a number
of semicircles which link points spanning intervals that can
be expressed in simple ratios. These are marked in. Below,

figures are given indicating the relevant string length for

1 pafli al-Din’s notation of all octave scales from the same
note 1s probably a deliberate simplification for theoretical
purposes. We may assume that convention assigned different
tonics (relative to each other, not to any absolute pitch
standard) to various modes, although lack of evidence renders
us unable to do more than surmise in which cases this was so.
The one striking exception is provided by the fact that at a
later period, when the rast scale had assumed the form G A
BF ¢ a4 e ff g, e was called Qusa%ni, from the tonic of
the mode of that name (e f£# a bp ¢ d° ej notated by
Safi al-Din as G AP Bb ¢ d.% eb £ g).

2 Although the attempt will be made to discriminate between
the terms "scale" and "mode" there may be some confusion and
overlapping, arising from the fact that in the sources modes
are often notated as scales and nothing more.
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each note, i.e. the ratios are multiplied up to the lowest
common denominator. Such diagrams are also found in the
treatises of Jafi al-Din and elsewhere, but generally they
are employed in the more theoretical sections, so that except

in the durrat al-tdj it is only rarely (and incidentally) thatb

the modes in actual use are defined by this method. The
1
following is a simple example taken from the durrat al-tdj:

rast

180 160 144 155

In more complex cases not all the possible semicircles are
inscribed, and it would be therefore more correct to speak of
the scale being defined by listing the string lengths from
which its notes are produced. The string lengths are

nevertheless always derived from interval ratios.

1 BM. MS. Add. 7694, fol. 223%.

2 These letters stand for classes of intervals determined
by size. They will be discussed below.
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In many instances the definition of a scale by ratios in

the durraet al-taj differs from the notabtion. It is clear

from this that the two are arrived at independently, and in
view of the much greater work involved in multiplying out

(Let alone evaluating) the ratios, it is extremely likely that
Quib al-DIn considered them more accurate than the notation.
He certainly realized quite clearly that the intervals of the
oystematist scale were often inadequate and misleading
approximations when considered in relation to p]:'::lct:'Lce./l But

this does not in itself furnish sufficient grounds for

attaching more credence to the ratios in the durrat al-tadj.

In certain cases, notably in connection with the wvalues
assigned to the intervals within the disjunctive whole-tone,
they confirm the amendments to the theoretical gamut proposed
above, but in many others they do not. There are, for example,
very few scales in which the ratios for the third can be

equated with the neutral wusta zalzal: the pentachord

igfahan-i agl, with a third of 3%4% cents; buzurg, 359 cents;

and nirizi, %54 cents. However, in the vast majority of
scales which do not have a Pythagorean major or minor third,
that given by the ratios is, as in the tetrachord rast
reproduced above, the Just Intonation major third of 386

cents.

1 E.g. in the following passage (BM. MS. Add. 7694, fol.
241) :

“ R . . . 4 2" Y ~ P
Came |} _,S‘ Y J‘ o Lx,:_\»‘ ot d‘} o o 2 D P ¢ _g.l.,\"._a I8

cdgmes L Golas oilew 51D L Geleil Gl oo
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It might be suggested that this consistency, coupled with
Qutb‘alnDin’s evident faith in the accuracy of the ratio
values, constitutes an indication of their correctness, on
this particular point at least. From this it would follow
that contrary to the general argument proposed in the

introduction, Hafi al-Din’s remarks on the wusia zalzal need

not necessarily be considered valid outside the confines of
the Baghdad tradition of which he was a leading exponent,

and further that we are here presented with ene example of

a clear difference between Arabian and Persian practice not
masked by uniformity of theoretical approach. It is possible
to adduce one or two broad comparisons from the modern period
in support of such an assumption. Nowadays, for instance,
rast has a neutral third in Arabian music while the Persian

rast o panjgdh (panjgdh being originally a segment of the

rast scale) has a major third. In fact, despite its prominence

in segdh the neutral third is relatively infrequent in present-
/]
day Persian music. Further, one may note that according to

Barkeshli Persian music distinguishes the Just Intonation
2
major third from the Pythagorean. This, 1t might be felt,

is reasonable enough; but unfortunately corroborative

1 Other neutral intervals, notably the second, are however
of fregquent occurrence.

2 Loc. cit. Apart from any queries as to the accuracy of
the measuring processes involved, it is unfortunate that no
attempt is made to discern, on a synchronic basis, the
functional significance of the distinction, or to determine
in which contexts one interval is preferred to the other.
Other writers on modern Persian practice (Farhat and,
implicitly, Safvate) have questioned these findings.
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evidence from texts of the 14th and 15th centuries, of

however general a nature, is nowhere to be found. At most

one might mention that the sharh, dedicated to a Persian ruler |
and possibly written in Persia, also gives the ratio 5 : 4

for the third in g@gﬁ.q But the same is true of at least two
later treatises written, like the gharh, in Arabic, and which
cannot have purported to deal with a specifically Persian

tradition.

Besides being speculative to a degree, this assumption
also leads to unacceptable conclusions. If it is admitted
that there was a difference between Persian and Arabian
practice on this point, and that the ratios listed in the

durrat al-t8j are substantially correct, it follows that in

Persian music a considerable number of modes were, in terms
of intervallic structure, distinguished by no more than a
single comma in each.tetrachord. As just one palr among many
one may cite the example of rast, the basic tetrachord of
which is stated to be 204, 182, 112 cents, and ‘ushshag, with
a tetrachord of 204, 204, and 90 cents. It has often been
alleged that oriental musicians, their hearing unaffected by
the artificialities of equal temperament, have preserved the
capability of recognizing and of applying to subtle aesthetic
effect minute shades of intonation which the Western musician

no longer perceives as meaningful. But this pleasant fancy

1 BM. MS. Or. 2361, fol. 150v.
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has never been proved. It 1ls true that two intervals, one

20 cents larger than the other, can be clearly told apart
under laboratory conditions, or when attention is particularly
directed to them. Nevertheless, in the hurly-burly of actual
performance such a distinction would be as difficult for the
musician to maintain as for the audience to recog;m'.zc—'z./I
Therefore, Jjust as in North Indian classical music today,
where a rag seems to acquire its individual character by
means of phrasing and the prominence accorded certain notes
rather than, as has been maintained, througﬁ strict adherence
to minute distinctions of pitch,2 we may expect that it
needed more than a one comma difference in one or two inter-
vals for these modes to be distinguished one from the other.
It might be suggested thal there were in addition other
criteria of identification: +that the modes were also defined
in terms of melodic pattern, emphasis on certain notes, and
limitations of range. But if these features were sufficient

in themselves to distinguish one mode from another the

intonational difference of a comma would be otiose; and if not

1 This is perhaps less true for the fourth and fifth. A
slight, deliberate alteration of these would be readily
perceived, especially if the tonic were frequently sounded.
The intonation of thirds, with which we are chiefly concerned
here, may however fluctuate considerably and pass unremarked.

2 A view put forward in A. Daniélou, North Indian music,
London, 1949. That intonation is not the primary factor of
identification is maintained in N. A. Jairazbhoy and A. W.
Stone, "Intonation in present-day North Indian classical
music", Bulletin of the School of Oriental and African
Studies, xxvi (1), 1963.
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they may, in the present context, be disregarded. In any
case, Qufb al-Din makes it quite clear that it is only the
secondary or "branch" modes (shu‘ab) which can be defined in
this way, as they constitute particular types of melodic
movement based on the notes of the primary modes (or parent
scales, as one is inclined to call them), to which category

both rast and ‘fushshag belong.

The argument that a comma difference would have passed
unnoticed, and hence could not have provided a criterion of
modal identification is substantiated by earlier theorists
who were as familiar with Persian as with Arabian musical
practice. Al-Farsbi states that a minor whole-tone (182
cents) is indistinguishable from a major whole-tone (204
cents)./l Tbn Sind& goes so far as to say that musicians,
although some of them recognize the difference, often confuse
limma (90 cents) and quartertone (c. 50 cents) and substitute
one for the other during a performance.2 Since it is unlikely
that in the course of the two centuries between Ibn Sina and
Qubb al-Din musicians and their audiences should have refined
their sense of relative pitch considerably, this testimony

may be thought sufficient to show that the ratios cannot be

accepted here as an accurate guide to the intonation actually

1 kitab al-misigad al-kabir, 166. Cf. also 580-583% and
627-628.

2 D?Erlanger, la musique arabe, ii, 150.
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used, and that a meaningful contrast was maintained in the
Persian as well as in the Arabian music of this time not
between the Pythagorean and the 5 : 4 major thirds butbt between
a major third, which could vary within certain limits, and a

neutral third.

Indeed, a rejection of certain ratio values is implicit
in a later part of Quitb al-Din’s section on music. He remarks
that if the range of dugah, a mode relating to part of the
rast scale, is extended to g, giving (in the Systematist
notation) (¢) d e~ ° rf g, the ratio values for which are

(204), 182, 112, and 204 cents, the effect produced will be

that of nawrfz, d e ¢ f g, for which the ratios are 112,
/]

182, and 204 cents. Now, it is obvious that in this case -

and there are others of a similar nature - the discrepancy

in the ratio values for the two sequences of intervals is
considerable. Not even the musicians quoted by Ibn SInd as
confusing quartertone and limma would be likely to fall into

the same trap here. If, however, the wus{a zalzal is taken

to be a neutral third with the mujannab a whole-tone below,
the intervals of & eb f g in both rast (or dUgdh) and

nawriz will be of the order of 146, 148, and 204 cents.

One possible objection to this interpretation might be

1 BM. MS. Add. 7694, ff. 23%33%3-233v. Only the names of the
modes are given here. The notation and ratio values are
taken from the list of species and modes transcribed in
chapter 2.
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raised. Theorists of the Systematist school classify
intervals up to and including a whole-tone into three
categories: 7T (whole-tone, 204 cents); J (minor whole-tone,
180 cents, or apotome, 114 cents); and B (limma, 90 cents,
or comma, 24 cents). It might therefore be thought that
Qubb al-Din is here saying no more than that the sequence

J J 7 (@ e ° £ g)in dlgdh could be considered equivalent
to the J J T sequence in nawriz. Unfortunately, these are
two of the best-known modes, and the substitution of minor
whole-tone (180 cents) for apotome (114 cents) or vice versa
would surely have been noticed. Furthermore, Gupb al-Din’s
vsro:c'ding/l makes it clear that he is speaking about practice,
and not abstract sequences and categories that can happily
remain unheard, so that this objection may be dismissed as
both unlikely and far—fetched.2 Any lingering doubts about
this Jjudgement should be dispelled by the evidence of an

analogous case in the kitab al-fathiyya of al-Ladhiqi.

1 Ibid. The passage is translated in chapter 7.

2 Especially when it is borne in mind that the J and B
categories are extremely strange, and could be cited in
support of the criticism voiced above to the effect that
the theoretical analysis they relate to is inadequate and

arbitrary when considered in relation to practice. Given the
existence of intervals of 204, 180, 114, 90 and 24 cents
the groupings T: whole-tone (major and minor); dJ: apotome
and limma; and B: comma, would be much more natural. Even
simpler, of course, are the correspondences T: whole-tone;
J: three-quartertone; and B: semitone or (rarely) quarter-
tone. The few contexts in which a quartertone is found
exclude the possible occurrence of a semitone; hence there
is no ambiguity.

3 BM. MS. Or. 6629, fol. ©6b6v.
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Again a 5 : 4 ratio is given for the third, on either side of

which is placed a J T sequence:

J T J T

In theory therefore one consists of 182 and 204 cents, the
other of 112 and 204, the difference being the same as that
assigned above by Quib al-Din to digdh and nawriiz. Here,

however, al-Ladhiql is not drawing parallels between modes,
but is discussing one mode, or modal nucleus, giving it two
distinct pitch settings. This only makes sense if we have

a neutral third, giving

r |1 1

G AP Bb e a

where both segments consist of a three-~quartertone and a
whole-tone. It thus appears certain that he and Qujb al-Din
are not simply Jjuggling with modes having markedly different
intervals which happen to belong to the same category, and
that in consequence their analysis of the neutral third as a

5 : 4 interval is incorrect.

Since then the ratios corroborate the arguments brought
against the theoretical disposition of intervals within the

disjunctive whole-tone, but fail to provide any correction to

1 In relation to an open string note or the lowest note
in notation (alif), and not in terms of absolute pitch.
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the notation where the neutral third and related intervals
are concerned, it may be asked in what respects and to what
extent they can be held to constitute an accurate representa-

tion of the species and modes.

One basic feabture of the analysis of intervals by this
means is the predominance accorded to simple numerical
:E'elationships./I Since the ratios for the major consonant
intervals form the series 2 : 1, 2 : 2, 4 : 3...., there
emerged the belief that only further members of the series
could be thought consonant.2 But because for the Systematist
school consonance was a property not only of the interval as
such but also Sf groups of intervals, i.e. of tetrachords and
octave soales,) there followed naturally a complementary
tendency, namely to fit intervals found in scales considered
consonant into this series. Thus a hypothetical interval of
250 cents, which would be heard to fall between whole-tone
(9 : 8) and minor third (6 : 5), would automatically be

classified as either 7 : 6, 267 cents, or 8 : 7, 231 cents.

d This is of considerable antiquity in the Near East.
However for Arab and Persian scholars the immediate source
was the Hellenic legacy.

2 The limma, for instance, which has no simple ratio (being
256 : 24%), is considered dissonant by theorists of the
Systematist school, while the semitone, which has (being
16 : 15), is considered consonant.

3 In the kitab al-adwir chapter 4 considers dissonance in
relation to the tetrachord, while chapter 6 discusses the
consonance of octave scales in terms of the number of
fourths and fifths they contain.
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Even alloﬁing for & reasonably degree of latitude in the
intonation acceptable for the major and minor thirds it may
be assumed that within the tetrachord these and the whole-
tone could be established as norms in relation to which the

calculation of ratios for the other intervals would operate.

A further factor which may have encouraged the tendency
to analyse intervals as simple ratios was the mathematical
difficulty involved in calculating square roots. Theorists
knew well enough that in order to find e.ge. half an interval
it was necessary to determine the geometric znerav.n./I But as
this depended on the square root with its attendant
complications, the arithmetic mean was adopted instead. Thus
7 1 6 (267 cents) and 8 : 7 (231 cents) were considered halves
of 4 : 3 (498 cents), instead of 2 : 3 (249 cents). When
halving intervals smaller than the fourth the error resulting
from this process is minimal, being 11 cents for the 5 : 4
major third and diminishing progressively with the interval

to be halved.

It now becomes easier to see why the neutral third is
described as a 5 : 4 major third. Firstly, as it was a
component of a number of much used and "consonant'" modes,
there was a natural impulse to assign to it a simple ratio.

Secondly, it is in fact half (i.e. geometric mean) of the

1 See for example Ibn Sind’s remarks (D’Erlanger, la
musique arabe, ii, 1%6).
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fifth, so that there is nothing startling, within the context
of interval division as practised by the Systematist school,
is seeing it classed as one of the two members (5 : 4 and

6 : 5) derived from a division of the fifth by the arithmetic
mean. In addition, and this is perhaps the most important
factor, the 5 : 4 ratio was available. In view of the
importance attached to the diatonic tetrachord the major
third, whatever its shade of intonation in practice, was
always analysed as 81 : 64. This, although not a simple
ratio of the form x + 1 : x (where x is an integer), could
nevertheless be considered quasi-consonant as it was twice
the consonant whole-tone (9 : 8). It was perhaps only %o be
expected that the 5 : 4 ratio, known to be slightly less than
81 : 64, should be assigned to an interval which figured
proﬁinently in a number of "consonant" scales and was

somewhat flatter than the major third.

Any attempt to test these values experimentally would
probably have failed to give conclusive results. This could
only have been done on one or more monochords, and it is
doubtful whether the conditions necessary for reasonably
accurate use of the instrument - rigid base, precise
measurement of the bridge positions, unvarying tension and
constant mass of string - were ever fulfilled. In any case,
although the monochord may have been employed as an adjunct
to the theoretical demonstration of intervals, there is no

evidence to show that it was ever used as a control.
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The ratios, then, are worked out with reference to certain
presuppositions about consonance, and also relate to the
interval being considered in the context, generally, of the
tetrachord. The slightly differing values found for a
particular interval must be examined therefore as bound forms
determined by bthe disposition of the intervals within the
tetrachord species of which they are an integral part. For
instance, the major third will be placed at 408 cents in a
Pythagorean diatonic tetrachord and at 417 cents in a
tetrachord the central interval of which is analysed as
7 1 6 (267 cents). However, despite the caution with which
they must be approached, the ratios constitute a valuable
check on the notation of the species and modes, and in certain

respects are closer to the amended version of the Systematist

scale proposed above.
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chapter 2

In the kitdb al-adwar Safi al-Din defines 7 btetrachord

species (ags@m bu‘d dhi al-arba‘) and 12 pentachord species

(agsa@m bu‘d dhi al-khams), 11 of which may be related to the

tetrachords. TFrom them, the tetrachord invariably being
placed below, 84 octave scales (adwdr) are derived by
permutation.1 This might be thought a rather unwieldly and
artificial attempt to define the total of possible octave
scales within a system permitting novel Jjunctures of
established units. But it is far more likely that the 84
octave scales as such have no relevance whatever to practice,
and that the series of combinations giving rise to them are
presented primarily for their own sake. $Hafi al-Din records
7 octave scales not among the 84; and according to the
criteria laid down in the kit@b al-adwar 24 of the 84 should

2
be classed as dissonant (muten@fir, or zdhir al-tanafur).

1 The species are defined in chapter 5 (BM. MS. Or. 13%6,
ff. 9-10v), and the octave scales are listed in chapter 6
(ibid.. L) ffc ‘14‘"'/]?)0

2 Ibid., ff. 8-8v, 11-12, and 13v, in which the categories
of consonance are discussed. Safl al-Din does not himself
apply these systematically to all the 84 gcales.
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Nevertheless, it should be pointed out that $afi al-Din goes
on to say that occasionally compositions were based on some
of these (he does not state whid&, although care had to be
taken to avoid the more obviously dissonant combinations of
j_ntc—:'rvals.’l In consequence -~ however little the importance
which should be attached to the 84 as a set - one might
suppose that all the 60 non-dissonant scales were in use, for
they presented no such difficulties. The actual number of
octave scales in use, however, was certainly much smaller,
and probably not more than 3%30. $Safi al-Din menﬁions 17 5
adding that they are the most frequently performed modes,
while Quib al-Din, whose account of the modal system is in
all respects far more comprehensive, lists 27, and two of

these are stated to be little known. In view of this it may

be felt that little purpose would be served in transcribing

all 84 scales, and the list given below confines itself to

material relevant to practice.

5
The bulk of it is taken from the durrat al-t3j, and Quib

al-Din’s order of presentation, which proceeds logically from
species of third through to a few examples of scales exceeding

the octave, has been retained. Scales given in gafi al-Din’s

1 Ibid., fol. 20.

2 16 are mentioned in the kitdb al-adwdr (ibid., f£ff. 19v-
22v) and a further one in the risala al-sharafiyya (D’Erlan-—
ger, la musique arabe, iii, 136).

3 BM. MS. Add. 7694, ff. 22%-2%1.
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treatises and not mentioned in the durrat al-tdj have been

included, their position in the list being determined by
identity of name as well as by similarity of scale-structure.

All species and scales are from the durrat al-tdj unless

otherwise stated; and whenever a species or scale is also one
of those cited by Hafi al-Din this is indicated. Further

material on the modal system from the durrat al-tadj will be

presented and discussed in chapter 7.

In accordance with the findings of chapter 1 the following
principles govern the transcription:
G is throughout teken as the equivalent of the alif
of the Arabic notation;
g~C is transcribed as £f, gb as £ (cf. pp. 53-54);
d~% is transcribed as db or as ci according to
context (cf. p. 56);

A"C, B7C, and e”° are transcribed as AP, Bb, and eF

respectively.

Any deviations will be discussed as they occur.

The ratios (found, unless otherwise indicated, only in

the durrat al-tdj) have been expressed in cents and wribtten

out below the transcription of the notation. In sonme
instances a discrepancy between the notation and the ratio

values has not been commented on, notably where the disjunctive
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1
whole-~tone is concerned. Reasons for amending certain of
the latter have been presented in chapter 1, and the
commentary therefore only deals with cases requiring further
explanation. But wherever the ratios have been thought
inaccurate a second line has been added below in order to give
what is hoped to be a more realistic appraisal of the nature
of the intervals concerned. In this respect we may repeat the
contention that an acceptable intonation of a given interval
may fluctuate within certain limits. The position of these
limits will also vary, being influenced by several factors, in-
cluding the nature of the performance; whether the performer
is a singer or an instrumentalist (in which case the type of
instrument will be of significance); the size and position of
the interval; the melodic context; tempo; and dynamics. Hence
simply to "correct" a ratio value.of 386 cents to 350 might
give a misleading impression of an alternative absolute, an
immutable standard intonation which could be incorporated into
a second theoretical gamut just as rigid as that of Safi al-
DIn, even if more practice-based. In view of this the second
line will be presented in diagrammatic form in order to show
a zone of acceptable intonation, rather than a single point.
The line will be marked off in 100 cent divisions, and the
position of the relevant Pythagorean and Just Intonation

intervals will be shown. The convention will be adopted of

1 One may find for instance 112, 90, and 85 cents for g"c

(i.es £#) - g3 112 and 76 for d~° (i.e. c#) - d.
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not indicating fluctuations in inbtonation for the tonic; the
fourth in tetrachords; the fifth in pentachords, and so on.

Nor will they be indicated for non-neutral prominent notes.

Prominence is a feature discussed by Quib al-Din in the
following passage: "In practice musicians do not pursue the
same aim in all modes: in some their aim is to give prominence
to the interval limiting bthe moci[e;,I in others to give
prominence to a lesser interval; and in others to give
prominence to a single note. This too may vary, being in
some cases the tonic and in others the fourth from the tonic.
In our list we have marked in the interval or note concerned
above each sPecies".2 It may be assumed that according
prominence to a "lesser interval'" refers to the relative
importance of the segment of the scale that interval comprises.
We shall speak throughout of prominent note(s), whether it is
a case of a single note or of an interval. Such notes will

be given in the transcription as semibreves. Those marking

a "lesser interval'™ will be shown thus:

1 I.e. tonic and fourth in a tebtrachord, tonic and octave
in an octave scale, etc.

2 BM. MS. Add. 7694, fol. 240v:

*

Sd D b Gt dabes e e ales Jlesaiel 0 1 Jewe L)
P e ) Csad J,E: Ao &U’Lﬂ oldl  vaie iao ST Jlsmtal
Glisen 5o ol emds ol pW1 Gass ug ok ) she) Guann elid
Qb g 44 o &{J\.:“ 3.:! &\Ei\ whae 0y Jdoo D g i (c;\,"ii‘ e Y an Ul

. [5-:.‘ 4 )J r.w 23 d....a..:i.; i‘J_ L8 --’.Ja‘k: Lg."’.—--é-::‘b JA (‘5\,! LI. > ‘J 8 M’L?' J ! L-«Q )
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while alternatives will be indicated by minims, thus:

|

a
!
1

.
-

Section headings are from the durrat al-tdj, as are the

headings for each item, unless otherwise stated.

The list has been numbered for ecase of reference.
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species of minor third (&6 : 5)

1 zirafkand-i klchek. May be termed simply zirafkand, or
1

kiichek. <+t is also called mukhﬁiifak.

139 128 49
| - []TTJ-I_W
267 316

Safi al-Din mentions this species in the risila al-

sharafiyya only, calling it 7Irifkand. The notation is the

same, but there is a minor difference in the ratios which
reverse the first two intervals (giving 128, 1%9, and 49
cents).2 There is an obvious discrepancy between the ratios,
which indicate a compass of a minor third, and the notation
ending on the major (B~C, interpreted as signifying a neutral

third). The latter value is undoubtedly correct. It is

confirmed by Qufb al-Din himself when he refers to mukhalifak

in a passage discussing the inadequacy of the (fixed
Systematist) fretting for reproducing certain modes, and
states that its highest note should be stopped half-way

between the B™° and Bb frets, i.e. should be a neutral third.

1 BM. MS. Add. 7694 has mukhalif, India Office MSS. 2219
and 2220 mukhalifak.

2 Bodleian MS. Marsh 521, f£f. 65-65v.
3 BM. MS. Add. 7694, fol. 222.
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In accordance with the conclusions reached above one
should therefore expect the ratios to add up to a Just
Intonation major third rather than a minor third. The
presence of the latter is to be explained by the fact that

the ratios for gzirafkand in the risBla al-sharafiyya are

taken from a pentachord species of which they constitute the
lower section. It would appear that when defining a neutral
third by dividing the fifth (3 : 2) it was possible in
certain cases to place 6 : 5 below 5 : 4., Although Qujb al-
Din does not refer to this pentachord it is likely that his

values are taken from the riséla al-sharafiyya, despite the

inversion of the first two intervals. Had he arrived at them
independently we may assume that he would in fact have given
5 : 4 for the neutral third here as well as in the following

1
speciles.

g The compass of zirafkand is in fact stated to be 5 : &
by al-Ladhigql (BM. MS. Or. 6629, fol. 67). No reference
to a pentachord species is made.




(79)

species of major third (5 : 4)

2 ‘*‘iraq

182 204

I
!

586
For pafl al-Din the name ‘iraq denotes a tetrachord
species (no. 10, clearly related to the above) and an octave

2
scale. The existence of 2 ‘iradg is confirmed by al-LadhiqI.

3 zawll
jgn . ‘Fa
204 182

l

| 1 'r I
204 386

5
The final note is stated elsewhere to be A or G. For

i
later writers gzawlI is characterized by a pronounced vibrato

on the BV amounting to an oscillation between BF and B.

1 In 2 and % both the notation and the ratios give a 5 : 4
major third. In 4, however, the notation has a Pythagorean
major third (81 : 64).

2 BM. MS. Or. 6629, fol. 66v.
3 BM. MS. Add. 7694, fol. 233v.

4 ‘Abd al-Qadir (Bodleian MS. Marsh 282, fol. 51v) and,
following him, Jamli and al-LadhiqgT.
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/I
4 rahawl

¢ o $s be o—

139 128 119
F - IIFl,HJrFl
267 386

Both the ratios and the notabtion are identical with

those given in the risala al-sharafiyya, where we are told

that the intervals are more or less interchangeable, i.e. of
equal size.2 According to Quib al-Din, however, this
particular arrangement is the most consonant, which suggests
that the notation, with a semitone between Bb and B, may be
more accurate. Further reasons for rejecting the ratio

values may be found in the comments on 11 igfahsn.

1 An alternative form, rshawi, is also frequently found.

2 Bodleian MS. Marsh 521, ff. 61-63v, 90v. DHafi al-Din
states that rahawi was previously called mazmim.

3 BM. MS. Add. 7694, fol. 21.



tetrachord speciles

5 ‘ushshag

6 Dblsalik

7  nawa

(81)

/l

-p—e

204 204 90
A= Ve —pe- *
‘:r-'

90 204 204
Nl | r;
. e
B—e

204 S0 204

Neither here nor in the octave nawd does Quib al-Din

mention which note, if any, was prominent.

1 Following pafi al-Din’s definition, the term tetrachord
will be used in the present work to refer %o any species
having the compass of a fourth, irrespective of the number
of intervals involved.

Similarly with the term pentachord.
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»

=K

204 182 112
| u E— '|
586 498
The notation of the above four tetrachords is given in
/l
the kité@b al-adwar. In the risala al-sharafiyya the same
2

names are also added.

9 nawriz

& ha [+]
o re el
112 182 204
— r—— "~ i
294 498

From the notation, which is the same as that listed by

3
Safi al-Din, one would expect rather 182, 112, 204. However,

where this does occur (in 60 muhayyir husayni) it is clearly

the result of the assimilative influence exerted by the rast
scale in which these intervals appear from A to 4, and 4 %o g.

In other scales the 112, 182, 204 order is adhered to.

1 BM. MS. Or. 1%6, fol. 9v.
2 Bodleian MS3. Marsh 521, fol. 90v.

% BM. MS. Or. 136, fol. 9v.
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10 ‘*irdq (Safi al-Din)

ri-yi *irdg (Quitb al-Din)

__? o ‘g- “55 ©
182 204 112
- —— —— |
386 498
11 igfahdn
I 55—,— be q: o

139 128 119 112

S N S |i

267 386 498

s

The same notation and ratios are given for igfahdn by
pafl etl-]]in./l The ratios may be taken to represent intervals
of equal size, and are arrived by a twofold division of the
fourth by the arithmetic mean (4 : 3 giving 8 : 7 and 7 : 6;
8 : 7 giving 16 : 15 and 15 : 143 and 7 : 6 giving 14 : 13
and 1% : 12). With the exception of 4 r3hawl there is no
species at all similar, for a tetrachord of four intervals of

equal size nowhere contains a major third, a minor third, or

a whole-tone. These intervals were certainly recognized as

e Ibid. (notation), Bodleian MS. Marsh 521, ff. 61-6%v
(ratios).
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important in practice as well as in theory. Hence it is
unlikely that 11 igfahén and the related 4 radhawl would have
been acceptable in the form suggested by the ratios-q There
can be no doubt that Tthe notation is more accurate, and that

11 isfahdn corresponded to 9 nawriz with a major third included.

This is confirmed by a later statement in the durrat al-taj]

to the effect that the intercalation of an f# in the segment

d el £ g of the rast scale (in theory & ¢~ ¢ £ g, 182,

2
112, 204 cents) produces the effect of (11) igfahdn.

12 hijazi

¥s

g
rd
o

150 2077 81

The intonation of the major third (given by Qupb al-Din
as 417 cents) was in all probability not consistently sharper
than that of major thirds in other species, which we have

indicated as lying within the zone from c. 375 to c¢. 420 cents.

1 Although it 1s conceivable that they may have originated
in approximately this form, being borrowings from folk-music.
According to P. V. Olsen ("Enregistrements faits a Kuwailtb
et & Bahrain", Les Colloques de Wégimont, iv, 1958=1960
(Liége, 1964)) a tetrachord with four virtually equal
intervals is used at the present day among the Sulaib, a
tribe (of apparently non-Arab origin) in Kuwait.

The igfaha&n listed by Ibn Sind is quite different.
2 BM. MS. Add.7694, fol. 23%.

3 Quib al-Din generally writes pijaz, $afi al-Din hijazi.
The latter form will be used throughout the present work.
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This minor adjustment apart, 12 hijazl is one of the rare
cases in which the ratios for a theoretical non-diatonic
genus/I would seem to correspond exactly bto intervals used in
practice. Qufb al-Din also mentions variant forms of this
tetrachord including one in which the central interval is
even larger (a full augmented second), but concludes by
saying that the above division is the one most commonly

found. The fact that these variants are cited at all may

be considered a recognition of fluctuations in intonation.

pafi al-Din does not list this tetrachord, and in none of
the octave scales listed by him is it notated. However the

name pijézl is used at one point in the kitdb al-adwdr to

designate one of the constituent parts (tetrachord and
pentachord) of an octave scale.9 The significance of this,
and the relationship of 12 hijazi to the octave scales of
the same name listed by $afi al-Din, will be discussed in

chapter 5.

1 Qupb al-Din (BM. MS. Add. 7694, fol. 222) describes it
as:
{.,l'::l; T (.,5..1 & 95 5 Deeeala Riys

i.€e 12 ¢+ 11, 7 : 6, 22 : 21.
2 Ibiad.
3 BM. M3. Or. 1%6, fol. 22v.
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pentachord species

15 ‘ushshagq

S

o

204 204 90 204

14 busalik

2]

90 204 204 204

Both 1% and 14 are among the pentachord species listed by
gafl etl--]I)In.,l He does not, however, name them. They
correspond to the tetrachord species 5 ‘fushshagq and 6 bisallik
respectively, adding a whole-tone above, and constitute the
upper pentachords of the octave scales 40 *ushshag and 41

busalik.

15  (not mentioned by Quib al-Din)

—H—e *

o
»

2
This species is found only in the kitab al-adwar. 1t

may be formed by adding a whole-tone above 7 nawd, with which

it combines to form the octave scale 42 nawa.

1 Ibid., fol. 10.

2 Ibid.
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16 rast

I

204 182 112 204

""" | i

586 498 702

Similarly, 16 rast relates to 8 rast and the octave scale

/‘l
45 rast. It is also listed, unnamed, in the kitab al-adwar.

17 igfahdn-i asl. Some people also call it mukhalif-i rast.

. 5’ - #. °
204 139 128 119 112
F - I N B R B
345 471 498 702

This species may be derived from 11 igfahdn, but with
the whole-tone added below. It is also given, unnamed, by
parfi al-Din,e and constitutes the upper pentachord of 66
igfahdn, which 1s however an octave scale not listed by Quib

al-Din, despite being referred to elsewhere by him.

The other name, mukhalif-i rast, may be thought to

indicate the similarity and difference between this species

d Ibid.
2 Ivid.
3 BM. MS. Add. 7694, fol. 2352v.




(88)

and 16 rast, and hence incidentally the falsity of the ratio

values for the intervals from A to d.

18 husayni
=% be * ©
-0 — -
112 182 204 204
" L — | é
294 498 702

Here the previous pattern is followed: 18 husayni may be
arrived at by adding a whole-tone above 9 nawrliz. It is also

found in the octave scale 48 husaynI, and is listed by pafi
1
al-Din.

19 =zirkesh husaynT

Py Ve b= H'A' .
139 128 119 142 204
i I m— I i
267 386 498 702

Similarly this species relates to 11 igfahdn and the
octave scale 67 igfahan. It is again listed by Hafi al-Din,
although 67 igfahsn is not.

1 BM. MS. Or. 136, fol. 10.
2 Tbid.
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The name suggests however a different origin. One might

contrast zirkesh (indicabting the inclusion of the open zir

string note, ¢) with zirafkand (omitting the zir) and posit

the development 1 zirafkand G AF Bb Bb——>G AP Bb Bb

¢ d——>G AP Bb B ¢ d, with BF becoming B by analogy
with 11 igfahan. But even if this is rejected as implausible,
the inclusion of husayni in the name cannot be accepted as an
indication that this species may have been derived from 18
husayni, since in that case the term zirkesh must refer to
the inclusion of B and hence imply a transposition from Ab

At B (c) ab eb, which is far more implausible. The
reference to husaynl is in all probability analogous to the

reference to rast in 17 mukhdlif-i rast.

20 buzurg (Safi al-Din)

buzurg-i asl (Qutb al-Din)

5 = 2 . e
128 2571 139 128 76
5 E—— T ™ Em
559 498 626 702

21 variant of buzurg

©

o

150 267 81 128 76

These values fall within the zones of intonation suggested
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for 20.

21 is peculiar to Qufb al-Din. 20 buzurg is analyzed by
Pafi al-Din also in terms of ratios, and he offers the
following four Combinationszq

14 : 13, 8 : 7, 1% : 12, 1% : 12, 27 : 27 (128, 231, 139,
139, and 65 cents) |

13 : 12, 8 + 7, 14 : 13, 13 : 12, 27 : 26 (139, 231, 128,
139, and 65 cenbts)

14 2 13, 8 + 7, 13 :+ 12, 14 : 13, 117 : 112 (the definition

given above from the durrat al-taj. This division is also

found in the §E§££.2>

1% 12, 8 :+ 7, 14 : 13, 14 : 1%, 117 : 112 (139, 231,
128, 114, and 90 cents).
What is significant - the differences are not - is that in
each of the four we-find the ratio 8 : 7 corresponding to the
notation A”% - B™® (given here as AP - B(F)), whereas whole-
tones elsewhere are invariably accorded the ratio 9 : 8. 1%
would appear from this that the interval thus represented was
in fact larger than a whole-tone and, as in the variant 21,
may well have been of the same order as the central interval
in 12 hijazi. There would be nothing unexpected in Hafi al-
Din choosing 8 : 7 rabther than the 7 : 6 preferred by Quib al-

Din for such an interval since the latter was held by him to

1 Bodleian MS. Marsh 521, ff. 66-66v. The notation is
given in the kitdb al-adwar (BM. MS. Or. 136, fol. 410).

2 BM. MS. Or. 2561, fol. 95v.
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/I
be unacceptable as an undivided unit within a scale. In the
notation of B(P) given above, the ¥ corresponding to the

-C

original is placed in brackets £0 indicate that it is

suspect, but retained in order to differentiate the notated

forms of 20 buzurg and 21.

It may be asked that if 20 and 21 both represent the same
thing, why include the latter? The answer to this is probsbly
that Qupb al-Din wished to reproduce the notation and ratios
established by SafI al-DIn but, realizing bthat these were
inconsistent, with the notation giving a distorted picture,
added a further definition which was for him in closer
conformity with practice. The opposite tendency is observable
in the sharh, which in addition to adhering to the notation
A"% - B™° and the ratio 8 : 7 later indulges in a hyper-

correction and provides the ratio 9 : 8 for this interval.

3
22a (Safi al-Din)

s
L 2

1 Bodleian MS. Marsh 521 fol. 68 . This in spite of the
fact that 2%a mdya contains an even larger interval.

2 BM. MS. Or. 2361, fol. 13%. Safl al-Din nowhere mentions
9 : 8 in connection with buzurg.

3 BM. MS. Or. 1%6, fol. 0.
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/]
22b  ‘uzzal (Qupb al-Din)

: £ . o—

—9-0

150 267 81 204

The former consists of 10 ‘iraq with a whole-tone above,
the latter of 12 hijazi with a whole-tone above. There are
a number of such pairs in which a whole~tone notated by Safl
al-Din (in this case AP - BF) corresponds to a larger than
whole-tone interval in Qu}b al-Din’s equivalent species. The

relationship between them will be discussed in chapter 5.

In the sharh ‘uzzadl is an octave scale notated as G 4~°

B¢ ¢ a e”° gb g, and it is possible that here, as with
20 buzurg, the notation A™® - B™C is a disguise for an interval
larger than a whole-tone (AP - B). When dealing with scales
not described by pafi al-Din the gharh must however be
approached with caution, and in later treatises *‘uzzal is
stated to be a pentachord.2 Al-TLadhiqi’s versioa5 is identical

with that in the durrat al-t&a].

23a maya (Pafi al-Din)

be L

1 Sometimes written with ghayn. ‘uzzdl is however the
only form found in vocalized texts.

2 E.g. in the treatises of ‘Abd al-Qadir and Ibn Janmi.
5 BM. MSI OI‘. 6629, fOl- 69v’
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23b maya (Quib al-Din)

L]

<
L 3
L

316 182 204
pafi al-Din states that m3ya is characterized by a
/l
particular ascending and descending melodic movement. Qutb

2
al-Din quotes this description, but adds that the best-known

compositions in maya, including those of Hafi al-Din, confine
themselves to the notes of 23b. This may be considered the
upper pentachord of a hypothetical extension of 23%a to the

octave.

maya is the only example of a gapped or (in Pafi al-Din’s
version) pentatonic scale in the modal system of the period.
It is therefore possible that it was an importation either
from folk-music or from outside the specifically Arab and
Persian cultural areas. A. A. Saygun suggests that its origin
was "Turco-—asiatic":5 if so it had certainly been fully

integrated into the modal system of art-music by the mid-13th

century, for Safi al-Din includes it in one of the two most

important groups of modes, the Gwazat.

1 BM. MS. Or. 136, fol. 22v.
2 BM. MS. Add. 7694, fol. 233v.

3 "la musique turque" in BEancyclopédie de la Pléiade:
Histolre de la musique, i (Paris, 1960), 574.
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/‘]
248 shahndz (Safi al-Din)
X | "R 3. X
{; Py Ve Ll L Ve .
24b shahndz (Quib al-Din)
— e
159 128 09 139 128 49
i4 [ - | l |I { T l- 1i
267 316 498 702

pafl al-Din states that the type of melodic contour
2
found in 2%a maya also serves to characterize 24a ghahnaz
as, indeed, the notation suggests. It is a specific melodic

form of 1 zirafkand.

Qutb al-Din?’s version reduplicates 1 zirafkand. Thus

despilte the prominence of tonic and fifth it is possible
that the neutral third functioned as a melodic fulcrum,
rendering the consonance of the fourth imperceptible as such.
As a pentachord species 24b shahnaz is also unique in the
number of intervals it contains. For these reasons it may
be suggested, in explanation of Qutb'aluDin’s later comment

on the paucity of compositions in shahndz, that the type of

1 BM. MS. Or. 136, fol. 21.
2 Ibid., fol. 22v.
3 BM. MS. Add. 7694, fol. 234.
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melodic movement specified by Jafi al-Din was too restricted
to serve as a basis for extended composition, and that
subsequent developments had not yet produced a stable and
acceptable scale-structure. In support of this view one nmay
cite the conflicting accounts of this mode to be found in
later 'l:).“c-satis.es.,I

The ratios of 24b shahnaz present an extreme example of

the distortion that arbitrary theoretical analysis can bring

about. The initial error of classifying 1 zirdfkand as a

species of minor third is made worse by repetition, so that
while 24b is rightly listed as a pentachord, the sum of the
ratios is an augmented fourth, and the natural fourth of the

notation is placed at 455 cents.

Because of the relationship between 24b shahnidz and 1

zirafkand the d~° of the notation has been transcribed as

dbP and not ck.

2
2b5a (pafi al-Din)

L ]

b

.:.;\.
“
L

S b

1 Some reproduce Safi a8l-Din’s version. The Jjami* al-alhan
of *Abd al-Qadir gives both 24a and 24b. The kanz al-tubafl
has 24b omitting dF (a variant omits d instead), and the
kitdb al-fathiyya of al-Ladhiql 24b omitting c. These
changes may be viewed as attempts to normalize ghahnidz as a
pentachord (ignoring the variant in the kanz al-tuhaf) by
reducing the number of intervals to 5, the maximum elsewhere.

2 Bl\‘lo MS. OI’- 156, ffl /]O—/!OV.
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25b higdr (Quib al-Din)

— 4 — 1 e o)
139 128 49 267 119
e S h m I A
267 316 58% 702

These may both be described as extensions of 1 zirafkand.
The latter constitutes the upper pentachord of 58b higar, the

former of 58a gzirdfkand. The relationship between the two

is underlined by $afi al-Din, for in the risdla al-sharafiyya

he defines by ratios a species with the intervals 128, 139,
49, 231, and 155 cents, and then adds that it is preferable
to have in place of the 251 and 155 cent intervals a major
whole-tone (204 cents) followed by a minor whole-tone (182
cents)./I However, the mere fact that the former is first

defined as a larger interval would seem to indicate that

Qutb al-Din’s version is the more accurate.

Concerning the phrasing of pigar Quib al-Din elsewhere
states that after descending to the lowest note (the final
note in most modes), it is permissible to return to the upper

note and to make slight use of the notes flanking it, %Thus

1 Bodleian MS. Marsh 521, ff. 65-65v.




(97)

/‘
affirming the particular character of this mode. This

implies that the range was more that a fifth, and the added
e¥ has been taken from the description of higdr in the kitdb

2
al-fathiyya.

26 kardaniya

X
L3

139 65 204 182 112

——-—-—_. i - — |

408 590 702

This species, as Pafi al-Din points out, relates to the
3
tetrachord & rast, adding a whole-tone below. But in no
other pentachord is this whole-tone divided, and it may be

assumed that 26 kardaniya has been simply abstracted from the

octave scale 50 karddniya (of which it forms the upper

pentachord) for theoretical purposes. There is nothing to

suggest that it was ever found except as part of this octave
i

scale. Hence the notation of 4™° as G#, and not Ab. The

d BM. MS. Add. 7694, fol. 240:
Gl L3l ) oaa ca b 5,0 S Llas G dsle dhes 1, BV G Lby

o UT Az 3‘ u“_,.s- wolaas > kﬁ._b.ﬂ.’:h L,JEJJ\, dal aans wolel L}E‘

cod ol SV el colh (JEV 7)) Jlakl e,
2 BM. MS. Or. 6629, fol. 68v. Al-LadhiqI’s account (G AP

Bb BF c# da eb d c# d) corresponds exactly to Qupb
al-Din’s description.

3 BM- MS. OI‘. /]56’ ff- /EO'-/I/In

4 Cf. also the notes to the end of chapter 5 in the text of
the kitab al-adwar.
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ratio values for the intervals within the lower whole-tone
should be contrasted with the corresponding ones in 50

kardaniya.

/l
27a (fafi al-Din)

-
»

27b nirizi (Qupb al-Din)

o

Be ﬂ'

204 150 207 31

These add a whole-tone below 10 *firaq and 12 hijazT
respectively. It is interesting to note that the descriptions

5
of 27a found in later texts generally refer to hijazl.

28 hsas no name.

o

i - . i 7
204 204 182 112
- 1 - 1 LI A R— 1
408 590

¥ BM. MS9™136, fol. 10v.

2 Besides nyryzy other texts have nyrzy, nyrz, end nyrwz.

) E.g. in the Jjami‘* al-alhan and the anonymous treatise
dedicated to Muhammad b. Murad.
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This adds an undivided whole-tone below 8 rast and is

the upper pentachord of 49 karddniya.

29 also unnamed: similar to the above.

#,. o—

—H—o .
204 204 204 90

In the same way 29 relates to the tetrachord 5 ‘ushshag

and the octave scale 52 variant of kardaniya.
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species of major sixth (5 : 3%)

30 has no name: similar to (22b) ‘fugzzdl; it may be called

segdh wa hijazi.

" bo
A . .
_‘H Ve -
150 267 81 204 182
il T —— | e E—— ] T l-‘p
447 498 702 884

segah is one of a set of terms (the others being dugdah,

chahargah and Eanjgah) which receive their first mention in

the durrat al-tadj and are frequently used, with a variety of

acceptations, by later theorists. They may denote the first
five notes of 40 r3ast (and sometimes, by extension, the first
five notes of any given scale) or they may relate to segments
of the ré@st scale starting, generally, from the fourth and
comprising the number of notes indicated by the name./l Thus
segdh designates here the notes ¢ d eb. These segments

also form the bases of independent modes (shu‘bas) and it is
to them that these names are most commonly applied, denoting
at the same time the most prominent note. In segah, therefore,
this will be eP. This aspect is discussed more fully in the

section on the shu‘bas translated in chapter 7. hijézi here

refers to the tetrachord G - ¢, identical with 12 hijazI.

1 di - 2; se - 3; chahdr - 4; panj - 5.
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There are further instsnces below of the descriptive

terminology exemplified by segih wa hijszi. The first term

consistently relates to the upper section of the scale.

51 has no name: it may be called segdh wa husayni.

; o
—
112 182 204 204 182
| r—— ™ | T —
294 498 702 88

husaynl is the pentachord 18 husayni (G - d4), which here

overlaps segah.
50 and %1 have a range of a neutral, rather than a major,
sixth.

/i
32 réhawi (Safi al-Din)

L

L

L ]
-

3% rahawl-yli tam@m (Qutb al-Din)

—b s

150 267 81 139 128 119

447 498 637 765 884

g Bl. MS. Or. 136, fol. 22.
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The prominent notes are either ¢ alone, ¢ and e, or G
and e:.'1 32 consists of 10 *ir3g below 18 husayni (¢ - g),
and 33 of 12 hijdzi below 4 r3hawi (¢ - e). As the former
is mentioned by nearly all later writers of the Systematist
school it is rather surprising that Qujb al-Din should have
failed to include it among the octave scales. However, the
appearance of 4 radhawl in 3% rather than 32 would seem to
suggest that 1t is Quib al-Din’s version that represents the
earlier stage in the historical development of this mode.2
Against this it may be argued that 353 also contains 12 hijazi
which is not recognized by $afi sl-Din and might therefore

be considered a development from, or substitute for, the

10 *iraq tetrachord of %2 rahawl.

1 Quib al-Din adds that the last pair is "khildf-i agl',
presumably referring to the omission of ¢, which links the
two elements.

2 Later treatises state that 4 rahawl occurs in 32 rShawl
from BV +to eb, but thisis clearly incorrect - the specious
Justification is that these intervals are of the same class
(3 J J) as those in 4 rahawi.
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1
species of minor sixth (8 : 5)

34  isfah@nak. It is also called kawasht and basta.

/’ ) | \4’
| T Ve ve
1 P d “He [<] Ll |
___@_: Ve e 1 1
182 204 112 139 128 49
L - ] —[[ F - —— lﬂ_'—_,_
486 498 6357 765 814

This places 10 *irag below the neutral third species

1 zirafkand. Safi al-Din nowhere mentions igfah@nak or basta,

but lists an octave scale 59a kawBsht which adds ff and g to
2
the above notes. The sharh states that "(59a) kawdsht is
5

igfahénak", and it 1s not until the early 15th century that

all three are distinguished. According to *®Abd al-Qadir 34,

beginning on the upper note, is isfahédnak; kawasht is the

octave scale described by $afi al-Din; and the notes ¢ db

eb eb form the melodic nucleus of basta (nigdr). BF, AP,
I

and G may be added, but ¢ remains the final note.

1 One would expect to find this section before the
"species of major sixth". O0Oddly enough Quib al-Din’s
heading is, in full, "the remainder (bagi) of the 8 : 5
specieg".

2 BM. MS. Or. 136, fol. 21.

3 BM. MS. Or. 2361, fol. 104v.

4. Bodleian M3, Marsh 282, fol. 46v.
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35 variant of igfahanak: similar to the above.

/"” S
I ‘Ee Ve ye
5— s * £
7 ]
150 267 84 1%9 128 49
- BE— | "™ I I )
447 498 637 765 814

This differs from the above in having 12 hijdzI in place
of 10 ‘irdg. Hence the relationship between the two is the
same as that between 22a and 22b, except that in this case
both are listed by Quib al-Din. There are further examples
below of Qufb al-Din notating a larger than whole-tone interval
where Hafi al-Din has a whole-tone, but nowhere else does

he give both himself.

56 klUchek-i tamam

/_,,_:__.\%

\ H.a ve
Ed he -] i
L\= L) L
112 182 204 139 128 49
1r i L I r i i Fl |*|__—1
294 498 637 765 814

kichek is 1 gzirafkand¢i kichek), placed here above
9 nawrliz (G - ¢). This mode appears to be peculiar to the

durrat al-tadj.

Again, the range of 34, 35, and 36 is & neutral sixth,

rather than a minor sixth.
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species of minor seventh

1
37  nawrlz (Safi al-Din)

nawrtiz—i tamam (Qutb al-Din)

el ) ¢§= 7e *
e Ed be e
P-o ¢
112 182 204 112 182 204
i l_J-- I 1" i lll.l,l WFI i T
294 4.98 610 792 996

57 consists of conjunct tetrachords, both being 9 nawriz.
pafi al-Din also mentions a form of nawrlz in which the
octave note is added,2 but this may be disregarded since it
coincides with 48 husayni; furthermore, no later writer
recognizes it. The gharh states, quite sensibly, that
48 pusayni (despite belonging to the most important group
of modes) 1s derived from 37 nawriiz, and not the other way
round.5 However, the disposition of the prominent notes

according to Qutb al-DiIn suggests that The relationship may

be somewhat less straightforward.

1 BM. MS. Or. 1%6, fol. 21.

2 D’Erlanger, la musigue arabe, iii, 135.

5 BM. MS. Or. 2%61, fol. 115v.
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38 has no name: similar to (22b) *uzzdl; may be called

chahargdh wa hijazi.

. i1 e
= LL . - :
150 267 81 204 182 112
| E— I B | T — !
417 498 702 884 996

This consists of chahargdh (see the comments on 3%0)

above 12 hijdzI (G - c¢).

39 has no name: may be called chahdrgdh wa igfahdn.

&
] o—

139 128 119 112 204 182 112

L L A R e L

267 586 4.98 702 884 996

The lower tetrachord is 11 igfahdn. No other text lists
38 and 39.
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octave species

‘fushshéqg

»

L
®

L 3
O

—— .

204 204 90 204 204

5 ‘ushshaqg below 1% ‘ushshaq (¢ - g).

busalik

90 204

b dd .

90 204 204 90 204

6 blsallk below 14 blsalik (c - g).

nawa

204 204

L]
]

. _ >

—pH—e

204 90 204 204 90

7 nawd below 15 (¢ - g).

204. 204
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43  rast

Pars
&

L 2

204 182 112 204 182 112 204

" 7" T ]

386 498 702 884 996

8 rast below 16 rast (¢ - g).

The above four are identical with their namesakes as
' 1
notated by $afi al-Din.

44 hijazi (Pafi al-Din)
‘irag (Quib al-Din)

. 7 % re .
———
182 204 112 182 204 112 204
I I EE | R A B & S m— —
586 498 680 884 996

pafl al-Din’s notation of hijdzI may be misleading,
especially with regard to the eb. If this note was present,
it was almost certainly not prominent, as in ‘iraq.

pafi al-Din’s statements on hijdzi are a little confusing.

2
He gives first 46a hijdzl G AP Bb ¢ ab e £ g. Later,

1 BM. MS. Or. 1%6, fol. 22.

2 Ibid., fol. 20. This scale is also the one given later

for hij&zI when the modes are defined in terms of lute
tablature.
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as a kind of postscript, he states: "For some hijazl is

[62a nihuft al—hijézi] G Ab B ¢ 4 eb £ g; but what

we have called hijszi is ‘irBig if £# is added [i.e. to
g;jgggjn.q But acoogding to Safi al-Din ‘irdq is G AP Bb
c dF eF £ f£# g: thus for this remark to make sense
there must be an alternative form either of ‘iraq (G 4aF Bb
c ab eb £ f¥ g) or of RijAzi (G AV BF c aF eb f
g). The existence of the latter is confirmed in the risdla

5
al-sharafiyya.

i
45 ‘tirag (fafi al-Din)

variant of ‘irag (Qupb al-Din)

/—'—_‘\.r . (’*. ’
i AR L&) - it A
% P e -

Lo

L J
e
-

182 204 112 182 204 112 119 85

[ | e L S

586 498 680 884 996 1115

o

I
—

Some later Theorists call this scale ‘irdg and ignore 44.

*Abd al-Qadir lists both, calling 44 ‘iraq and 45 ‘irag ma‘
5
al-bagiyya.

Ibid., fol. 20v.
Ibid., fol. 22.

D?Erlanger, la musique arabe, iii, 135.

BM. MS. Or. 136, fol. 22.

v F W o

Bodleian MS. Marsh 282, fol. 40v. His follower Jami
also gives the same two scales as ‘iraqg.
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1
46a hijazi (Safi al-Din)

y x . ’
‘h, ye -

I X b : 7

L s e

| -

46b hijgzi (Qupb al-Din)
TN
f””fW;“F e ’
I b, ) i

112 182 204 150 267 81 204

; r— I i . N |
648

294 498 915 996

46b may be divided into 9 nawrliz (G - c¢) and 22b *‘uzzidl.
The position of the prominent notes (which will be used as
guldes in other cases also) suggests, however, that it would
be more meaningful to divide the upper pentachord into 12

pij&dzT and a whole-tone rather than to consider it as a unit.

As expected, one finds in 46a 10 *irag corresponding to
12 hijazi in 46D.

47  phusaynl
e 0 e hd
il & b, [] had
I - Ve rv
1= L <4

112 182 204 204 90 204 204

I N B B E— E— T i

294 498 702 792 996

1 BM. MS. Or. 136, fol. 22.




18 pusayni below 6 bisallk (4 - g). Quftb al-Din is

g
alone in considering this scale to be husaynl.

2
48 pusayni (Pafi al-Din)

variant of husaynI (Qutb al-Din)

I e HNE s B | R B | R e R N

294 498 610 792 996

18 pusayni above 9 nawrlz (G - ¢). This is the only form

of pusayni mentioned in treatises of the 14th and 15th

centuries.

49 kardaniya

i — ‘ &
204 182 112 204 204 182 112

i I -ql T [ T 1 'W 1 ..p |

286 498 702 906 1088

d In the sharh (BM. MS. Or. 2%61, fol. 104) 47 is called
Jjanfazd. But this does not necessarily mean that it was in
use at the time, for the name is probably personal to the
author, being one of a set of fanciful descriptive terms
applied to several consonant scales rarely, if ever, found
in practice. However, the same work (ibid., fol. 115v) does

state that 47 is the scale from which rakbi (see chapter 7)
is derived.

2 BM. MS. Or. 1%6, fol. 22. 48 constitutes the one case in
which Quib al-Din’s order has been disturbed.
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8 rést below 28 or, preferably, 8 rast plus whole-tone

plus 8 rast.

1
50 kardaniya (Safi al-Din)

variant of karddniya (Quib al-Din)

'
.
Bl

I Fe ry Ao

"

204 182 112 92 112 204 182 112

| — -.p T ﬂ' T | qr T -p

386 498 590 702 906 1088

8 rast below 26 kardaniya (q.v.), equivalent to 8 rast

plus whole-tone (divided) plus 8 rast. -

51 variant of kardaniya

L
L]
N
.

204 204 90 204 204 182 112

| - my = =

408 498 702 906 1088

5 *ushshagq plus whole-tone plus 8 rast.

g Tbid., fol. 21.
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52 variant of kardaniya

e []
-0

204 182 112 204 204 204 90

e e | N R B B B e e

386 498 702 906 1110

8 rést plus whole-tone plus 5 ‘ushshdg.

53 wvariant of kardaniya

L 3

»
¥
0

A

Fl

B — ?
204 204 204 90 204 204 90

29 below 5 ‘ushshiq (d - g).

50 is the only form of kardaniya recognized by Hafi al-

Din, and the only one to include the pentachord 26 kardaniya.

It is likely that the other four derive from it. Each of them
avoids the juxtaposition of c¢ and c¥, a feature otherwise
found only in the pentachord 20 buzurg and the modes relating
to it. The scale which results from omitting ¢ in 50 is

listed by Qutb al-Din as 63 kardaniya nIrizi.

, 1
A number of later theorists, headed by *Abd al-Qadir,

assign the name kardaniya to 49, 50 being called kardaniya

1 Bodleian MS. Marsh 282, fol. 49v.




.

zaid. By the 15th century, if not earlier, 51 was known
2

as mahlir. 52 and 53 appear only in the durrat al-taj.

54  buzurg

/'f— ~ |' []
s o

B
L ]
Le]

128 251 129 128 76 204 182 112

; — | |ﬂP T ‘l| i I 'T* l'-p ;

559 498 626 702 906 1088

20 buzurg (q.v.) below 5 *fushshig (d - g).

55 wvariant of buzurg

128 257 159 128 76 159 128 119 112

"""t

550 498 o26. 702 841 969 1088

20 buzurg below 11 igfahan (d - g).

1 The term z&'id clearly refers to the presence of the cf,
even though this may not have been produced on the z&d’id
fretw.

2 Ibid., fol. 51v. mahiri in the sharh (BM. MS. Or. 23%61,
fol. 105v) has f£# in place of ff. The same work calls 57
farah (ibid., fol. 118) and, equally capriciously, terms
49 baydd® (ibid., fol. 105v). In the anonymous treatise
dedicated to Muhammed b. Murdd 51 is called nihBwand (ibid.,
fol. 200v), a name usually applied to another scale.
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56 variant of bugzurg

s I | X
o X | Ve i P
. AN ’ 3 i

.
o
~\
N

128 251 139 128 76 150 267 81

e I L N R SN I B B S B S

559 498 626 702 852 1119

20 buzurg below 12 hijazi (4 - g)-.

No other text mentions 55 and 56. $Hafi al-Din lists 54
/I

buzurg, and later theorists follow him in notating this mode
with B™C (Bb).

As with 50 kardaniya and its variants, it may be suggested

that 55 and 56 represent attempts to obviate certain features
of 54 buzurg. The nature of the problem and the reasons

leading to the particular soélutions adopted will be discussed

in chapter 4.

5%a ganktla ($afi al-Din)

g BM. MS. Or. 41%6, fol. 21.

2 zanklGla is given without f# in three places (BM. MS. Or.

136, ff. 20, 22, and 27v) and with f£# in one (ibid., fol.
21v) .
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57b gzankUla (Qufb al-Din): some people also call it

nihdwand.

fo—

204 182 112 150 267 81 119 85

" T
48

386 498 6 915 996 1115

57a consists of 8 rast plus 10 fir3q plus (divided)
whole-tone. In Qufb al-Din’s version (in the nobtation of
which the original gb has been rendered by £#) 410 ‘irdq is,
as one might expect, replaced by 12 hijazi. With regard to
the potential omission of f£# in 57a, it may be noted that it
is not included in one of the two versions of zanklla in the

1

kanz al-tuhaf. This treatise also mentions nihdwand as an
2

alternative name: in most other texts of the 14thand 15th

centuries the name nihawand is however applied to a totally

5
unrelated scale.
Elsewhere Qujb al-Din gives a further description of
zanklla which suggests that the above are misleading
T 4

alterations, and hence that 57b does not represent the mode

1 BM. MS. Or. 2%61, fol. 257.

2 Ibid., fol. 258, where it is stated that this usage is
found in Bukhara. It may therefore have been confined to .
East Persia and Transoxiansa.

3 Al-Tadhiql does however list a nih3wand saghir (BM. MS.
Or. 6629, fol. 70) containing 12 hijazl.

4 BM. MS. Add. 7694, fol. 234 (translated in chapter 7).




as he knew it, being no more than a slightly modified
borrowing from $afi al-Din. This alternative description

will be referred to in chapter 4.

1
58a girafkand (Safi al-Din)

p"

9 nawriiz below 25a (¢ - g).

58b pigdr (Qupb al-Din)

~
ﬂﬂ-“‘_”w'—
N o
/ /f-“"'ﬂg 'lE‘ ‘F ; 'g' *JF'
1 be (4 il

112 182 204 139 128 49 267 119

i e L

204 498 637 765814 1081

9 nawriz below 25b higidr (¢ - g).

For *Abd al-Q&dir higadr consists of the notes ¢ daF eb
ef ff g ab b?,e while for al-La&dhigl it includes only c
ab eb e £ g a?.a Because of the absence in later texts
of any reference to 58b as higar it may be suggested that
Qupb al-Din’s comments on the phrasing of this mode, which

stress the prominence of the upper note, relate primarily to

1 BM. MS. Or. 136, fol. 22.
2 Bodleian MS. Marsh 282, fol. 51.
% BM. MS. Or. 6629, fol. &8v.




the pentachord 25b higdr, from which the later forms quoted
are probably derived.

1
59a kawdsht (Safi al-Din)

] & A, )
T

=

10 ¢iraq below 25a (¢ - g).

may be called hisdr wa isfah@nak (Qubbd

59 has no name:

182 204 112 159 128 49 267 119

- - : -p i | T-[ |HT.. T 1 ﬂ- |

386 498 637 765 814 1081

10 tirdg below 25b higar (¢ - g).

Quib al-Din’s descriptive terms overlap, 34 igfahdnak
comprising the notes from G to eV, 25b Lighr those from ¢ to g.

The position of the prominent notes suggests, however, that

this mode had little in common with %4 igfahanak.

£ BM. MS. Or. 156, fol. 21.
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60 muhayyir husaynl

182 112 204 204 182 112 204

} —— 1' I T | i | -]1 'r ] I

294 498 702 884 996

Pafli al-Din mentions this mode only in the risala al-
/l
sharafiyya. From the name, and the prominenqe of the d, it

would seem that this scale consisted of 18 pusayni below

9O nawrfiz (4 - g), i.e. of parallel disjunct tetrachords.
Alternatively, the order of interval sizes given in the
ratios implies the analysis 9 nawriz below 16 rast (¢ - g).

The example of notation in mubayyir husayni (transcribed in

chapber 8)suggests that both divisions are valid. The fact
that only the latter is given by theorists of the Systematist
school is without significance, for they do not admit the
disjunct.octave scale. It is possible that the epithet
muhayyir was applied to this mode precisely because of this
ambivalence, on the one hand leading to 48 husayni (D - d)

by way of the lower pentachord, and on the other to 435 rast

(¢ = ¢’) by way of the upper penbachord.

1 D?Erlanger, la musigue arabe, 111, 136.




61 wvariant (of puhayyir husayhi): may be called muhayyir
zirkesh.
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There are again two possible divisions: 19 zirkesh husayni

below 9 nawrlz (d - g), or 11 igfahdn below 16 r3st (¢ - g).

Whichever is preferred, there is a difference in the ratio

values which is indicative of the

extent to which these

could be determined by theoretical and/or analytical

preconceptions:

the values for the first four intervals of

19 zirkesh husaynl are identical with those of 11 igfahdn;

the corresponding intervals in 61 are however assigned quite

different values relating to those already established for

60 muhayyir husayni.

whether 61 is derived from 60.

In spite of this,

it is doubtful

g

62a nihuft (al-hijdzi) (Safi al-Din)

»

1 Ibid. In the kitdb al-adwar

(BM., MS. Or. 1%6, fol. 20v)

62a is referred to simply as hijazi.
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62b nihuft-i hijdzi (Quib al-Din)

-
-
L

1
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417 498 702 884 996

62a is 22a below 9 nawrliz (d - g), or 10 ‘irdq below
16 rast (¢ - g), while 62b is 22b *uzzdl below 9 nawriz or

12 hijazi below 16 rast.

The name is explained as meaning that this mode is derived
from pijazi in the 9th jabaga (degree of transposition), il.e.
B - bP. The reference must therefore be to 44 hijazI which,
in this position, is B ¢ d eF £ g ab bP. This
derivation is however quite artificial, and there exists iﬁ
any case a much simpler relationship between 62a and b and
46a and b respectively (46 being also Qijazl), the former
palir emerging when the prominent fourthof the latbter assumes
the rdle of tonic.

g 2
62a is listed by *Abd al-Qadir, 62b by al-Ladhiqi.

1 Bodlelian MS. Marsh 282, fol. 51.
2 BM. MS. Or. 6629, fol. 70.
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6% little known: may be called karddniya nIrizi.

P ]
i

204 150 267 81 204 182 112

"""

554 621 702 206 1088

27b nirizi below 8 rast (d - g). Al-Lédhiql calls this
1
mode niriz kabir.

64 little known.

‘50 7 *

204 182 112 204 150 267 81

R L e . B I

386 498 702 852 1119

8 rast (G - c¢) below 27b nirizi: the tetrachord and

pentachord of the previous scale are reversed.

65 1little known.

-»

90 204 204 204 90 204 204

6 bisalik below 15 (¢ - g) or, preferably, 14 blisalik
below 6 busalik (d - g).

1 Ibid.
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In the gharh this mode is called wigdl and is stated to
1
be in use among the Turks. No other text lists the scale,

or mentions the name.

2
66 igfahan (Pafi al-Din)

- o A Aa—

X % 0 .

L ’ P

b—

67 igfahan (Quib al-Din)
,"'—--_T-—— L 0 L
i B Ve jo L
e be o ve

112 182 204 129 128 119 112 204

—-—

294 498 637 765 884 996

66 and 67 appear at first sight to be quite unrelated.
Yet elsewhere Quib al-Din makes it clear that he also
recognizes 66 as igfahan, while *Abd a.l-—Q'é.dir5 and, following
him, - Je‘am'i4 list both forms. 67 may be derived from 66

(or vice versa) through the sequence:

66 G A BF ¢ a4 eb £ f£f g

v

61 ¢ AP B B ¢ d eF f g

v

BM. MS. Or. 2361, fol. 103.
BM. MS. Or. 136, fol. 22.
Bodleian MS. Marsh 282, fol. 40.

F W oo

risdla-yi misiga, fol. 442v.
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67 G AP BP ¢ aF eb e £ g

in which the fifth (beginning from 66) or the fourth (beginning
from 67) provides the tonic of each successive scale. But
such a relationship would appear to be no less theoretical
than those propounded by writers of the Systematiét school,
for 61, the middle term, is nowhere associated with igfahan.

A much simpler and more convincing explanation is suggested
by the placing of the prominent notes in 67. These embrace

11 igfahin from ¢ to £, evidently the most important and
characteristic segment of the mode. It would be reasonable

to assume that in 66 too 11 igfahdn (d - g) was prominent,

and that therefore the two forms were differentiabted simply
by the direction in which they extended to the octave from

an original form consisting of Just two conjunct tetrachords
(A - g in 66, G - £ in 67). Hence we may describe 67 as

O nawruz plus 11 igfahan plus whole-tone, and 66 as whole-tone

plus 9 nawrliz plus 11 igfahin.
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species of octave plus whole-tone

68 has no name

e i) &

.
»
-]

s

<o

/l
150 267 81 204 112 182 204 204

22b ‘fuzzdl plus 18 husaynI (d - a), resolvable into

O nawrilz (d - g) plus whole~tone.

All later theorists define modal structures in terms of
the octave or some lesser interval, as does pafi al-Din.
From this one naturally assumes that, as in 70 -~ 72, the
same notes would be repeated at the octave 1f a mode were
extended beyond that limit. It is therefore interesting to
find in 68 evidence that this did not necessarily always
happen. Non-repetition of notes at the octave, or more
correctly subsbtitution of a different species (usually

tetrachord), is a common feature of the modern Arab magdm.

1 For the diasgrammatic presentation of the intervals add
a whole-tone above 62b.
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gpecies of octave plus tetrachord

69 nihuft-i kamil

\ '
//:_,.—-n——' . "~ 0 's_" b_.__ o
— N f e ] 1

.1
182 204 1412 150 267 81 204 182 112 204

10 ¢fir3g below 62b nihuft-i hijszi (¢ - ¢’).

Under the heading nihuft-i kamil Qujb al-Din lists two

scales: the notation (with which the designation of interval
sizes by the symbols B J T H2 agrees) is given below as 70,
while the ratios are those of 69. The notation of 69 has
therefore been derived from the ratios. It is not clear to
which scale the prominent notes indicabted belong and so they

have been shown in both.

Because of this confusion one might question whether both
these scales existed. This is unfortunate in that 69 would
provide evidence even more conclusive than theat of 68 with
regard to the possibility of extending the range of modes by
adding different speciles as well as by simple repetition at

the octave.

1 For the diagrammatic presentation of the intervals
combine 10 and 62b.

2 H designates a larger than whole-tone interval.
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70 nihuft-i k@mil

) 4
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62b nihuft-i hij&zi below 12 hijszi (g - ¢ ).

It may be of interest to compare these conflicting
accounts (? or variants) of the same mode with the modern

Egyptian magam nihuft, in which the following notes occur:

1
D EBEF F G Ab B c a ef £ g aF bb ¢’ &

(69 D EF PG AP B ¢ 4 eF f g
70 G Ab B ¢ a e £ g 8F b <)

71 +type of buzurg-i kdmil

s N\
et . , i) L Am—
et &Y, (- ’
s e p. \r;jv
2

128 231 139 128 76 139 128 119 12 119 267 112

55 variant of buzurg below 12 hijdzI (g - ¢’ ). The

difference between the ratios for the upper tebrachord and

1 Variation is possible (indeed necessary) in the tetrachord
G - ¢c. If nihuft is on D the note corresponding to yakah
will be C, not G. BSee SamTI al-Shawwad, al-gawa’id al-fanniyya
£f7 al-misigé al-sharqgiyya wa’l-gharbiyya, 29; and D?Erlanger,
la musigue arabe, v, 142.

2 For the diagrammatic presentation of the intervals
combine 55 and 12.
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those for 12 hijazi probably results from an attempt to make
the values of the latter conform more closely to the ratio

values assigned to the corresponding intervals in The lower
octave. The heading implies that the obther forms of buzurg

might be similarly exbended.

72 Dbusalik

s N TR

i

90 204 204 90 204 204 204 90 204 204

41 blUsalik below 6 bisalik (g - c¢’).

It is probable that no especial importance attaches to
the inclusion in this list of 71 and 72, and that most other
modes could be extended beyond the octave if the performer

so desired.

One mode mentioned by Safi al-Din, salmak, has been
omitted from the above list. It will be referred to in parts

2 and 3.




part 2
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chapter 3

It is evident that there are a number of differences
between Pafi al-Din’s account of the modal system and that

presented in the durrat al-taj. Apsrt from any historical

or geographical considerations, this fact alone renders it
imperative to deal with the two separately, at least in the
initial stages of enqguiry. We may begin with that of {Jafi al-
Din which is, conveniently enough, the smaller as well as the

carlier.

In all, Pafi al-Din mentions 20 mode-names, 16 of which
relate to octave scales (in the case of hij&zI one name is
appended to two scales). Of the others three (R%a) maya,
(24a) ghahndz, and gsalmak) designate modes characterized by
particular melodic features. These will be discussed in
chapter 7. Here we shall be concerned primarily with the
octave scales plus the remaining mode, 37 nawriiz, and an
attempt will be made to ascertain what, if anything, they
have in common and hence to define the principles underlying

the structure of that part of the modal system they represent.

In addition, $afi al-Din mentbtions 21 of the 29 species of

third, fourth, and fifth. As the comments on the octave
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scales show, these species may be thought of as the component
parts from which more extended scales are formed. DBut here

a distinction must be maintained between those which owe

their existence To the requirements of a sometimes arbitrary
method of scale ansalysis and are mere theoreticsl abstractions,
and thosge which may be said to exist independently of the
gcales in which they occur. It is the latter which form, in
effect, the raw material from which the system is constructed,

and as such they demand separate consideration.

We may begin, however, by examining the particulaxr
groupings of modes recognized by Hafi al-Din. The two main
groups are the shudid and the dwazat, comprising between them
18 modes. We are further informed that a number of scales

are called murakkabat, although only one example is given.

Finally, two of the modes he lists are not assigned to any

of the above and may be held, provisionally, to belong to a
fourth category. (Qufb al-Din discards these categories, at
least in the form established by his predecessor, and atbtempts
o classify scales along different lines. DMost later
theorists, however, adhere to them and reproduce Hafi al-
Din’s version of the shudlGd and the Zwdzdt, which were

evidently thought to embody the most significant part of the
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modal repertoire.qj

Of these categories that of the shudﬁd is by far the
largest®, compriéing 12 modes and, since for one of these two
forms are mentioned, 15 of the 18 scales under consideration.
They are divided by Hafil al-Din into three sub-groups, each
being associated with a particular emotion or set of emobions

which the modes in it are thought to evoke. The sub-groups

are:
(a) 40 ‘*ushshig G A B ¢ 4 e £ g
44 bUsalik G Ab Bb ¢ ab eb £ g
42 naws. G 4 B ¢ a4 eb £ g
sailid to inspire strength (quwwa), courage (shajsd‘a),
and pleasure (bas}i)
(b) 4% rast G A BF ¢ a4 ebF £ g
45 firdq G AP BV c aF eF £ £f g
66 igfahin G & B ¢ 4 e £ £ g
said to inspire refined pleasure (bast ladhidh
lafif)
1 It is likely that their continuing importance two

cenburies later may be ascribed to other factors as well,
notably the tradition of extra-musical associations to which
these groups were particularly subject, and the almost
canonical stature that Jafi al-Din’s writings acquired.
Although he was criticized on certain points, his versions
of These modes were reproduced unquestioningly down to the

end of the 15th century, by which time they had long since
ceased to accord fully with actual practice.
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AF Bb ¢ ab eb

57a zankila A BF ¢ ab eb £ (£¥) g

(¢) 32 réhawi G f g
46a pijazi G AF Bb ¢ abF eb £ g
?and/or 44 pijEzl ¢ AP BF ¢ ab eF £ g
48 husayni G AF Bb ¢ aF eb £ g
54 buzurg G 4&F B(P)e ch a e £F g

G
G

58a zirafkand AP Bb ¢ aF eb eb £t g

sald to inspire sadness (huzn) and languor (futlr)

In (b) gafi al-Din also includes 37 nawrtz G AF Bb ¢

dF eb £, although it is not one of the shudid.

One might be tempted to dismiss this classification as
subjective. It is a simple reflection of the doctrine of
ethos which had previously been presented with complex
ramifications in the treatises of al-Kindi and the rasd’il
of the Ikhwan al-gafa?, and which reappears with egual
profusion in & number of post~15th century musical texts.
However, it is clear that these sub-groups may also be related
to certain aspects of scale-structure. For instance, (a)
consists of diatonic scales, (b) and (¢) of non-diatonic or

2
Zalzallian scales. Further, if one disregards the division

1 Given in the kité@b al-adwédr, chapter 14, fI ta’thir al-
nagham (BM. MS. Or. 1%6, ff. 37v-38). Compare the three-
fold classification in Mas‘ldi, murlj al-dhahsb, viii, 96,
and a further such division, although based on different
principles, in Kayka'is, gabls-ndma, 111.

2 We shall term all species and scaleg containing neutral
intervals Zalzalian, whether or not the wusia zalzal itself
would have been used to produce them.
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1

of the upper whole-tone in 45 ‘irdg and 66 igfahan, it will

be seen that all the scales in (a) and (b) can be analysed in

terms of parallel conjunct tetrachords while most of those in

(c) cannot. We may expand these sbtatements and say that

(a) contains only scales with parallel conjunct diatonic
tetrachords
(b) contains only scales with parallel conjunct Zalzalian
tetrachords (plus, in two cases, a divided disjunctive
whole~tone). 37 nawrliz is also of this type.
(¢) however comprises
(1) scales with parallel conjunct Zalgalian tetrachords
(44 hij3zi and 48 husaynd)
(ii) scales with non-parallel conjunct Zalzalian
tetrachords (52 rZhawi, 46a pijazl end 57a zanklila)
(1ii) scales with a Zalzalian tetrachord and pentachord

(54 buzurg and 58a zirdfkand)

Thus The major difficulty in attempting to equate Pafi al-

Din’s divisions with a structural distinction relating to the

nature and distribution of the species in these scales is

/l

In the present chapter, which is primarily a discussion
of the modal categories according to $afi al-Din, the analysis
of igfahdn given by him has been assumed to be valid since,
clearly, i1t may have influenced the choice of the sub-group
to which this mode is assigned. Although there can be
1ittle doubt that his anslysis obscures the relationship
between 66 and 67, which was surely crucial to the identity
of the mode, it may nevertheless reflect the assimilative
pressure exerted by 43 rast.
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that there is no apparent reason to Justify the inclusion of
(1) in (¢) rather than (b). However, it is likely that when
defining these sub-groups (in which the mode-names are listed
without any notation) $afi al~Din used the name hijazi to
refer specifically to 46a Qhij8zi, which has non-parallel
tetrachords and is the only form of this mode cited by later
authorities as in current use. Also it could be suggested
that the placing of 48 husaynl in (c¢) is attributable Lo a
desire to differentiate it from the almost identical %7 nawrtz
in (b). It is interesting to note here that the sharh makes
certaln reservations with regard to the emotional content of
busayni and pijazi (although this presumasbly means 46a
Qijéziq), stating that the sadness and languor they inspire
is tempered by a certain gaiety.2 Thus they could be thought
of as a separate class between (b) and (¢). The sub-groups

according to the gharh therefore become

(a) 40 ‘ushshdg, 41 bisallk, 42 nawd
(b) 43 rast, 45 *irdq, 66 igfah3n (and 37 nawrlz)
intermediate: 46a hijaszi, 48 husayni

(c) 32 rahawi, 54 buzurg, 57a zankila, 58a zirdfkand

The sharh also draws attention to the structural

relationship between the modes in each sub-group, but

1 Since the sharh calls 44 "the pijazl of the ancients"
(BM. MS. Or. 2361, fol. 104v).

2 Ibid., fol. 149v.
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expresses this in a slightly different way. Mention is made
not of the parallel/non-parallel distinction drawn above, but
solely of the type of species involved. Kach sub-group is

characterized by one particular type occurring in all of its

modes, the types being in

(a) diatonic species

(b) strong non-diatonic species, i.e. Zalzalian
Ttetrachords containing not more than three intervals

(¢c) with the exception of husayni and hijszi: isolate

species (ajnds mufrada), viz. 4 rahawli G AP Bb B,

20 buzgurg ¢ AF B(P) ¢ of 4a, and 25a G 4P Bb
1
Bf et 4

But this classification breaks down at the same point:

husayni and hijazI have to be excluded from (c¢), and according
to the criteria given could be included in (b). In addition,
as has been noted, the identification of 4 réhawi with a
segment of 32 rZhawi G AF (BF ¢ db eb) f g is quite
unconvincing and is certainly of no importance as far as
practice is concerned. As a result, the definition offered

of the common factor in (¢) may be dismissed as an example of
over-simplification as well as of ingenuity, and the problem
of elucidating the nature of the differences between the modes

in (b) and those in (¢) remains unresolved.

1 Ibid.
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If, however, we accept that pusaynl and hijdzi form an
intermediate category, it becomes possible to reformulate the
first set of definitions and provide a clear-cut distinction

between the two, for we may now say that while

(b) contains Zalzalian scales with parallel conjunct
tetrachords,

(¢) containsg Zalzalian scales which either do not have
parallel tetrachords, or cannot be divided into

conjunct tetrachords.

With only bthese criteria it is however impossible to give
a satisfactory explanation for the separabte status of 48
pusaynl and (presumably 46a) pijdzli. For 48 husayni one must
revert to the argument, proposed above, that it was felt
undesirable to include it in the same sub-group as the very
similar %7 nawrtz. If however 46a hijizl is examined from
a different standpoint, namely that of the number of intervallic
consonances (fourths and fifths) it contains, it transpires
that it does occupy an intermediate position between the
modes in (b) and the modes with conjunct tetrachords in (¢).

This aspect will be dealt with more fully below.

Finally it may be pointed out that while Safi al-Din?’s
classification is based primarily on the type of species and
the arrangement of the species within the octave, no importance
is attached to the arrangement of the intervals within the

species. Thus the modes in (&) show that the variations in
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emotional conbtent which in the West would be associated with
the contrast of major and minor thirds (and sixths) were

either not perceived, or were regarded as insignificant: it
is the size of the intervals within the species that matters,

not their disposition.

Given that the sub-groups are determined by features of
intervallic organigzation, it may be asked what this tells us
about the shudid as a whole: notably, is there any reason
why these particular modes should be classed together and
separated from the other four octave scales mentioned by Pafi
al-DIn? The similerity between the modes in (&) and those in
(b) is obvious: all are analysed as having parallel conjunct
tetrachords. But what do they have in common with those in
(¢)? 1If, following Safl al-Din’s own approach, we continue
to think in terms of conjunct tetrachords, affinities may be

found between the modes in (a) and (b) and four of the others:

32 rahawl G AP BV ¢ aF eb £ g
46a pijdzi G AP Bb ¢ daF eF £ g
(?and/or 44 higdzl G &b BF ¢ aF eF £ g)
48 pusaynl G AP Bb ¢ aF eb £ g

57e zanklUla G A BF ¢ ab eb £ (fi) g

although in 32 rahawil, 46a hijazl, and 57a zanktla the

tetrachords are non-parallel. The remaining two shudud,

however,
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54  bugurg G AP BJP)e ct a4 e f£F g
58a zirafkeand ¢ AF Bb ¢ aF eb eF £t g,

do not fit into this pattern. With the latter one can see a
certain similarity, in the partial parallelism at the fourth
(¢ 4P Bb/c dF eb), to the modes of (a) and (b), but 54

buzurg has neither parallelism nor conjunct tetrachords.

At this stage, therefore, it would appear that there are
no sufficiently distinctive common feabtures to Justify
isolating these particular 12 (or 13) scales. Any general
statement of the type: +the shudud are octave scales which
may be resolved into conjunct tetrachord plus whole-tone or
into tetrachord and pentachord is far too vague, being in
fact valid for all the octave scales listed by both Hafi al-
Din and Qubb al-Din. In addition, to anticipate once more,
there do not seem to be any features of consonance shared by
the shudid which could be added to the above definitions to
form the basis of a structural definition precise enough to
exclude other existing octave scales. According to the

1
criteria laid down by $afi al-Din, 60 mubayyir husayni is

as consonant as any of the Zalzallan scales and considerably

more consonanlt than 54 buzurg.

The contrast between the structure of 54 buzurg (and to

a lesser exbtent of 58a gziradfkand) and the other scales provokes

(l BMe F.[Sc OI'. /156, ff- /f/{V—']g.
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a further question: why should there have been 12, and not

10 or 11 shudid? Here it is likely that extra-musical factors
were involved. In all probability a group of 12 was chosen

as a significant entity because of the wide range of
macrocosmic assoclations that had crystallized around the
signs of the Zod.iac:./I It may also be noted that 12 is a
multiple of 4, Tthe number of the strings of tThe lut92 which,
from al-Kindi onwards, had been linked with several sets of
phenomena or concepts arranged in fours (e.g. the humours,
seasons, elements). The choice of these particular 42 modes
should probably not be ascribed to Hafi al-Din, but rather

to a gradual selection process of an instinctive, not conscious,
nature. By tThe mid-15th century, if not before, Tthe process

had been completed, and it is evident from the way they are

presented in the kitab al-adwéar that the shudlid were regarded

as the nucleus and most essential part of the modal repertoire.

1 It is true that neither Jafi al-Din nor Quib al-Din
mention this aspect, but this is to be attributed to the
primarily scientific nature of their approach (e¢f. the
relevant passages in the introduction). Several later
writers, especially those not strictly concerned with
expounding the doctrines of the Systematist school, delight
in listing whole series of such correspondences, and it 1is
certain that they were felt to be of importance during the
15th century +too.

2 Long before the 15th centuries the number had been
increased to five, but the significance of the four as a setb
remained Jjust as strong.

3 Had he chosen them, one would not expect to find the

hesitabion over the form of pijazi which the kitab al-adwar
betrays.




Hence it may be assumed that all were well-known and frequently
performed. But there were others apparently equally popular,
and so it is still not clear how these were chosen - which
brings us back to the original problem of finding distinctive
common features among the shudid or, less positively, criteria

of differentiation with regard to the other modal categories.

Of these the most important is the class of awazadlb, made

up of the following six modes:

50 kardadniya A BF ¢ et a4 e ff g

59a kawdsht & BF ¢ ab eb e £t g

37 nawriz AV B ¢ aF eb £
Bb ¢ eb f
A Bb BF AP G

1
A B et a eb

2%a  maya

2i4a  shahnaz

2 g L0 g K G

salmak

Here one is faced by a multiplicity of scale~types, a fact
which in itself could be considered a Jjustification of the
attempt to detect some kind of structural unity among the
shudtd. Indeed, the only reason for forming these six modes
into a set - apart from any extra-musical factors that might
be involved - would appear to be the totally negative one
that in contrast to the shudld no common features are in

evidence.

1 BM. MS. Or. 136, fol. 21 (transposed from c¢).
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With the exception of 37 nawrilz the non-octave awazatb
will be discussed in chsepter 7. It may however be noted that
in comparison with the obther scales listed by Pafi al-Din
they are all unique structures: 23%a maya is the only example
of a transilient scc—lle;/2 salmek apparently omits the fourth;

and 24a shahndz has a range of a mere neutral third, being in

effect a melodically limited variation of 1 zirafkand. Such

anomalies, giliven that they may be viewed as such within the
context of an overall system, would tend to be eliminated,
and it is therefore of interest to find Quib al-Din giving a

substantially different account of these tThree modes.

In contrast, the other three Awadzat appear to have much in
common with the shudud. But paradoxically it is probably
37 nawrliz G AF Bb ¢ 4aF eb £, the non-octave scale, which
stands the closest, although it is by no means Jjust an
incomplete form of 48 husayni ¢ AP Bb ¢ ab eb £ g.
It is true that an equal, if not greater, degree of similarity
would appear to obtain between 59a kawdsht G AP BF c d4b
eb ebf ff g and 58a zIrdfkand G AF Bb ¢ daFf eb eb £F

g. However, the evidence provided by Quib al-Din in 34

igfah3nak (or kawdsht) G AP BF ¢ 4abF eb eF suggests that

1 0ddly enough the G - Bb interval in maya was later
increased to G - BP. This may perhaps be explained as an
assimilation to the rast scale, but it is neverthless
extraordinary that the third (whether minor or neutral)
should have remained undivided.

2 Taking Qupb al-Din’s description of salmak into account

it is difficult to determine if any one note should be
regarded as the tonic,and if so which.
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basically this mode was not an octave but a neutral sixth in
range, and that the form given by Pafi al-Din is a theoretical

levelling by analogy with 58a gzirafkand. Although not

conclusive support, 1t is interesting To note that the melody

in kawdsht presented in the kitab al-adwdr contains only the
1
notes from AP to eP (inclusive). 50 karddniya G A BF ¢

et 4 e ft g on the other hand in undoubtedly an octave
scale: bub it is also unique, for it has disjunct tetrachords
with between them a divided whole-tone (whereas in 54 buzurg

G Ab B(PF) c cht a4 e £t g the intervals ¢ - ci and cff - 4
are integral parts of a pentaehord).2 The large number of

variant forms listed by Quib al-Din for kardaniya (49, 51 - 53)

suggest that this was felt to be unusual and tended to be

avoided.

It would be unwise to ascribe a source to a psrticular
modal form on the evidence of 1ts name alone. Nevertheless
it should be noted that both the term awdz and the names of
the six modes in the group are of Persian derivation.
Unfortunately only one of these, nawrliz, is to be found in
earlier lists of Persian melody~ or mode-names, snd even here

there is no guarantee of continuity with regard to the modal

form itself. Hence there is no way of telling whether or not
1 Transcription in chapter 8. .

2 See also the comments on 20 buzurg and 26 kardaniya.

3 Cf. also the suggestion of a Turkish rather than Persian

origin for 23%a maya (q.v.).
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the awaz group was formed before that of the shudud, which
have mixed Arabic and Persilan names. The only thing that can
be stated with any certainty is that the numerical relationship
of the 6 awazst to the 12 ghudid was of some significance,
although as was to be expected neither $afi al-Din nor Qujb
al-Din refer to this. It was left to later writers to
expatiate on the extra-musical correspondences between tThe
two sets. The awazat were sometimes held to be derived from
the shudid, and sometimes to be their origin, the former view
being the more widely accepted. The various groupings made
relate not to intervallic similarities or the way the species
are arranged but to the already established cosmological

affiliations of each mode.

The third category of modes according to $afi al-Din, or
rather potential category since only one example is given,

is that of the muraklkabat. This is a technical Gterm by which

scales are defined according Lo their constituent tetrachords
and pentachords, and in theory could be applied to any of the
octave scales discussed above: thus 4% r@st G A BF ¢ 4
ef f g is a murakkab of the tetrachord 8 rBst and the
pentachord 16 rist, while 58a zirdfkand G AP Bb ¢ ab eb

ef f¥ g is a murakkadb of 9 nawrliz and the pentachord 25a.

Treatises sometimes devote a certain amount of space to

1 BM. MS. Or. 136, fol. 22v.




145)

discussing the propriety of using this method as an alternative
description for modes which already have a name.q At a later
period the term murakkab, or rather the related form tarkib,

is used to designate a number of modes oubtside the previously
established groups of ghudid and awazat. For Jafi al-Din,
however, murakkab is merely an adjunct to the vocabulary of
theoretical analysis, and in the 13th century there was no

such class of modes. The example given to illustrate this

category is according to some manuscripts

G AF BF ¢ ab eb e £ g
and according to others

G AP BF ¢ a e £ £t g

The accompanying description ("a combination of igfahdn and
hijazi") could be applied to either, but the former is the
more likely. In any case it i1s probably no more than a
hypothetical example. Hafi al-Din attaches no name to it
and says nothing to suggest that it might have been used in
practice. Neither scale is included in the lists of modes

2
found in later texts, and in the sharh the former is dismissed

1 An example (which also quotes Safi al-Din’s remarks on
the subject) may be found in the passage from the durratb
al-tdj translated in chapter 7.

2 Including Hafi al-Din’s own rigdla al-sharafiyya.
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-

as dissonant. For these reasons they have not been included

in the list in the previous chapter, and will be disregarded

in what follows.

Safli al-Din mentions two further octave scales, both

named, but fails to assign them to a particular modal

2

category. They are

60 mubhayyir husaynI G 4P Bb ¢ a4 eF £ g

62a nihuft @l-hij%z1) G AP BV ¢ da ebf f g.

If the octave Bwigzdt can be differentiated from the shudid

by structural features these two cannot, for, like 32 radhawl,

4oa pijazi and 57a zankila, they may be divided into non-
'3

parallel conjunct tetrachords. The reagon for their being

excluded from the shudid (instead of, say, buzurg and zirdfkand)

1s probably that they were considered to be derived from two

modes already included in that group, and hence, presumably,

were felt to be of lesser importance. Theorists of the

Systematist school, as we have seen, posit a relationship

between 62a nihuft and 44 hijdzI, stating that the former

1

BM. MS. Or. 2361, fol. 104v. The causes of dissonance
according to Hafi al-Din are discussed in chapter 4.

For Qujpb al-Din, mubayyir husaynl is an awaz.

Or alternatively into disjunct tetrachords. There is no
particular advantage to be gained by preferring this division
in the case of 62a nihuft, but in 60 muhayyir husayni the
disjunct tetrachords are parallel. The composition in +this
mode which concludes the section on music in the durrat al-
taj accords almost equal prominence to fourth and fifth.
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occurs when the latter is transposed to BF with G remaining

as ‘tonic:

44 pijdzgl G AP BF ¢ A e £ g ——»

BF ¢ a4 eb £ é ab bF (¢’ a4 eb” £’ é’)

Similarly 60 muhayyir husaynl was held to be 48 husayni

transposed to the 17th jabaga:

48 husayni G AP B ¢ aF eb £ g

v

) 1
ad e £ g ab Db c° A (eb” £ g°)
The process of derivatbtion in the second case is Jjust as
artificial as in the first, but nevertheless much closer to
the truth. For if 62a pihuft is related rather to 46a pijazi

G AF Bb ¢ ab eF Ff g, occurring when the prominent

fourth of the latter is taken as the tonic, 60 mukayyir husayni
may be derived in exactly the same way from 48 husaynl which, |
according to Qufb al-Din, also has a prominent fourth. In

the risala al-sharafiyya these two modes are listed together

1
with the ghudud and are stated to be frequently played, but

this does not in itself invalidate the'suggestion that they
were considered secondary forms. It may be added that apart
from a single oblique reference to nihuft (called in any

case pijazi) they receive no mention at all in the kitad@b

1 D?Erlanger, la musigque arabe, iii, 134-156.
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al-adwar.

The above remarks on the non-ghudlid octave scales present
various reasons why they may not have been considered suitable
for inclusion in that category. If these are accepted, it
would appear that since the structural affinities between

54 buzurg and 58a zirdfkand end the remainder of the ghudud

appeer insufficient justification for their being grouped
together, the inclusion of these two modes should be
attributed to a purely negative cause - the absence of any
non-derived octave gcales with a greater degree of affinity.
The modes as described by Hafi al-Din could then be allocated

to the cabtegories he established on the following basis:

The ghudld comprise all those octave scales in common
use which are divisible into conjunct tetrachords (but
excluding derived forms of these) or into tetrachord and

pentachord where the pentachord is an indivisible unit.

The remaining modes, again with the exception of the

two derived from ghudid, form the awaz group.

But in one respect at least this formulation is
misleading. There are grounds for supposing that the
presentation of (54) buzurg and G7a) zanklla as octave scales
is suspect, and that as with 59a kawdsht pafi al-Din may have
been less concerned with providing an accurate account of

musical practice than with accomodating the form of these
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two modes to the prevailing pattern of the other ghudid.
This statement, which will be amplified in the fellowing
chapter, implies that even if the sub-groups within the
shudid may still be related to broad distinctions in
structure, the incidence of common features among the shudid

as a whole is reduced still further.
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chapter 4

Thus far the discussion has centred round the categories
established by gafi al—Diﬁ, and some Justification has been
sought for the particular distribution of scales within them.
In turning to a consideration of ﬁhe 18 scales as a get it
may be advisable to begin by following a different line of

analysis, although again one adumbrated in the kitdb al-adwdr.

This work contains what is in effect a theory of consonance
in relation to octave scales, expressed at first negatively
in the chapter "On the causes of dissonance" (fI al-asbdb

1
al-mijiba 1li’l-tandfur) and then positively when criteria

for distinguishing consonant from non-~consonant scales are
set forth. As there is a certain amount of confusion in
the terminology employed, while in addition it is not
immediately clear whether certain remsrks refer to octave or

tetrachord, it will be necessary to examine this material

briefly.

The causes of dissonance are stated to be four in number,

71 BM. MS. Or. 1%6, ff. 8-8v.
2 Ibido, ffo 1’1—-’(5‘\]’.




L1571)

and are couched in the following terms:

(1) exceeding the limit of the lower tetrachord, ¢, e.g.
with three whole-tones () - G A B cf, or four
intervals of category J/I -G A™® Bb B db in the
Systematist notation, equivalent to G AP Bb B ¥
or db.

(2) combining the three interval categories T, J and B
within a tetrachord.

(3) placing a category B interval below a cabtegory J
interval.

(4) having a category B interval follow another category
B interval.

2

In the next chapter Hafl al-Din goes on to say that if these

dissonant combinations of intervals are avoided only 7

tetrachord species are possible; and further that only 9

pentachord species are possible if causes (1) and (2) are

avoided with respect to the section ¢ - £ of the pentachord

C

- g, while otherwise 1% pentachord species are permissible.

(Safi al-Din lists the 7 tetrachords and 12 of the 13

pentachords, and it is from these thalt the theoretical corpus

1

2
5

For $afi al-Din, as we have seen, J has two values (minor
whole-tone and apotome), bubt in this context the distinction
is of no importance. Nor is it with B (limma or comma).

BM. PIS. OI‘. /]56’ ffo 8V""1OV:

I.e. the lower tetrachord rules of (1) are applied to
the upper tetrachord (¢ - f).
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1

of 84 octave scales is compounded.) It would appear from
this that the four causes do not necessarily always incur
dissonance, and that they were formulated primarily sas a
negative aid towards the definition of permissible tetrachords,
i1.e. those occurring in practice.2 But apart from this
function Pafi al-Din evident%y considered them to be relevant
to the octave, for elsewhere) he states that Tthe disgsonance
of any octave scale is the result of its containing (at least)
one of Tthe combinations of intervals they refer to. The
implication is that any one of the four will suffice to render
the scale dissonant, but this is not consistent with the
admission that a number of pentachords fail to avolid causes
(1) and (2). In fact it would appear that of the combinations
mentioned (3) B J and (4) B B were thought dissonant
wherever they occurred, as was (1) J J J J, despite the
fact that (1) is concerned ostensibly with the lower tetrachord
only. $afl al-Din dismisses G A BF ¢ dF eb £ g as
dissonant because the sequence J J J dJ occurs between A

1.
and eb, and G AP Bb B ¢ daF eb e f g because (3) B J

is included between B and db. There is unfortunately no case

1 All 19 species will be found listed in chapbter 2.

2 One may contrast the rigala al-sharafiyya, in which a
whole armoury of chromatic and enharmonic species is paraded.

3  BM. MS. Or. 1%6, fol. 11v.
I Tbid., fol. 13v.
5 Ibid., fol. 11v.
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in $afi al-Din’s works in which a scale is rejected because
of the occurrence of (4) B B, but when the 84 octave scales
are listed in the gharh all those containing this particular
sequence are classed as dissonant.q Of the remaining two
combinations of intervals alluded to (1) T T 7T is evidently
dissonant not per se, since it ig found in the consonant 41
bisalik G Ab Bb ¢ dab eb £ .g, but only when it results
in the omission of c¢; similarly the juxtaposition of T J B
(whatever the order) referred to in (2) is impermissible
within the tetrachord G - ¢ but not necessarily so elsewhere,
for although it may not occur within the tetrachords ¢ - f
and d -~ g it may within Tthe pentachord ¢ - g if f 1s omitted.
Iike (1) © T T it may also appear in an octave scale partly
in one tetrachord and partly in another without incurring

dissonance.

It is apparent then that these combinations of intervals
are only partially relevant to octave scales. In effect,
since they are by definition excluded from the tetrachord
specles recognized by Hafi al-Din, and with two exceptions
(P 7 P and 7 J B) from the pentachords, they can only
occur among the 84 octave scales in strictly definable
circumstances, so that we may state quite simply that with

reference to the 84 those scales are dissonant which contain
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the sequences B B, B J,q or d J J J.

The species from which the 84 octave scales are derived
are all consonant (or at least non-dissonant). The octave
scales however are considered to fall into three categories
which we may term consonant, intermediate, and dissonant.
Here, unfortunately, $afl al-Din uses two sets of terms and,
what is worse, two sets of definitions. However, in both
cases the degree of consonance depends in the main upon the
number of consonant intervals (octave, fifth, and fourth) the
scale contains. In debermining this number all possible
fourths and fifths are counted, including those which might
be considered inversions, e.g. ¢ - g as well ags G - ¢; d - g
as well as G - d. The notes G ¢ f g are termed fixed
(thabit), although Safi al-Din recognizes that £, unlike the

others, is not found in all the 84 scales.
The first set of categories consists of

(a) consonant (muld’im): scales containing as many
consonant intervals as nobtes (ocbave included)

(b) dissonant (mutanafir): scales containing one of the

above-mnentioned causes of dissonance

1 In relation to practice one ought perhaps to draw
attention once more to the ambiguity of the designations B
and d. In certain contexts two successive semitones,
generally written J B, could also be given as B J (eand in

at least one case were by Qupb al-Din), but remained
consonant neverthelegs.
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(¢) intermediate (khafi al-tandfur): scales conbaining
' 1

fewer consonant intervals than notes.

Stated in this way (b) and (¢) are not necessarily exclusive
of one another, and it would be simpler to define (c¢) as
comprising all scales not included in (a) and (b). The
parallelism required for a scale to belong to (a) precludes
the possibility of it containing one of the dissonant
combinationsg referred to in (b).2 Curiously enough Safi al-
Din almost immediately proceeds to disregard the dividing line
between (a) and (¢), for he presents as consonant (muld’im)

a number of parallel conjunct tetrachord scales one of which

5

has fewer consonant intervals than nobtes:

The second set consists of

(b") dissonant (zahir al-tendfur): scales with consonant

intervals occurring between the fixed notes only

1 BM. MS. Or. 136, ff. 11-11v.

2 The one exception to this rule is provided by the conjunct
repetition of 41 igfahdn, ss in G AP Bb B ¢ aF eb e
f g referred to above, where B J occurs bebtween B and d¥.

3 Tbid., fol. 12.
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(¢”) intermediate (mutald’im): scales with more consonant

intervals than those in (b") (but with less than

those in)

/l
(a”) consonant (kamil £ al-tald’um): as (a) above.

Ignoring the obvious disparity between the terms used in (c)
and (¢’ ) the two sets can be reconciled easily enough,
producing a scheme whereby scales are considered consonant

if they have as many consonant intervals as notes; dissonant
if they contain one of the sequences B B, B J, and J J J d
and/or if they have no consonances apart from those betgeen

the fixed notes G ¢ f g; and otherwise intermediate.

Hence 40 ‘ushshag

§
!
G A B c d e £ g
[}

i
i 1}
1 }

with 9 consonant intervals to 8 notes, is consonant, while

t ¥
é A BF ¢ db eb é

with consonances between the fixed notes only, and

G A B B ¢ dab eb £ g

d Ibid.

2 Cf. al-Ladhiqi, BM. MS. Or. 6629, ff. 52-52v.
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which contains 7/ consonant inbtervals to 9 notes but also the
sequence B J between B and dF, are dissonant. An example of

an intermediate scale is 32 rahawi

G Ab BF ¢ aF eb r g

| |

with 5 consonant intervals to 8 notes.

The only obscure point in this scheme arises from the fact
that one of the fixed notes, f, is not always present. A scale
which has consonances only between G, c, and g is evidently
dissonant, but Pafi al-Din says nothing about the status of,

S8y,

—t
—

in which the total number of consonances, although no more
than the 4 produced by the full complement of fixed notes,

includes one not between these. However, this scale is
1]
stated to be dissonant in the sharh, and it may therefore

be concluded that a scale must always have more than 4
2
consonant intervals in order to avoid dissonance.

f BM. M5. Or. 2361, fol. 103v.

2 f is omitted in three pentachords; 25a c¢ dF eb eb ¥
g, 26 c clf a4 e ff g, and 27a c d eF ff g. This
particular situation can only arise in scales containing
25a, since the presence of d in the other two automatically
supplies two consonances.
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We have seen that by terming consonant a scale with fewer
consonances than notes Hafi al-Din does not adhere strictly
to definition (a). After giving the second set of definitions
he further obscures the plcture by stating that the intermediate

(khafi al-tandfur) scales among the 84 are those containing

not more than 5 consonances (those with 4 remaining dissonant
1
(z&hir al-tandfur)). This of course implies that a scale

with ©6 should be in the consonant category, a definition
markedly different from (a). Thus it would appear that
despite the terminology of the first set the essential
distinction is that maintained between on the one hand
consonant and intermediate scales and on the other dissonant
scales. Although the further distinction between consonant
and intermediate is no doubt a useful one, Jafi al-Din’s
hesitation as to where the dividing line should be may be
taken as an indication of the subjective element involved.
The upper limit of the dissonsnt category can be established
on the basis of the scales recognized by him, for given that
no frequently performed mode can be considered dissonant the
fact that 32 rBhawl G AF BF ¢ daFf eb £ g has only 5
consonant intervals precludes the possibility of scales with

more than 4 such intervals being dissonant. However, in

1 BM. MS. Or. 136, fol. 13v.

2 Assunming that no dissonant sequence (B B, B J, J J J
J) was presentb.

It should perhaps be pointed out that the consonance
categories were not formulated in order to distinguish the

scales occurring in practice from the remainder of the 84.
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spite of the wide gulf between %2 raéhawl and 40 ‘ushshiq

G A B ¢ 4 e f g (with 9 consonant intervals), there is
no similar objective basis for separate classification. The
sharh for instance attacks definition (a) as being oo
rigorous, and suggests thalt a scale with one or two fewer
consonant intervals than notes should be considered cons«onam;./1
As the boundary between consonant and intermediate is a mabtter
of convenience and nothing more the proposal is an eminently
sensible one, for it divides the corpus of non-dissonant
scales into nearly equal parts. A definition of the two
categories might then be: an 8-note scale (octave included)
is ingermediate if it has 5 consonances, consonant if it has

moxre; a 9-note scale is intermediate if it has 5 or 6

consonances, consonant if it has more.

According to these criteria 12 of the octave scales
mentioned by fafi al-Din as occurring in practice are
consonant and 5 (32 gghawil 54 buzurg, 57a zankula, 58a

5
zirafkand and 59a kawdsht) are intermediate. Although it

would be possible to make some tentative comparisons between
this division and the structural alignments suggested in the

discussion of the modal groups, it is essentially nothing more

1 BM. MS. Or. 2%61, fol. 99.

2 For 8-note scales this scheme therefore corresponds to
pafi al-Din’s last statement, given above.

5 Assuming for present purposes that zankila and kawssht
are octave scales. In evaluating the grading of the latter

the interval Bb - ff is not considered consonant, for reasons
that will be given below.
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than an empty statistic. Pafi al-Din may have sensed that
this kind of difficulty might arise, for he makes virtually
no use of the categories except to illustrate the proposition

that dissonant scales are not generally found in practice.

It might however be possible to utilize these categories
in an attempt to determine why it is the 17 scales mentioned
by $afi al~Din that occur and not obthers. For this purpose
the above formulations are imprecise and in one important
respect misleading: +the fact that both G - 4 and 4 - g are
counted distorts the evaluation of a scale containing d when
compared with one that does not. In effect, any 8-note scale
containing G, ¢, d, £ and g will have 6 consonant intervels
and should btherefore be consonant irrespective of what the

other notes are. Thus if one compares

f 1
1y '

I
G AP BF ¢ 4 e £ g
[

with

it will be seen that although the latter has only 5 consonant
intervals, it contains two notes, A and dP, that do not stand
in a consonant relationship with one or more other notes while
the former contains three, AP, BF, and e. We shall term these
unattached notes. Thus in cértain cases Safl al-Din’s method

of evaluation may Judge a scale with a fewer number of
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unattached notes than another to be the less consonant. In
other words the anomaly may arise of the scale with the
greater degree of parallelism between the upper and lower
tetrachords being considered the less consonant. It is rather
surprising, in view of the obviously normative nature of
conjunct tetrachord structure, implicit in the Way scales are
analysed and presented by theorists of the Systematist school,
that none of them should have remarked on this weakness.
Nevertheless it would appear to have been recognized, even if

only tacitly, for in tThe sharh the scale

f 1
L 1

G A B o eb £ g,

1

oy =

its 7 consonant intervals notwithstanding, is classed as
:Lntez:'rmaéLiate./I The only reason that can be suggested for this
is that the presence of the two unattached notes B and eb was
felt to detract from The consonance of the scaele. This, it

may be added, is by no means an isolabted case.

It will be apparent that a more accurate estimate of the
comparative degrees of consonance of various scales may be
achleved by combining a count of the unattached notes with
that of the consonant intervals. With regard to the latlter
it will be necessary not Tto include both G - & and 4 - g;

and for the sske of simplicity we may at the same time ignore

1 BM. MS. Or. 2361, fol. 102.
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the ever-present octave note and one of the pair G - ¢ and
¢ — g. The scales given above, which we shall call 7-note

rather than 8-note scales, may therefore be said to have:

) 1
] Y
I LR 1

G A B ¢ a e £ g

4 consonant intervals and 2 unattached notes (4 : 2);

\ ] 1
G A B ¢ dF eF £ g

3 consonant intervals and 2 unattached notes (3 : 2);

3 consonant intervals and % unattached notes (3 : 3). Hence
the first scale may be considered the most consonant and the
third the least consonant. These examples also show that a
7-note scale with two unattached notes will have partial
parallelism, i.e. one note will be different in each tetrachord,
while a scale with three (or more) unattached notes will be

devoid of parallelism.

But used in isolation the consonance classification as
it now stands is stlll of 1little help in determining why
these particular 17 scales should be popular. If %2 rahawl
(3 : 2) represents the lowest level of consonance accepbable

in a 7-note scale, it will be found that there are among the
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84 octave scales a further 18 with an equal or better
consonance ratio. Ags for 8-note scales, even if we discard
54 buzurg (3 : 3) on the grounds that it is an srtificial
structure and take as the lowest permissible ratio that of

58a zirafkand (4 : 1), there are still among the 84 another

5 scales with an accepbable degree of consonance. Hence the

potential scales number 2% as against the 17 in existence.

This amended clasgification possesses however the advantage
of directing attention to a factor of crucial importance,
namely that the pattern of interrelated nobtes ls as significant
as their number. This brings us back once again to a
consideration of the way tetrachords and pentachords are
deployed within existing scales. To say that a scale has no
unattached notes, and to say that it has parallel conjunct
(or disjunct) tetrachords, are no doubt two ways of expressing
the same phenomenon, and in dealing with a purely diatonic
modal system more than one approach might be superfluous.

But when considering the Arabian and Persian system of this
period the difference of approach represents more than Jjust

a change of perspective, for the tetrachords and pentachords
are not vague entities abstracted from the octave scales,

but constitute in themselves the basic units or melodic cells
which may exist independently of the compounds in which they
are generally found. Thus in one sense it would be legitimate
to consider the consonant intervals present in the octave

scales to be secondary phenomena resulting from the
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Jjuxtaposition of these units. 1In addition, then, to positing
a number of potentisl scales on the basis of relative degrees
of consonance, we should reexamine the way units are combined
within existing scales in order to detect any patterns of
distribution which might constitute further criteria of

acceptability.

In accordance with Qujb al-Din’s notatbtion all the units
listed in chapter 2 were transcribed from G. Pafi al-Din,
however, generally places tetrachords on G and pentachords on
cy, and in addition some tetrachords may be thought to begin
on d. It may therefore be clearer to adopt a symbollsm which
remains consbtant whatever the point of departure, and for e.g.
/G A Bb ¢/, /o & eb £/, and /4 e ft g/ we shall
substitute /1 2 3b 4/, the numbers (other than 1) relating
to the major intervéls with the distribution of tones and
semitones between them being in consequence that found in the

¢ mode.

Ag has been geen, Safi al-Din isolates 19 units: 7
tetrachords and 12 pentachords. Of the latter 7 may be
considered extensions of the tetrachords, adding an undivided

whole~tone /T/ above, so that we may symbolize

c d e £ gas /1 2 3 4/1/

c d eb £ gas /1 2 3b a/1/

c db eb £ gas /1 2b 3b 4/71/
c a4 e £ gas /1 2 3 4/1/
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¢ dF eb £ g as /1 2F 3 4/1/
c ab eb £ g as /1 2F 3b 4/74 and
c db eb e £ gas /1 2F 3B 3 4/m/.

A further 4 can be similarly related to the tetrachords,

but with the whole-tone either below

(¢ a4 eb £t g, symbolized as /T/1 2F 3b 4/, and
c d eb £ ff g, symbolized as /T/1 2F 3b 2 4/);

divided into semitones (/88/)

/I
(c av eb £ rff g, symbolized as /1 2F 36 4/88/);

or both
(¢ e a4 e f£Ff g, symbolized as /SS/1 2 356 4/).

The remaining penbtachord, ¢ dF eb eb £f g, cannot be
so related. Thus if we ignore the disjunctive whole-tone the
19 units identified by fafi al-Din can be reduced for purposes

of analysis to the following 8:

5 /1 2 3 4/ 6 /1 2b 3b 4/

v /1 2 3b 4/ 8 /1 2 36 4/

9 /1 25 3b uy 10 /1 26 3% 4/

1 /1 25 3 3 4y 25a /1 26 3b 35 4F 5/

1 c da ef £ f# g could, albternatively, be symbolized
as /1 2 3 4/88/, a division which has little %o
recommend it but is sanctioned by HSafi al-Din’s own
approach.
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In one regpect this is however an oversimplification: what
Safi al-Din notates as ¢ 4™° e ¢ £ g ¢ g may, as in
45 ¢irdg, have the expected value ¢ dF ebf £ f# g (end
hence be reducible to /1 2F 3b 4/88/), but it can also
represent 20 buzurg ¢ AP B(F) c¢ cff d, which must be
congsidered an independent andAindivisible unit./I To the

above 8 we shall therefore add /1 2F 3 4 4% 5/, omitting
the fictitious B on B (3).

Octave scales containing both d and £ may be represented
either as conjunct (/tetrachord/tetrachord/T/) or as disjunct
(/tetrachord/T/tetrachord/). Since Safi al-Din lays evident
stress on the conjunct pattern both possibilities will be
listed only when the conjunct tebtrachords are not parallel.

Hence the 17 octave scales assume the following form:

32 rdhawi G AP BF c ab eb £ g /1 26 3% 4/1 2% 3b 4/1/

40 ‘ughshfg G ABcd e f g /123 4/12 3 4/1/

44 blsalik G Ab Bb c ab eb £ g /1 2b 3b 4/ 2b 3b 41/
42 naws G ABb cdeb fg /1 2 3b 4/1 2 3b u/1/
4% rast GABl cdelb £g /12 3% 4/1 2 35 4/1/

44 pijBzi G AP Bb c ab &b £ g /1 25 35 41 2b 36 a1/
45 tirdq G AP BS c db eF £ £} g /1 2F 35 4/1 26 35 a/ss/

1 We may remember that the analysis of B4 buzurg into 10
“irdg G AP BF c end 26 karddniya c c# 4 e fT g, given in the
kitab al-adwdr (BM. MS. Or. 156, fol. 16v), is apparently
replaced in the risdla al-sharafiyya (D’Erlanger, la musigue
arabe, iii, 1%6) by a division into 20 buzurg and 8 rast.
There is no other example of a pentachord/tetrachord
division in $afi al-Din’s treatises.
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46a hijdzi G AP Bb ¢ db eF f g /1 26 3b u4/1 26 36 4/1/
48 husayni G AP Bb ¢ ab eb f g /1 26 3b a1 26 3b a/m/
50 kardEnive G ABb c el d e £ g /1 2 3F 4/88/1 2 3b 4/
54 bugzurg G AP B(P) cctdefig /125 34 4% 5/12 36 4/
57e zankiila G A Bb c db b f g /1 2 36 u/1 25 3 a/my]

58a zirifkend G AP Bb ¢ db eb b £t g /1 25 3b 471 25 3b 36 4t 5/
59a kawdsht G AP BF c ab eb eF £f g /1 2F 35 4/1 26 3b 35 4t/

60 mupayyir G AP Bb c d &b £ g /1 25 3b 471 2 35 a1/
busaynl - or /1 25 3b 4/1/4 25 3b 4/
62a nihuft G AP BF c d eF £ g /1 26 3F u/1 2 35 41/

or /1 2F 3 u/1/1 25 3b 4/

66 igfahdn G A BV c d eF £ £f g /1 2 3% 471 2 35 u/ss/
- . 2
or /1 2 %b a/n/1 26 3b 3 4/

Taking the alternatives into account it will be seen from

this table that

/12 3% 4/, /12 3 4/, and /1 2b 3b 4/ do not combine with

any other unitv;

/1 2 36 4/ combines with /1 2b 36 4/, /1 2F 3b 4/,
/125 3b 2 4/, and /1 2F 3 4 4 5/,

1 Or G ABF c ab b £ £l g /1 2 36 4/1 2F 36 4/883/.

2 Here the disjunct version is included because i1t includes
11 igfahan /1 20 3b 3 4/. These two divisions and the one
proposed in chapter 2, /T/1 2F 3b 4/1 26 3b 3 4/, receive
further discussion below. :
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/1 2% 3% 4/ combines with /1 2 35 4/, /1 2b 3b 4/, and
/1 26 3b 35 4% 5/,

/1 25 3b 4/ combines with /1 2 3V 4/, /1 2V 3% 4/, and
/1 26 3b 3% 4t 5/4

/41 25 3b 3 4/ combines with /1 2 35 4/;
/1 25 3b 3b 4% 5/ combines with /1 2F 3F 4/ and /1 2F 3b 44
and /1 26 % 4 4% 5/ combines with /1 2 3P 4/.

Of the units which combine with others the two pentachords
must do so within an octave scale. Hence the four Zslzalian
tetrachords are the only units used in combination for which
this is not a necessary condition. The scales made up of
three of them, /1 2 3% 4/, /1 26 36 4/, and /1 26 3b 4/, may

be related in diagrammatic form thus:
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/126 Bboasa 2b o 3boa/uy /1
/1 26 3b u/u/1 26 3 4/~-~bﬁa;w Bb /1 2 B Q/T/ﬂ /12

- N
/1 26 3b oa/q 20 w6 ou/v/
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/1 2b 36 a/n/ 06 Bb o afbo--- - /12F B 4/ 2 36 a/1/
Vﬂ 2b 3% a/a 26 b asv/ /1 2 % ou/1 2b sb o4y
R 7

L/ 20 3 4/55/
a1 2b 36 u/n/

/1 26 %

/1 20 %b

(Broken lines link slternative representations of the same scale.)

As it combines with only one other wnit, the position of /4 2% 3k 3
cannot be similarly fixed. By assigning an arbitrary position to this ul
end the two pentachords, and assuning o mirror symmetry bebwcen the diot
units and the three Zalzalion units shown above, this basic scheme may b

expanded to include all 17 octave sceles:
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(With regard to 59a kawasht the alternative form suggested
above, G AP BV c db eb eb, can be entered at the same point
on the diagram as the octave form G AP Bb ¢ ab eb eb rf g if
we accept that /1 2F 3b 3P 4% 5/ is closely related to, if not
an exbtension of, /1 2P Bb-BF/, and that the two could therefore

be placed in the same box.)

Clearly, such a diagram is to a cerbtain extent
impressionistic. TFor instance, everything placed within the
triangle formed from /1 2 3% 4/, /1 26 3 4/ and /1 2F 3b 4/
could with equal wvalidity be placed outside it. But the
difference is no more than that between describing these
three units as a nucleus or as a frame, and is equally
unimportant since what is shown here is primarily a
distributional relationship, not an organic one (in which case
the difference between the arrangements - and the metaphors -

would be significant).

We have seen that by taking the consonance levels % : 2
and 4 : 1 as the lowest admissible for 7- and 8-note octave
scales respectively there are a further 24 possibles among
the 84. Of these only four could be included in the diagram
as 1t stands: all the others would require additional boxes
and lines linking them. But to disregard them because of
this would be tantamount to saying that the diagram, which is
meant to do no more than compress a number of descriptive
statements, constitutes a definition of the limits beyond

which combinations of units must be rejected, and on a purely
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synchronic level this is evidently unjustified. However, by
considering the modal system as described by $afi al-Din in

historical perspective it becomes possible to regard certain
features of the diagram as virtually immutable, while others

may be liable to alteration and expansion.

The most obviously normative of these features is the
strict segregation of diatonic and Zalgzaelian units. It will
be remembered that Hafi al-Din assigns the diatonic modes
to a separate sub-~class within the shudid with its own
emotional connotations. In later texts the distinction is
maintained, and although mention is made of one or two scales
combining diatonic and Zalgalian units such Jjuxtapositions
appear to have been of an exceptional.and transitory nature:
from the 13th to the 16th century (and perhaps beyond) the
two types formed %uite distinct groups, coexisting but not

interpenetrating. Thus we may with some confidence reject

as potential additions all scales in which both occur.

The 24 possibles are thereby reduced to 15. Five of the

1 One of the most striking features of the diatonic group
is the fact that it contains only three scales, giving the
Zalgalian group an overwhelming numerical superiority.
Diatonicism, the foundation of the early Arabian modal

system of the 8%th and 9th cenbturies, is now, four hundred
years later, apparently of only marginal importance. One
can do no more than guess at the reasons for this drastic
shift in emphasis, for in the 11th century diatonic and
Zalzallan units seem to have been falirly evenly balanced,
so that the shift presumably occurred for the most pant
during the 12th century, a period for which information on
such matters is sadly lacking.
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1% are diatonic, and with regard to these it should be
observed that because of the larger number of whole-tones
they contain, diatonic combinations have, other things being
equal, a higher consonance ratio than Zalgzalian combinations.
That of the three diatonic scales listed by $afi al-Din

(40 ‘*ushshiq, 41 blisalik, 42 nawa), 6 : O, is found in only

two of the five:
G A Bb ¢ & e £ g, and G Ab Bb ¢ a4 eb £ g.

The others all have the much inferior ratio 4 : 2, and may for

this reason be discounted, thus bringing the total down to 0.

This number is made up of the above two diatonic scales,
three 7-note and five 8-note Zalzalian scales. Three of the

8-note scales,

G AP Bb ¢ a eF £ £} g
G AF Bb ¢ aF eF £ ff g and
G AF BF ¢ a4 e £ £t g,

differ from 60 muhayyir husayni, 46a hijdzl, and 62a nihuft

respectively only by virtue of including f£#, i.e. having a
divided upper whole-tone. Previously, when considering the
relationship between the tetrachords and pentachords described
by $afi al-Din, no particular attention was drawn to the fact
that some pentachords contain /SS/ while others have /T/.

There are however two palrs of pentachords in which this is

the only distinguishing feature:
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/1 2 3 u4/7/ and /1 2 3P 4/8%/;
/1 2% 3% a/1/ and /1 28 3P 4/s8S8/.

Correspondingly, a contrast may be made between the following:

43 rast G A BF ¢ 4 eF £ g and

66 igfehan & A BF ¢ 4 eF £ £} g
44 hijdzi G AP BF ¢ daF &b £ g and
45 tirsaqg G AP BF ¢ aF eF £ f¥ g.

gafli 8l-Din’s analysis of 66 igfahan has already been
commented on briefly, and this mode will be further discussed
below. We may recall that the upper pentachord may be viewed
either as /1 2 3F 4/8S/ or as /T/1 2F 3b 3 4/. 1In all
likelihood emphasié would be placed in performance on the
tetrachord 11 igfahdn /1 2F 3b 3 4/ (4 - g), thus
providing a modal characteristic sufficient to distinguish

66 igfahdn from 43 rast with the f# added as an ornament. In
other words it may be suggested that the presence or absence
of the f# was not in itself a crucial differentiating factor.
The same may well be true with regard to the other pair. IFor
Qufb al-Din firag is 44, of which 45 is no more than a
*\Tajz*i:atnt./i It is in fact conceivable (the point will be argued
in the following chapter) that Safi al-Din included the non-
critical f# in 45 *ir3g simply in order to distinguish the

two in nobation, whereas in practice they were identified by

“ Later texts also list ‘irdq both with and without the fr.
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other features which his methods of scale analysis either
ignored or distorted. More positively, it may be pointed out
that Pafi al-Din himself provides variant forms of 57a zsnkula,
one with the £} and one without. Hence it seems reasonable
to regard these three 8-~note scales as implicit in already
existing scales, or ag non-significant variants of then,

egpecially when the one corresponding to 60 muhayyir husayni

does in fact appear in the durrat al-tdj, where it is not
2

considered to be anything but that mode.

We are thus left in the final analysis with 7 possibles

out of the 24 originally postulated. They are:

G A B ¢ a4 e £ g

1 We may slso note that the sharh (BM. MS. Or. 2361, fol.
105v) calls G Ab Bb ¢ dab eb £7f¥ g a shu*ba, derived form,
of 41 bisalik G Ab Bb c¢c.db eb £ g. IT would appear from
this that IF was often an optional extra which could be
added, presumably as a grace-note, without affecting the
identity of the mode in question. Apart from the two pairs
of modes discussed here, the addition of this note would
nowhere cause ambiguity.

2 It appears in a composition stated to be by Hafi al-Din.
As a counter-argument it could be argued that in this
scale, as in G AF BF ¢ & eF £ f# g, the upper pentachord
could be analysed as /T/1 2F 3b 3 4/, again drawing
attention to 11 igfahdn. Bubt this does not in itself
disprove the theslis that they were non-significant variants,
end it is significant in this respect that in the composition
referred to the fi is added in a passage stressing the
tetrachord 4 - g, but while a modulation into 11 ilgfahén
is noted elsewhere, this is not stated to be one.




G AP BF ¢ a4 eF ff g

G 4 B ¢ a4 b £t

G AV Bb ¢ ab eb e £ g
G AF B B ¢ a et £ g

All appear to share featufes of consonance and unit
compatibility observable in existing modes. But there is

one interesting difference: with the sole exception of

G AP Bb ¢ aF eb e f g they ave all either necessarily
disjunct, omitting f, or preferably so, having parallel
disjunct ‘5etracho:r:'ds./I Now we have seen that of the 17
octave gcales recognized by Safi al-Din only four may be

classed as disjunct:

50 kardiniya /1 2 36 4/88/1 2 35 4/
66 igfahin /1 2 35 4/1/1 2 3b 3 4/

60 mubayyir husayni /1 2F 3b 4/17/1 26 3b 4/

62a nihuft /1 2F 35 a/n/a 2 3b 4y

and it has been suggested thalt the latter two were derived
from conjunct modes in which the prominent fourth tended to
usurp the rdle of tonic. In view of this it would seem
reasonable to regard at least some of the 7 possible scales
as similar potential derivations, especlilally when we remember
that according to Qujpb al-Din a large number of the then

existing modes were characterized (at least in part) by the

1 Ignoring the extra note in the lower tetrachord of
G AP B BcdeP £g. G AP BF ¢ d ebf £ g both omits £ and

~ has parallel disjunct tebtrachords.
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prominence of the fourth. They would thus be further
manifestations of a process of historical development which
had already resulted in the emergence as independent modes

of 60 muhayyir husayni and ©2a nihufs.

We may first of all establish the following correlations:

(48 phusayni /1 26 3b  u/1 2P 3b 4/

/1 26 3b  a/m/1 26 3 4/ 60

46a pijazl /1 26 3 a/1 25 3 4/T/———

/1 2% 35 a/n/1 25 3b 4/ 62a)

44 bisalik /1 2b  3b  a/19 2b 3 4/7/——>

/1 2b 3 asm/1 2b 3b 4y
42 nawd /1 2 3 a4/ 2 3b 41y

/1 2 3 4a/m/1 2 3b 4/

v

44 pigaed /1 26 3 a4/ 2 3 4/T/ s

/1 26 3% asm/q 2F 3 4/

32 rahawi /1 25 3% 4/1 2F 3b  4/7/———>

/1 25 3b o oa/n/q oF BB 4/

Here four of the possibles (first, second, fourth and fifth)
are related to modes listed by pafi al-Din, and if we accept
the thesis of modal development adumbrated above we should
expect to find These scales cited in later treatises. 1In
fact only two of them, those relating to 41 busalik and

44 pijdzi (G Ab Bb ¢ a4 eb f ganda G AP BF ¢ 4 eb
% g), are attested; the non-appearance of the other two,

however, can hardly be considered a refutation, for the same
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texts reveal that the modes to which they relate, 42 nawa
and %2 rahawi, failed to survive in the form described by
3afi al-Din. 32 rZhawi and its derivate (G AF Bb ¢ a &b
f¥ g) have the lowest consonance ratio of all the 7-note |
scales he recognizes, and it would appear that this was
beginning to be felt insufficient: it is exceeded by all the
octave scales known to have been in existence during the 14th
and 15th centuries. The reason for the subsequent changes in
the structure of 42 nawd, and hence for the non-appearance of
its disjunct correlate (¢ A B ¢ 4 e £ g) is not clear:
from later treatises we can however see that 7 /1 2 3b 4/
was the least used of the basic units.

pafi al-Din mentions a further three conjunct scales from

/]
which similar derivations may be made:

40 ‘ushshdq /1 2 3 4/1 2 3 4/7/ >
/172 3 4/T/1 2 3 4/
43 rast /1 2 3 a1 2 3 4/p/—m
/v 2 3% a/s/1 2 36 a4/
2

57a zanktla /1 25 a/1 26 3% 4/T/—

/1 2p 35 4./T/1 2 % 4/

The upper pentachords of the derivates are not recognized by
gafi al-Din, and therefore these scales do not form part of

his theoretical corpus of 84 scales, from which the 7 possibles

1 That is if we consider, for present purposes, 45 *firdg
to colncide with 44 hijazi.
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are taken. Nevertheless, they conform to the criteria
governing the Ifinal selection of these, and two of them occur
later. The third sgain has fthe minimum consonance ratio

3 : 2, as does the mode to which it relates, 57a zankils;

its non-appearance is thus no more surprising than the

changes that subsequently affect zankila j.tsel:ﬁ‘./l This
evidence seems to confirm that under given conditions relating
to consonance new modes were being added in the way suggested:
1th and 15th century texts attest the existence of all but
one of the scalegs derived from the conjunct btetrachord modes

known to $afl al-Din which have a consonance ratio in excess

of 3 : 2.

The scales discussed above are made up of the following

units:
5/1 2 3 4/ 6 /1 2b 3b 4/ 2 /1 2 3b 4/
8 /1 2 3b 4/ 9 /1 2F 3b 4y 0 /1 26 36 4y

In the previous diagram the distributional relationships
obtaining between these units are presented synchronically,
so That the historical development postulated here is not

apparent, even with reference to 60 mubayyir husayni and

62a nihuft. In order to show it we may change the format to

a three-dimensional one:

1 In fact, as has been stated above, $afi al-Din’s notation
of zankils may well be misleading. The structure of this
mode will be further discussed below.
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The modes represented on the upper planes of (a) and (b) are
not, with one possible exception, supplanted by those they

engender, but continue Tto exist alongside them.

If we wish to consider this form of modal development in
the wider context of the whole repertoire of octave scales
listed by pafi al-Din as occurring in practice, plus the 7
possibles, in order to see if it has any further validity, we

must examine the followling three questions:

(1) Can the remaining three possible scales be related
to existing modes in the same, or a similar, way, and are
they attested later?

(2) How can we explain the presence of two apparently

non-derived disjunct modes (50 karddniya and 66 igfahan) in

gafi al-Din’s list?
(3) Did this development also result in the derivation

of modes from those (54 buzurg, 58a zirafkand, and 59a kawdsht)

to which the conjunct tetrachord pattern does not apply?

1)
One of the three, G A BF ¢ d ebF ff g, may be arrived
at by this process if we assume that 62a nihuft tended to

be assimilated to the prevailing conjunct pattern. We would

then have:

62a nihuft /1 26 36 4/7/1 26 3b 4/ becomes
w1 26 35 4/1 2 35 4/T/—s/1 2 35 4/7/1 25 3b 4/
GABF ¢ & eb f£F g
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This scale would thus result from a second cycle of change
which in this case, however, would be contemporary with
several instances of the first, since 62a nihuft is itself
one of the earliest disjunct derivates to appear. G A Bb
¢ d eF ff g is cited in one later treatise, the sharh,

. 1
where it is called majlis afriz.

The remaining two may be related not to conjunct scales

listed by $afi al-Din but to each obther:

/1 2F 3b 4/1 2F  3b 3 4/m/
/1 26 3 3 4a/v/1 26 3b 4/

W

However, it may be noted that both contain 11 igfahan
/1 2% 3b 3 4/, and they may be best discussed in conjunction
with thé one mode in Hafi al-Din’s list to contain this unit,

66 igfahan.

(1) and (2)

If we make the following assumptions: +that in the mid-
15th century the standard patterﬁ for octave scales was
conjunct; that disjunct forms derive from already existing
conjunct scales; and that diatonic and Zalzalian units do

not combine, then it follows that the first scale containing

1 Such names have previously been dismissed as fanciful
and as no guarantee that the scale in question was known in
practice, on the grounds that this work names all consonant
scales among the 84, and that few of them are reported
elsewhere. In this case, however, one can set against the
gsilence of other treatises the fact that majlis afriz is
the name of a modern Arab magdm and a modern Persian gushe.




(1385)

11 igfahan we should expect to find is not the apparently
disjunct 66 igfahdn, but one of these two scales,

t'l
G Ab Bb ¢ ab eb e £ g /1 26 3b 49 25 3b 3 4/1/

From this, as we have seen, we may derive the other possible
scale, but not 66 igfahan. However, we need not immediately
abandon Tthe concept of conjunct to disjunct development as
irrelevant with regard to 66 igfahdn, for if we postulate a
conjunct scale from which this mode could be derived, and
extend the sequence in both directions, this will include
not only both possibles but Tthe other dlisjunct mode, 50

kardaniya, as well:

]

; e e
/1 2 3 4/1 25 3b 3 4/1/ >
by . ’
P - P R B . —>
/1 26 3b 3 u/sm/q 25 3z o4/ >
- . %5 —He . .
> " >
=

B
A d

JT/1 26 3b 4/1 2 zb oz o4/
= /1 2 35 u4/17/19 2 3b 3 4/ 66 igfahdin —>

( But not however G AP Bb B ¢ aF eb f g, since
this contains the dissonant sequence B J between B and db.
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/o/1 26 3b 3 4/9 2 35 4/
= /1 2 36 u4a/ss/1 2 3 4/ 50 karddniya

The existence of the two possible scales is attested by Qupb
al-DIn, for whom 4 BF C D EF F Fk G is 67 igfahdn
end D EF F F{ G A BF ¢ d 61 mubayyir zirkesh. Butb

while this suggests that ﬁhe above scheme need not be
considered a total abstraction based on purely hypothetical
forms, it only reinforces the impression of a theoretical
reconstruction of an historical development that is both
fanciful and spurious: not only are the "earlier" forms
mentioned by the later writer, but there is an intermediate
stage, with a quite different neme, between the two versions
of igfahan. However, even if the scheme must be rejected as
a whole, it may be maintained that the relationships posited
between the first two modes and bebtween the last two is

substantially correct. A more convincing picture results if

we combine them with the suggestion, put forwerd in chapter 2,

that the two versions of igfahan (66 and 67) differ in that
they extend in opposite directions to form octave scales
from an original form made up of Jjust two tetrachords,

/1 26 3b 4/1 26 3b % 4/, Ve would then have:
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This indicates that 66 igfshdn and 50 kardaniya might after

all be conjunct in origin, but with the disjunctive whole-tone
below, a scale-type never mentioned by pafi al-Din when
dealing with practice. However, neither the previous snalysis
of these two modes as medial disjunct, nor even the Systematis?t
conjunct division, need be summarily rejected. The original
structure of each would tend to be gradually assimilated to
the prevailing pattern in which the focal points were tonic
and fourth. Thus the importance of the Tetrachord between
second and fifth would be undermined, the process being no
doubt reinforced by the emergence of a second sel of paraliel
tetrachords when the fourth is emphasized. A more accurate

account of the way the two are related might therefore be:
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It may be doubted whether the last stage given of 66 igfahsn,
to which Hafi al-Din’g analysis corresponds, ever replaced
the previous one. Had it done so0, it is likely that igfahan
would have lost its own individual character to become no
more than a hardly distinguishable variant of 4% r8st G A Bb

c d eb f g.

There is one other disjunct scale containing 11 /1 2 3b

%2 4/ that might be mentioned:
G AP Bb Becaeb ££fg /12 30 3 8/17/1 26 3b 3 4/

Despite being included in $afi al-Din’s corpus of 84 scales
1t has not been discussed previously because it is somewhat
unusual in having 9 notes (all those stated by him to occur
in practice having 7 or 8). In the sharh it is said to be

a shu'ba, derived form, of i§f&h§ﬂ,1 but it receives no
mention elsewhere. If it did occur in practice we may assume
that it did not result from any conjunct to disjunct
development, for its conjunct correlate, G AP Bb B ¢ db
eb e £ g, is dissonant, containing the sequence B J from
B to dF.g No further 9-note scales from the 84 require

discussion.,

1 BM. MS. Or. 2261, fol. 105.

2 We may suppose that by the late 14th century, when the
disjunct pattern had become common, new disjunct scales
could be added which were unrelated to conjunct ones. The
igfahan referred to is almost certainly not one of the two
octave scales of that name, but the tetrachord 11 igfahan.
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We now come to the three modes made up of a tetrachord
and an indivisible pentachord. Two of them contain the
pentachord /1 2% 3b 3F 4 5/,,i and the rules laid down
by $afi al-Din preclude the possibility of this unit occurring
as the lower segment of a scale, the reason being that any
such scale would omit the fourth. However, the omission of
the fourth in certain modes is recognized by writers of the
14th and 15th centuries, so that it would appear not
unreasonable to posit, parallel to the form of derivation

examined above, the following developments:

58a zirdifkand /1 2F 3%b a/1 2 3b 3P 4t 5/ >
/1 26 3b 3 at s5/1 26 3b 4y
592 kewdsht /1 26 36 a/1 26 3b 36 4t s/
/1 25 3b 35 ak s/1 25 35 4/

v

The resulting scales are not themselves attested, but may be

compared with, respectively,

2
sunbula G AF Bb BF 4 eFf £ g (listed by al-Ladhiqi)

igagr G AP Bb Bb cf d eb £f (as defined by *Abd
al-Qadir)

1 Assuming for present purposes that 59a kawasht 1is an
octave scele.

2 D’Erlanger, la musigue arabe, iv, 441-2.

3 Bodleian MS. Marsh 282, fol. 51. It 1s possible that
this form is prefigured in tThe definition supplied by Qupb
al-Din (see the remarks on 25b higér).
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There are no further consonant combinations of /1 25 3b 3P
4t 5/ with a tetrachord unit above which could be regarded

as additional possible scales.

The remaining mode, 54 buzurg G AP B(F) ¢ cf a4 e £¥
g, is the only one to contain the other pentachord unit,
/]
/1 26 3 4 4t 5/, Since this occurs as the lower segment

we maj postulate a scale from which 54 buzurg might be derived:

/1 2 35 u/1 25 3 4 af 5/ ,
/1 26 3 4 4f s5/1 2 35 4/ 54 bugurg

This would be notated by Safl al-Din as G A B ¢ ¢ a~°

e”¢ g_c g, 1.e. in exactly the same way as the 8-note
version of 57a gzankila. Although, as we shall see, this may
not be entirely fortuitous, it is nevertheless unlikely that
there was any such developmental link between gzankula and
buzurg. But the two do have something in common that sets
them apart from all the olther modes recognized by Hafi al-Din:
they both have the surprisingly (and suspiciously) low
consonance ratio 3 : 5.2 Not only is this much lower tThan

that of the other 8-note scales (4 : 1 or better), but it also

compares unfavourably with that of 32 rihawi (3 : 2), a mode

1 As distinet from /1 2F 3P 4/88/, identical in SafT
al-Din’s notabtion.

P This is true of the 8-note version of gzankiila, not tThe
7-note. In neither case will The consonance ratio be

affected by whether we consider buzurg to contain Bb or B,
rankila eF or e.
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which seems t0 have hardly outlived $afi al-Din in the form
he knew precisely because of the consonance factor. In view
of this it would not appear unreasonable to suggest that the
way in which Jafi al-Din notabes buzurg and zanklla is in
certain respects a disguise imposed in order to create the
impression of uniformity of scale structure throughout the

shudid group.

The process through which the notated form of 54 buzurg
arose may have been one of elimination. Given that a mode
consisting essentially of the pentachord 20 bugurg /1 25 3
4 4% 5/ has to be extended upwards to form an octave scale,
all the tetrachord units available for this purpose are to
a greater or lesser degree unsatisfactory: +the best
consonance ratio would result from the addition of /1 2 3
4/ or /1 26 3b 3 4/, but the former would involve the
combination of diatonic and Zalgzalian units, while the latter
would produce the dissonant sequence B J from cf to eb, as
would /1 26 %b 4/; /1 2 3b 4/ =nda /14 26 3 4/,
which produce an acceptable consonance ratio, also suffer from
one or other of these disadvantages, while /1 2b 3b 4/
combines them:. We are thus left with /1 2 3% 4/, which
neither infringes the norms of unit distribution nor produces
a dissonant sequence of intervals, however unsatisfactory
the resulting scale may be from the point of view of

consonarnce.
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The above argument may be thought conjectural. However,
it should be realized that gafi al-Din’s notation of 54 buzurg
is suspect not merely because of its low consonance ratio,
and that in addition he provides an obviously artificial

division of its scale. In the rigdla al-sharafiyya he lists

the pentachord 20 buzurg among the isolate species (ajnds
mufrada) and is at pains to define, by means of ratios, the
interval notated as A™% - B™C ag being larger than a whole-
tone. No mention is made of a possible division into
tetrachord and divided whole-tone, and the very name implies

that this would be erroneous, buzurg being an abbreviation of

zirdafkand (-i) buzurg, i.e. "the major species omitting the
zir-string note",/I which presumably means that the original
form was /1 26 3 4% 5/. And yet this is precisely the
division $afi al-Din adopts, along with the misleading

notation, when presenting the octave scale 54 buzurg in the

kitBb al-adwdr: /G A" B™C c¢/e a7°% a4 e gb g/. This

is an evident theoreticsl fiction which does little to bolster

one’s confidence in the accurscy of his accountb.

Later treatises provide little evidence either to confirm
or to deny these suspicions. As has been noted, most of them
simply reproduce the account of the shudid and awazadt found

in the kitdb al-adwar. Ain exception, in this respect at

1 The corresponding "minor species'" being 1 zirafkand
(-i kUchek) /1 2b 3b 3b/.
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least, is provided by the durrat al-tdj, which includes 54

bugurg, but lists in addition two variants:

5 G AP B(F) ¢ ckt a et £ f£F g
55 G AV B(F) ¢ cf a e ff g

These are quite unlike the other variant forms mentioned by
Qufb al-Din, which generally differ in only a single note from
their parent scales, and should more properly be termed
substitutes. They replace the unsatisfactory /1 2 36 4/
with Zalzalian tetrachords producing a far larger number of
consonant intervals but at the same time the dissonant
sequence B J, and in the case of 55 an exceptional 9-note
structure. The fact that 55 and 56 are found only in the

durrat al-t3aj suggests that because of this they were unable

to establish themselves as viable entities, or that they embody
no more than an alternative way of solving an intractable

(but purely academic) problem that was rejected by later
theorists. Nearly all of these adopt Jafi al-Din?s version,
but al-Ladhiql states that in his day this mode consisted of
no more than the pentachord 20 pgggng.q His evidence 1s

valuable, although unfortunately not decisive, as he was

writing two centuries later.

The above discussion has dealt to some extent with the

primarily theoretical aspects of notation, scale division,

1 BM. MS. Or. 6629, fol. 67.
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and the quest for sbructural uniformity among the shudud.

The problems of consonance levels and dissonant sequences, on
the other hand, are clearly relevant to practice. As chapter
7 makes clear, a composition would seldom be based on just
one of the units we have isolated: usually it would be a
case of combining them, either in a fixed arrangement, i.e.
in one of the modes presented in chapter 2, or freely,
according to the artist’s taste and skill. But this freedom,
like most others, would be limited, in this instance by
considerations which found expression in the theorists’
statements on consonance and dissonance. Hence the seemingly
abstract formulation of the problem in the terms used above:
what unit, given such-and-such rules, can be combined with

20 buzurg to form an octave scale?, needs little alteration
to express the executant’s difficulty: what unit, given the
norms of consonance observed in such sequences, can precede

or follow 20 buzurg, and at what pitch?

That $afi al-Din’s notation of zankiila as an octave scale
might also be an artificial extension is suggested by the

description of this mode in the durrat al-t38j. From this 1t

would appear that a more correct representation (with a quaver

indicating a weak or unimportant note) would be:

L ™3 H re

\ h, [ o

] D +h. o T 2
e i

¢ is stated to be the centre around which the melody
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revolves.l

In view of the greater detail in Quib al-Din’s definition
(including comments on melodic movement), it would seem
reasonable to consider his version the more reliable. And
since he ascribes to $afi al-Din the composition transcribed
in chapter 8, in the course of which zanklla occurs in the
above form, we may assume that his is also a fairly accurate
account of this mode as 1t was known to $afi al-Din some 50
years before. If so, one would expect Hafi al-Din to notate
it not with notés on either side of a tonic G, but as here,
from G to £, since the function of ¢ as tonic would not then
be radically different from the pivotal rdle of the prominent
fourth in other modes. As he indicates neither prominent nor
weak notes, zankiula would in that case conform in appearance
to the conjunct tetrachord pattern of the majority of the
shudiid: it would therefore be natural to complete the

disguise by adding the pseudo-octave note g.

But why then introduce a further version with a
fictitious f# as well? The most likely answer to this is
suggested by the lack of agreement between Jafi al-Din and

Qupb al-Din as to whether gankula has eb or e. If the above

1 BM. MS. Add. 7694, fol. 2%4. The passage in question
(which may be found translated in chapter ) mentions
neither G nor f. Theilr presence may however be inferred
from an earlier remark, snd they do in fact occur in a
section of a notated composition in zankula.
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argument is correct, Safi al-Din would analyse (G) A BF ¢
it e (f) as /1 2 26 4/1 25 3 4/ and wish to extend
this for the sake of conformity to /1 2 3%b 4/1 2 3 4/
T/. But when it comes to actually notating this a further
difficulty arises, for he does not recognize the unit /1 2F
3 4/ (12 hijdzi). One way of resolving the difficulty would
be to begin by adopting in place of an already artificial
pentachord /1 2F 3 4/7/ the one unit in which he does
recognize a larger than whole-tone interval, although of
course one masked in the notation: /1 26 3 4 4% 5/.

(G) K BF ¢ dF e (£) would thus appear as G A Bb ¢

at e(P) £ £f ‘g, from which the redundant fi could be
discarded to provide the other and more realistic form. This
we may accordingly amend, in conformity with our notation of
20 buzurg, from G A B ¢ db eF f g to G A BF c db
e(P) £ g. That Quib al-Din, in the list transcribed in
chapter 2, should also include the redundant fi# (which he
gives in fact as gh), may be considered no more than an
obeisance to the authority of Safi al-DIn. If the £ were
ever used in practice it would almost certainly represent

a. change from zankula to buzurg.
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chapter 5

In chapter 2 it was suggested that 21 buzurg G 4F B ¢
ck 4, Qupb al-Din’s addition, may not be a varisnt form but
simply & way of notating the buzurg pentachord more accurately
that in 20 buzurg ¢ AP B(F) c¢ ch d. In chapter 4 it has
been contended that the differences in the notation of gzankBla
provide a parallel case. But if, in these two instances, we
would comnsider it valid to replace Jafi al-Din’s /1 2F  3b
heoo/ with Qupb al-Din’s /1 26 3 4.../, it follows that
in other modes, UToo, what appeérs in $afi al-Din’s version
as /1 2 3P 4/ might be a theorvetical adjustment of /1 2F
3 4/ if the latter occurs in the corresponding version given

in Tthe durrat sl-taj. In this respect we may contrast the

following pairs:

pafi al-Din Quib al-Din
— . —
- 22a G 4F B ¢ a 22b tuzzdl ¢ AP B e d
| — | pmmee—————
27a G A BF ¥ g 27b nirizi ¢ A BF cff 4

1 —
468 hijszI G AP Bb ¢ ab eb £ g 46b hijazl G AP Bb c db e £ g

A | |
62a pihuft G 4F BV ¢ d eF £ g 620 nihuft G AP Bec d ef £ g
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with which one may also compare:

| B |
32 radhawl G AV BV c dF eb £ g 33 r3hawil G AF B c db eb e

The possibility that in these instances too, Quib al-Din’s
notation may be simply the more accurate, and thus (except

for the upper segment of rdhawi) faithfully represents these
modes as they were also known to his predecessor, is reinforced

by & passage in the kitdb al-adwar concerned with quite a

different matter. In the course of a discussion of the term
murakkab, combination, $afi al-Din raises the following
objection to the descriptive formula it involves: "If one
subscribes to it [i.e. calls a certain scale a combinabtion
of such-and-such units], why not call rZhawi a combination
of nawrliz and pijazi; zanklla a combination of hijazI and

1
rést; and igfah@n a combination of igfahdn and rast?" What

is significant here is not the argument, which amounts to no
more than saying why use a compound name referring to the
constituent units when the scale in question already has a
simple name, but the fact that $afi al-Din twice uses the
term Rijazi to designate one such unit. Both the examples
in which it occurs, (32) rdhawi and (57a) zankila, are cited
above; and 1t will be seen that in each case the tetrachord
referred to is given by Qufb al-Din as /1 2F 3 4/, 12
pijazi, but by Safi al-DIn as /1 2F 36 4/, 10 *irfq. DNot

1 BM. MS. Or. 136, fol. 22v.
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only does Safl al-DIn not recognize /1 2F 3 4/, but he
also omits all mention of the name gilggi-when defining and
listing the tetrachord species. This makes the occurrence
of the name here all the more interesting, especially as it
is used in conjunction with zanklila, with regard to which we
have already suggested, in the previous chapter, that Qutb
al-Din’s version with /1 2F % 4/ should be considered the

more accurate.

We cannot of course be sure that this passage is an
inadvertent admission of the presence of 12 hijazi /1 v 3
4/ in the modal gsysbtem of $afi al-Din’s day. But as all the
other tetrachord names he uses correspond to those found in

the durrat al-tdj it would be reasonable to assume that this

is so in the present case too. If not, hijazi would have %o
be explained either as a mere synonym of 10 ‘irdg /1 2F 3b
4/, or as one of an alternabive set of terms known to Jafl
al-Din in which it replaced 10 ‘irdg. Neither explanation
convinces. Again, any attempt to relate the correspondences
between the two lists to regional variations or differences
of tradition would be faced with the same difficulty -
explaining why Pafi al-Din does not refer to ‘irdg rather

than to Qhijazl.

If we accept, provisionally, the identification of Hafl
al-Din’s pijazI with 12 hijdzi /1 26 3 4/ it follows that

rédhawl and zankiila become G AF B ¢ dF eb f g and
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G A BF ¢ daF e f g respectively, the latter being
identical with'the version proposed in the previous ohapter.q
Further, i1f we admit that these two modes contain 12 hijazi,
we may expect to find it also in 46a pijdzi and the mode
derived from it, 62a nihuft. Again, the resulting forms
coincide with those listed by Quib 2l-Din. In the case of

u4i pijdzI G A6 BV ¢ aF eb f g, however, there is no

corresponding form'in the-durfat al-taj: mnevertheless, it

is reasonable to assume that /1 2F 3 4/ would occur here
too, and if we accept, by analogy with 46b hijdzi, that c

and f were prominent, the following two forms are possible:

ﬁ ¢ L1 /"‘F

0
-

44 bijfezI would thus be differentiated from 44 ‘irdg (Quipb
al-Din)

Py
- \d
J

with regard to both the position of the prominent notes and
the nature of the constituent units. This suggests that in
45 ¢iraq G AP BF ¢ dF eb £ fi g the ¥ may have been
added To avoid any confusion between this mode and the notated
form Pafi al-Din gives to 44 hijdzi: for Qufb al-Din, it

may be remembered, 45 ‘irag is no more than a varient of

1 Ignoring for the moment the status of the octave note.
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44 ¢ irag.

These modifications are based on the assumption that
Safi al-Din's references to a tetrachord named hijazi
constitute an "inadvertent admission". Further, that other
explanations of the presence of this name are unsatisfactory.
But this type of argument fails in one importent respect:
no solution is offered to the fundamental problem of why
Safi al-Din should neither list nor define 12 hijdgzi /1 2P

3 4/ if it did in fact occur in a number of well-known modes.

The answer to this - if there is one -~ can only be pieced
together from evidence scattered through Hafi al-Din’s two
treatises, none of it concerned directly with the question,

much of it therefore open to argument.

Firstly, we may repeat that we already have in 20 buzurg
a clear example of misgleading notabtion, a larger than whole-
tone interval being given as a whole-tone. But the risadla

al-gsharafiyyva contains a further and even more explicit

example of this process of falsification. The intervals of
25a ‘
the pentachord/are snalysed in the first instance as 128,

139, 49, 231, and 155 cents, but H$afi al-Din comments that
it would be preferable to effect a division in which the
interval of 231 cents is replaced by a whole-tone, giving

/]
128, 139, 49, 204 and 182 cents, and it is to the latter

1 Bodleian MS. Marsh 524, ff. 65~65v.
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form that the notation (¢ a7 eb 7% gb g, listed
elsewhere) would appear to relate. The obvious conclusion
to be drawn from this is that a larger than whole-tone
interval was used in practice (otherwise the first smalysis
would be entirely unnecessary), bubt that for theoretical
purposes it was more convenient to consider it, and notate

it, as a whole-tone.

What these theoretical purposes were, however, 1s not
entirely clear. It is possible that it was rather a question

of a theoretical compromise. In the kitdb al-adwdr Safi al-

Din distinguishes three classes of intervals according to

size:

(1) kubrd, large: double octave, octave plus fifth,
octave plus fourth, octave.
(ii) wustd, medium: fifth, fourth.
(iii) gughra, small: T J B; 7T being defined as 9 : 8,
J as approximately 16 : 15, B as approximately
50 20.1
(It will be noted that intervals between whole-tone (T) and

fourth are not mentioned.) In the risdla al-sharsfiyya (i)

and (i1i) are the same, but the situation with regard to (iii)
1s somewhat more complex. This class comprises all inbtervals
of the form x + 1 : x (x being an integer) smaller that the

fourth (4 : 3), and is subdivided into (p), large; (q), medium;

and (r), small, the definitions being:

,! BM. P‘TSQ OI‘- /536, .ffn 6""7-
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(p) °2p > 4 : 3. T.e. 5 : 4, 6 : 5, and 7 : 6.

(q) 4 : 3 - 2¢9g < q. I.e. 8 : 7,9 :8, and 10 : 9.

() smaller intervals.q
Later $afi al-DIn states that, in a melody, group (p) intervals
are undesirable as undivided entities.2 Hence it is
understandable to find him defining as 8 : 7 (group (q)) the
interval defined by Qupb al-Din in 21 bugurg G AF B c¢ cif a
and 25b higér G 46 Bb BV cf d as 7 : 6 (group (p)). But
if 8 7 is admissible thefe seems to be little reason to
substitute 9 : 8 in 25a ¢ AP Bb BF et 4 (both in the
ratios and in the notetion) and 20 buzurg G AP B(¥) ¢ c# a
(in the notation). It is here that the compromise may come
in, 8 : 7 being mentioned in the analysis of these units, but
9 : 8 being used instead in the notation in order to make
them conform to the rather more rough and ready categories
T J and B arrived at in the earlier work. Safi al-Din’s
remark to the effect that musicians employ 9 : 8 for all
three intervals in group (q)5 may perhaps be understood simply

as a Jjustification of this compromise, for if taken at face

1 Bodleian MS. Marsh 521, ff. 47v-48.

2 Ibid., fol. 68 . There would seem to be no objective
basis for this curious restriction. 2% a miya contains an
undivided minor third; the composition notated by Quib al-
Din and ascribed to $afi al-Din contains leaps of a fourth
and, in all probability, & minor sixth; and one of the
examples of notation given by Hafi al-Din himself even
contains leaps of a minor seventh.

3 Ibid., fol. 48v.
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value it would mean that the distinction maintained between
major and minor whole-tone in his theoretical gamut is quite
pointless when considered in relation to practice, since it
would follow that certain pairs of modes could not be told

apart by intervallic structure alone.

Bven 1if the above argument is found unconvincing, it 1s
at least certain that the process whereby Hafi al-Din might
arrive at the notated form ¢ A™° B™® ¢ for hijazi has a
parallel in his treatment of 20 buzurg and 25a. It may also
be noted in this respect that in all probability Hafi al-Din
would analyse hijazi as 15 : 12, 8 : 7, 14 : 15 - exactly the
ratios (in two of the four versions) for the three lower
intervals of 20 buzurg. But this is not all: if we compare

these ratios with the ratios and the notation given for 10
1

‘iraq:
10 : 9 9 : 8 16 : 15
G i B~° c

it will be seen that two ways of notating hijdzi suggest
themselves: G Ab B™° ¢ and ¢ A™° B ¢ (that given by
Qupb al-Din). The former would be unacceptable, however,
since the interval 4b - B™° is 294 cents, larger thanm the

already undesirably large 7 : 6. G 47 B ¢ is therefore

1 The ratios are given only by Qujb al-Din, but there can
be little doubt that these are the values Pafi al-Din would
have adopted too.
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the obvious choice; but it will be noted that, if adopted,
the ratio value 16 : 15 in ‘irdg would be notated as a larger
interval than the 14 : 1% in hijazi. This anomaly may be
added to the considerations which dictated the notation A™C -
B~ (in place of 4~% - B) in 20 buzurg as a further impetus
towards the notation of hijdzI as ¢ 4~° B™° c¢. A more
concrete disadvantage of G A™® B ¢ is that it would give
rise in %2 rdhawi (in amended notation G AP B ¢ dab eb f

g) to the dissonant sequence B J between B and db.

There is yet another possible factor. It has been pointed
out that despite being in the mainstream of the Feripatetic
tradition, Hafi al-Din was perhaps not entirely unaffected
by the doctrine of ta’thir, ethos; and there is one highly
relevant indication thsat betrays the influence of the
symbolic importance the doctrine atbtached to certain numbers.
When defining the tetrachord and pentachord species he remarks
that by making certain concessions with regard to proscribed
(dissonant) series of intervals, 13 pentachord species are
possible; yet he deliberately restricts himself to listing
only 121 — a number of some significance, as we have seen in -
connection with the shudud. Now, the inclusion of 112 hijazil
would have meant on the one hand an increase in the number of

tetrachords to 8, which would probably have been quite

1 It is true that the pentachord not listed, /1 2 3 4i
5/, does not occur in any of bthe scales which, according %o
pafi al-Din, are found in practice - but then nor does
/1 2 3% 4% 5/, which is one of the 12 listed.
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acceptable, 8 being conveniently related to 4 and 12, both
important, but on the other hand an increase in the number
of pentachords, which would appear to have been unacceptable.
Again, it may be noted that the addition of 12 hijazi would
have upset the symmetrical balance between the Three diatonic
tetrachords (/1 2 3 4/, /4 2 3b 4/, /14 2b 3b 4/) and
the three 4-note Zalzalian tetrachords (/1 2 3b 4/, /1 2Fb
35 4/, /1 26 3b 4/). ‘ '

The above arguments will, it is hoped, go some way
towards explaining why and how 12 hijazi /1 2F 3 4/ might
have come to be notated in the same form as 10 ‘irdg /1 2F
3% 4/. But they do not provide the answer to the problem'
of why, in that case, pafi s8l-Din failed to state, when
defining and listing the tetrachord species, that the notation
G A™® B™® ¢ stood for both. To do so would, no doubt, have
constituted an admission that there were certain shortcomings
or artificialities in his system of interval and unit analysis.
But if this defect had to be covered up by mentioning only
one of them, the obvious choice would have been to omit any

reference to ‘irdqg, since 12 hijézl would appear to occur in

far more modes.

The most likely answer to this problem may be found in
the hypothesis that 12 hijazi is not fortuitously related to
10 *firaq by the imperfections of a particular notation, but

is derived from it. This would mean that it is less a
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guestion of pijézI "becoming" ‘irag in notation than of ‘irag
becoming pijazi in practice. It would be quite natural to
find Safi al-Din giving the anterior form only (being as it

were both *irdqg in esse and hijdzl in posse), especislly if

the latter was in his day a relatively new development

frowned upon by the stricter upholders of tradition.

Support for this hypothesis is to be drawn not from bhe
texts, which are silent on the matter, but from an examination
of the structure of these units. 10 ‘irdqg /1 2F 36 4/ has
been frequently placed alongside 8 r@3st /1 2 3V 4/ and
9 nawrtiz /1 2F 3b 4/, as if the three formed a set. In
some ways, of course, they do; but /1 26 36 4/ differs
from The others in one important respect: it does not, like
them, contain a whole-tone (and a minor third) from the
framing or, to borrow Jafi al-Din’s term, fixed nobtes 1 and
4. Admittedly, the degree, and hence the importance, of the
consonance of whole-tone and minor third is less than that of
the fourth, both generally, within the series of overtones,
and specifically, within the modal system under discussion.
But the contrast becomes significant nevertheless when these
units are reduplicated to form parallel conjunct tetrachord

scales. Thus in

D — A Py o
el o - Ve
f Fd [T fa [*] -
[l o ’ Ll

d stands in a consonant relationship with ¢ (and g), one of



(=2UD)

the fixed notes, and A with d. A similar pattern is

observable in

In both cases only one note in each tetrachord cannot be so
related, directly or indirectly, to a fixed note. The same
situation arises (except in the soon to be discarded 32
réghawi) when these two combine with other tetrachord units to
form consonant octave scales. However, when /1 2F 3% 4/
is reduplicated (or combined with another unit) the interior

notes cannot be so related:

/’_’——’"ﬂ:—-..——-\i'

Y et o Do
:F' 'bi __-___..-‘—"/

V1
L

b
b -

F - %
L4

If it 1s accepted that in the first two examples the stability
of the whole-tones G - A, ¢ - d, Bb - ¢, and eb - £ is to

some extent dependent on consonant relatioashi?s with the
fixed noted G ¢ £ g (themselves established by consonance),
then 1t may be suggested that in contrast the size of the

Ab - BV and dF -~ &P intervals in the last example would tend
to vary over a much wider range since they can only be defined
precisely as whole-tones by consonances with eb and AP

respectively, neither of which are fixed notes.

It follows from this that within the tetrachord /1 2F
3% 4/ both 25 and %P should be potentially unstable notes.

By altering each of them separately four tetrachords may be
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obtained:

/12 /1 25 3 4/

55 4/
/1 2v 3% 4/
/A 2b 3 4/

/1 2F Zb 4./

Two of these are already in existence - 8 rast /1 2 3F 4/
and 9 nawriz /1 2F 3b 4/. A further four tetrachords may

be produced by altering both notes simultaneously:

/12 3 4/
N
/1 2 3b 4/« /1 26 36 4/ >/1 2b 3% 4/
v
/1 2b zb 4/

Of these three are already in existence - 5 ‘ushshidq /1 2 3

4/, 6 blsalik /1 2b 3b 4/, and 7 pawd /1 2 3b 4/. Ve
are thus left with three possible transformations which
preserve the Iindependence of the unit: /1 26 3 4/,

/1 2b 3 4/, and /1 2b 3F 4/. The first two of these
are definitely no more than alternative forms of 12 hijazi,

for Qupb al-Din nobtes that the central interval of this unit,
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normally 2F - 3, was in practice sometimes enlarged to 2b -
5.4 It is quite reasonable to assume that the third tetrachord
may also have occurred as a variant of 12 hijazi, for the
interior notes of this unit can be no more defined by rveference
to the fixed notes than those of /1 2F 3F 4/. It is
feasible to suppose that the same musidian-may have produced
in ascent and descent varying forms, e.g. /1 2F 3 4/ and
/4 36 2b 1/. The interior notes would in effect tend to
function partly as leading notes of 1 and 4,2 according %o
the melodic context, and the emergence of 12 hijazi may be
explained, especially if we take the variant /1 2b 3 4/
into consideration, in terms of the attraction exerted on
the unstable notes 2F and 35 in 10 ‘iraq by their respective
adjacent fixed notes. In fact, the impulse to alter tThe
structure of this unit would appearto have been sufficiently
powerful to render acceptable scale forms with a greater
number of unattached notes: one may compare e.g. 46b hijazl
G AF Bb ¢ aF e f g (consonance ratio 4 : 1) with the
scale it presumably replaced, 46a hijdzi G 46 Bb ¢ ab b
f g (consonance ratio 5 : 0). In none of the octave scales,
however, does the replacement of 10 ‘irdg by 12 hijazi bging

the consonance ratio down bto the critical level - 3 : 2.

1 BM. MS. Add. 7694, fol. 222.

2 I.e. considering 2b to function as a leading note in
relation to 1, % in relation to 4.

) The change of unit does not alter the consonance ratio
in 32 ré@hawi and 57a zankila.
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Presumably because of this development, /1 2F 35 4/
seems hardly to have survived as an independent entity. The
only form of ‘iraq recognized by ::,L]_-—Lacflhiq':l'l/I is Qufb al-Din’s
other version, 2 *irfg /1 2F 3b/. This is of course just
as unstable, and would appear to owe its continuing exlstence
to the use of 43 rast as a parent scale from which further
modes were derived by giving prominence to successive degrees,

usually starting from the fourth, which tends to become the

tonic in rast as in other modes:

G A BV ¢ a e £ g (a b <)
/1 2 3 uy
/1 26 3b 4/
/1 2b Fb/ 2 ‘irdq

The lack of a fourth in this form of ‘irag may thus relate
2

to the fact thet r@st contains a, not ab.

1 BM. M3. Or. 6629, fol. 66v.

2 A similar situation would appear to obtain in modern
Arab practice. If we take G as the lowest note, yakéh, then
BV is called ‘iragq. One may also compare the ascending line
of the modern magam ‘1raq, which adheres to the notes of
the r3st scale, and is divided into units as follows
(D*Frianger, la musique arabe, v, 148):

Fal - ve " -
h, LN e
il

's'/‘-\. 'E: (] 1=l

The use of 43 rast as a parcnt scale may also explain
the position of the prominent segment in 44 and 45 ‘irag
(according to Quib al-Din):
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It follows from the conclusions reached above, and in
previous chapters, that $afi al-Din’s notation of a number
of modes may be considered of questionable accuracy, and the
doubtful parts will henceforth be placed in brackets, as with
20 buzurg. There is one further amendment: it has been
argued that Jafi al-Din’s first ratio anslysis of the
pentachord 25a is more realistic than his notation (¢ dF eb
eb f¥ g), and for this we may substitute Qujb al-Din’s
version, 25b /1 26 3b 3F 4f 5/. The change will affect

58a zirafkand and 59& kawésht.

The following are therefore the final notated forms to
be adopted for all the octave or quasi-octave scales stated

by $afi al-Din to occur in practice:

32 rahawi G AF B(F)c aF eb £ g
40 ‘ughshiq G A B c d e f g

41 busallk G Ab Bb ¢ ab eb £ g
42 nawd G A Bb ¢ 4 eb £ g

G A BF ¢ da e £ g (a BF )

Gl ' 3
tirdEg 1 2b 3 4 5P &b
the completion with al being by snalogy with both the lower
unit and the prevailing octave structvure.



43 rast
4 i gEeT
45 ¢irdg
46a hijazi
48 husayni

50 kardaniya

54 buzurg

57a zankula

58a zirafkand

59a kawasht

60 mubayyir husayni

62a nihuft

66 isfahan

(211)

G A BV c a4 e £ g

G A BFor B(F}) ¢ aF e(b) f g
G A BF ¢ aF eb £ (£8) g
G A5 Bb o ab e(b) £ g

¢ AF Bb ¢ aF eb £ g

G A BF ¢ cf a4 e ff g

¢ a5 B(F) c of 4 (e f£f g)

G A Bb ¢ dab e(P) £ ((£f) @)
G A Bb ¢ ab eb e i g

G AF BF ¢ ab eb eb (£t g),I
G AP B ¢ a4 e £ g

G AP BPF) ¢ a4 efF £ g

G

A BF ¢ a4 ebf £ f£¥ g

The diagrammatic representation of the distribution of

Zalzalian units in these scales (plus 37 nawriiz G

ar eb

12 pijhzi /4

1 See The remarks on

pp-.

142-143,

2 % 4/ and the other amendments:

A% Bb

f) needs little adjustment in order to incorporate

o
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/L/t ¢ 42 L/t ¢ 42 L/

/L/f ¢ 42 L/% 4¢ 42 L/

/U/f 4¢ d2 L/% 4¢ 42 L

/(G #4) 4¢ 49 42 L/f 4¢ 42 L/

/h 4¢ 42

/W) /% ¢ 42 L/% 4¢ 2 L/

,\H\#.Am e L/t ¢ 42 L/

/L/7 ¢ 42 L/%1 4% 42 L/

L/L/% ¢ 42 L/

VS ¢t 1 ¢ d2 L/

/.

(/% 49 2 L)/G 0 © ¢ 42 L/ /4 4¢ 42 L/

\ /S 41 4C 4€ 42 L/

7 ¢ 4¢ a2 U/ //

/v ¢ q¢ 42 L/T/t 4¢ 2 L/]

k\\\\ , /S ftr 42 49 42 L/ 49 42 L/

/h 4% 42 L/f 4¢ 42 L/
/v 4S 42 L/T/v 4E 42 L/

/7 4C ¢ L/SS/v 4¢ ¢ U/] Vi7/v 4 € /7 4% 42 VA=

/% 4¢ 42 L/% 4¢ 42 L/

/U/1 4¢ 2 L/t 49 2 L/
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To conclude, we may formulate a number of brief
descriptive statements based on the examination, in this and
the preceding chapters, of Pafi al-Din’s account of the

modal system:

- With the apparent exception of salmak, the modes may be

discussed in terms of the following units:

? /1 2P 515//l /1 25 3b 3H/

/1 2 3 u/ /1 2 3b 4/ /1 2b 3b a4y
/1 2 3% 4/ /1 2F B 4/ /1 25 3 4/
/1 25 3b 4/ /1 25 3b 3 ay /1 3b 4/

/1 25 3 4 4§ 5/ /1 26 #b #F af 5/

One mode (shahn@z) is certainly based on a single unit
(/1 2% 3b 2%b/), and another (54 buzurg) may be (on
/1 2 3 4 u4f 5/). The remainder consist of a combination

of two units, or of the same unit repeated. We may distinguist

non-octave scales:

parallel conjunct tebtrachords (23a miya - /1 3b 4/;
37 nawrlz - /1 26 3b 4/)

non-parallel conjunct units (57a zankila - /1 2 36 4/,
/1 26 3 4/; ? 59a kawasht - /1 26 3P 4/,
/125 3b 35/) |

1 Only if we wish to separate this unit from /1 2§ 3b 4/
in the light of Qu$b al-Din’s notation of 44 and 45 ‘irég.
It has not been given below.
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octave scales:
parallel conjunct tetrachords:
diatonic (40 ‘ushshiq - /1 2 3 4/; 41 bisalik -
/1 2b 3b 4/ 42 nawd - /1 2 3b 4/)
Zalzalian (43 rast - /1 2 3% 4/; 2 44 pijdzi - /1 20
5 4/; 45 ‘irdq - /1 26 36 4/; 48 husayni -
/1 26 3b u/) |
non-parallel conjunct tetrachords (32 rahawi - /1 2F 3
4/, /1 26 3b 4/; 7 44 pijBeI - /1 26 364/,
/1 26 3 4/; 46a pigazi - /1 26 3b 4/, /1 2b 3
4/5 60 mubayyir husayni - /1 2F KT u/, /1 2 3% 4/

parallel disjunct tetrachords (50 kardaniya - /1 2 3P

4/; 60 mubhayyir pusayni - /1 2F 3b 4/)

non-parsllel disjunct tetrachords (62a nihuft - /1 2F
3 4/, /1 26 3b 4/; 66 igfahdan - /1 2 3b 4/,

/1 26 3 3 u/) |
tetrachord and pentachord units (? 54 buzurg - /1 26 3
L4 5/, /1 2 3 4/; 58a girdfkand - /1 26 3b
4/, /1 26 3b 3% af 5/; ?59a kewdsht - /1 2F 3P
4/, /1 26 Bb BB 4f 5/) |

Of The disjunct scales ©6 igfahan appears to relate o
an original conjunct form, while the other three may be
derived from existing scales of conjunct form, the fourth

beconming the tonic. During the 14th century, if not beyond, the
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system continued to be enlarged by this process of modal

development.

Diatonic units do not combine with any other unit. The
distributional relationships of the Zalzalian units have

been shown in the above diagram.

Among the octave scales, according to the criteria
discussed, both possible consonant combinations with /1 2F
3b 35 4f 5/ occur, while there is no satisfactory
combination including /1 2F 3 4 4% s5/. Ir /1 2F 3 4/
and /1 26 % 4/ are classéd together (as representing stages

in the evolution of the one unit), then in conjunct tetrachord

octave scales all possible consonant combinations of /1 2 3b
&/, /1 25 Zy o u/y /1 25 3b 4/ and /1 25 3b 3 4/

occur, with the sole exception of (67 igfahin) /1 26 3b 4/
1
1 2b Bb 3 4/1/.

1 Of the alternatives /1 26 3 4/1 26 3b % 4/T/ and
/1 2b 35 a4/1 26 3b 3 4/7T/ the labtber is unacceptable,
having three unattached notes. However, with the admission
of 12 hijazl elsewhere, the dissonant status of the B J
sequence, which occurs in the former bebtween B and d¥,
becomeg open to question.



part 3
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chapter ©

In considering the account of the modal system presented

in the durrat al-taj, it may be remarked first of all that

Quib al-Din does nobt simply take over the shudid/awazat

clagsification of his predecessor. He does refer to these
categories; but his views on which modes are to be assigned
to them differ in some insbtances at least from those of Pafi

,1
al-Din, for he classes 60 mubhayyir husayni as an 3waz, while

mays and shahnaz (Awazdt for Safi al-Din) are stated to belong

2

to another group, the shu'bas. However, as he fails to

supply a full list of the modes he considers to be 3wazat,
there is little point in reopening the debate on the
structural principles, if any, underlying these two
categories.
For mode and scale Quib al-Din uses the generic term
3

parda, which therefore comprises the ghudid, the awizat, and

the ghu'‘bas, an important group not mentioned by Hafi al-Din

which the durrat al-tdj discusses in some detail. The shu*bas,

/] BI\"I . I\‘ES . Add . 7 694‘ y fOl . 255 .
2 Lbid.

5 The durrat al-taj éppears to be the first text to use
"magam'" as a geneéric bterm for mode. It occurs infrequently.
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whieh are stated to be modal forms characterized by particular
melodic features and derived from already existing E§;§gs,q
will be discussed in chapter 7, as will the following, the
names of which suggest a combination of a shu‘ba and another

unit:

30 (segéh wa hijdzi) AV B ¢ da eb

31 (seg@h wa husayni) AF Bb ¢ a4 eb

G
G

38 (chahdrgdh wa Rijazi) G AP B o d eb £
G

39 (chahirgdh ws igfahdn) Ab BV B ¢ da eb f

In the preceding examination of the scales mentioned by
pafil al-Din it was suggested that in certain cases his
notation should be amended. The resulting forms coincide
with the vergions put forward by Qujb al-Din, thus reducing
the differences between their respective accounts. If we
accept these amendments, the following are the scales listed

in the durrat al-td]j which Safi al-Din fails to cite:

3% rihawi-yi tamam G AF B ¢ dbF eb e

%4 isfahdnak G A BF ¢ ab eb ob

35 variant of isfahBnak G AF B ¢ dF eb eb

36 klichek-i tamam G AP Bb c dF eb eb
47 husayni G AP Bb ¢ 4 eb £ g
49 kardiniya G A BF ¢ a4 e ff g

51 variant of karddniys G A B ¢ 4 e ff g

1 Ibid., fol. 233%v.
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52 variant of karddniya ¢ A BF ¢ 4 e ff g

53 variant of karddniya G A B cf a4 e ff g

55 variant of buzurg G AF B(MFB)c cf a4 e £ fit g

56 variant of buzurg G AP B(F) c ci a eFf £t g

61 mubpayyir zirkesh G Ab B B ¢ d eF f g

63 kardiniyva nIrizi G A BV cf a4 e ft g

6 G 4o B ¢ a eF ff g

65 G Ab Bb ¢ d eb £ g

67 igfahi@n G AP Bb ¢ aF eb e £ g
68 GAPB ¢ a e £ g a

69 nihuft-i kBmil G AP BF ¢ ab e £ g ab bbb ¢’
70 pihuft-i kBmil G AP B ¢ a4 ef f g ab b o

oy

71 buzurg-i kamil

B BB) cchd e £ £ g ab b o
92 bisalik

(e

Ab B ¢ ab eb £ g ab Dbb e

If 59a kawdsht is amended to coincide with 34 isfahansk, then

50b G AP BF c ab eb eb ff g may be added.

For $afi al-DIin a number of these scales would be
dissonant. The proscribed sequence B J occurs in 55 and 56
(between c# and eb), 33 and %5 (between B and daF), while in
71 it appears twice (from c¥ to el and from £f to &F). In
a further two scales, 53 and 6%, the fourth is omitted.
However, some of these "dissonances" are no more than tThe
result of Qufb al-Din’s recognition of 12 hijazi /1 2 3 4/,
and occur also when this unit is substituted for 10 ‘iraq
/1 2b 3 4/ in certain modes notated by Safi al-Din. In

effec%, the sequence B J may be rejected as a valid criterion
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of dissonance with reference to the corpus of scales in the

durrat al-tédj. Lt should be noted that all these scales

would appear to be sabtisfactory structures when viewed in
terms of consonant intervals and unattached notes. It 1s true
that the two non-octave modes listed by Hafi al-Din which do
not just consist of one unit (2%a mgya G Bb ¢ eb £ and

%37 nawriiz G AP Bb ¢ dF eb £) have better consonance
ratios (4 : O énd 5 : 0 respeétively) than most of the non-

octave combinabions given above (3% rahawi-yi tamdm, % : 13

34 igfahanak, 4 : 13 %5 variant of igfahadnak, 3 : 2, 36

kichek-i tam@m, 4 : 0), but only one of these has the same

low ratio as the octave scale %2 raéhawi.

0f the two non-tetrachord units which figure in these

four combinations, 1 zirafkand-i kiichek /1 2F %b 3b/ is

found in conjunction with /1 2 3b 4/, /1 2 3b 4/ and
/1 26 3 4/, while 4 rahawi /1 26 3b 3/ combines only
with /1 26 % 4/. If one regards these two units as being
in some way related to, respectively, 25 /1 26 3b 3% 4§ 5
amd 11 /1 2F 3b 3 4/, it will be seen that the combinations
in which they are found closely resemble those in which the
latter appear. The diagram representing bthe distributional
relationships obtaining among the Zalgzalian units described

by $afi al-Din plus 12 hijdzi /1 2F 3 4/ (p. 212) would
thus need hardly sny alteration in order to accomodate them.
In fact, it is likely that at least some of them were known

to Safi al-Din: it may be recalled that although /1 25 3b
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3%/ appears only once, and then in a specific melodic form
(24a shahndz), while /1 26 3b 3/ does not occur in any of
the scales he lists, he doés gb to the trouble of defining

both, by ratios as well as by notation, in the risala al-

sharafiyya. It would therefore be surprising if they were

not in common use during his lifetime slso, and the four
non-octave modes listed here by Quib al-Din are among the
most consonant conjunct combinations possible with These two

units.

The octave scales, all of which have a consonance ratio
better than the critical % : 2, may for the sake of

convenience be dealt with in two groups, the first comprising

49 kardidniya G & B ¢ a4 e £t g

51 variant of kardsniya G A B ¢ 4 e f£f

o
o

52 variant of kerdaniya G A4 BF ¢ d e f§ g

53 variant of kardaniya G A B cf d e £ g

63 kardaniya nIrizl G A BF ct a e £t g

6l G A BFb ¢ a eb fit g

We may safely assume, contrary to the headings in the

durrat al-t8j, that the original form of kardaniya, to which

most of these scales relate, or were thought to relate, was

Safi al-Din’s version, 50 kardaniya G A B ¢ ch a4 e £
g. It has been suggested that Tthis mode waé derived from

sfanan, appearing first as
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but that this was subsequently assimilated to the standard
octave-scale pattern which lald emphasis not on the tetrachord

A - d, but on the tetrachord G - ¢. The resulting form

— - \ »
e —

is however unique in that The medial disjunctive whole-tone
is divided. Most of the above six scales may be explained in
terms of an attempt, on the part of practising musicisns, to
normalize the structure of this mode by avoiding this unusual

feature.

The most obvious course of action would be simply to omit
the major source of difficulty, the clf, thus producing 49

kardéniya G A BFP ¢ a4 e ff g. But the existence of the

other variants suggests that this change was felt at the btime
to be insufficient or somehow lmsati,s;fac’cor;)r./I The reason 1is
probably that the same scale was incipient elsewhere in the
modal system, for Qutb al-Din gives ¢ as the prominent note
in 43 r8st G A BF ¢ 4 ebf f g, and it is the starting

point for the shu‘bas derived from this scale. Already at

this period, therefore, it is likely that the modal development

1 Although 49 does survive at least until The end of the
15th century, being recognized by both ¢Abd al-Qadir and
al-ladhiqgi.
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whereby the fourth becomes the tonic was also being applied
to 43 rést:
/1 2 3 4/1 2 3 4/T/—m7m /1 2 Fb o4/T/1 2 F o4/

The resulting scale is identical with 49 kardaniya.

Thus for kardaniya to preserve its individuality at the

same time as regularigzing its structure, either a further
change is desirable in 49, or an alternative change in 50,
the original form. The former process may be seen in 51 G A
B c d e ff gand 52G A B ¢ a4 e f# g, the latter

in 63 G A BF c a4 e ff g. In 51 the lower tetrachord
of 49 kardaniya, /1 2 3P 4/, is replaced by /1 2 3 4/,

and in 52 the upper. Howéver, both scales are agaln unusual,
for they combine diatonic and Zalzalian units, and the non-
appearance of 52 in later accounts of the modal system may
perhaps be attributed Tto this factor.q In 63 the sequence

¢ ch 4 in 50 karddniya is obviated by omitting the fourth,

c. That this expedient was also felt to be unsatisfactory is
suggested by the presence of 64 G 4 BF ¢ da e £# g

which may be derived from 6%, the fifth‘becoming the tonic:

63 G A B ct a4 e ff g
/T/1 2% 3 4/9 2 3 4f———d/1 2 FF 4/1/9 26 3 4/
G A Bb c a e ff g eu

1 51 is however mentioned in later texts, where it is
generally called mahUr.
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64, with its prominent fourth, would thus be in effect an
analogical back-formation.

The status of 55 G A B c## d& e f# g as a variant of

kardaniya is less easily explained. As it is the only other

octave scale listed by Quitb al-Din in which the fourth is
omitted it would seem logicasl to link it with 63 G A Bb c#
d e f¥ f. The differences between the two are however
considerable, and there would certainly seem Lo be no good
reason for drastically altering the latter while leaving the
main irregularity, the omission of the fourth, undisturbed.
But if the appelation of 53 is difficult to account for, the
actual scale could be arrived at quite easily by assuming

a process of development parallel to that postulated for the

two forms of igfahamn:

e _
A 40 *fushsha
S *

fﬂ,/AT\:

| I o

‘%!‘;. ol
I /_-‘(/‘__-—:—’:

A —" 55

But this still does not explain why a scale with such an
unusual structure should come to be adopted at all. The

fact that 53 is only recorded in the durrat al-t2j suggests

that, whatever its origin, it was an experimental form quickly

abandoned.

The other group consists of:
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47 husaynd, G AP Bb ¢ a4 eb r g

55 verient of buzurg G AP B(F) ¢ cf a eF £ f£i g

£

56 variant of bugurg G AP B(P) ¢ cd# d eb £ g

61 mubpayyir zirkesh G &b Bb B ¢ a4 eb f g

65 ¢ aAb B ¢ a4 eb r g
67 igfahan G Ab Bb ¢ ab eb e £ g

These are simply the remainder of the octave scales, placed

together for convenience. Some of them have been discussed

in previous chapters. 67 igfahidn was considered in

conjunction with Safi al-Din’s version, 66 igfahin G A Bb
.

c d eb £ £ g, and it was suggested that 61 mubayyir

zirkesh derives fxrom it:

67 G &b Bb ¢ aF eb e f g
/1 26 3b us1 2 3b 3 4/n/i—s/q 26 3 3 47/ 25 3b o4
| 61 G AP Bb Bc a eF f g

Similarly it has been suggested that 65 may be derived from

41 busalik:

49 G Ab Bb ¢ ab eb £ g
/1 2b 3b a4 2b 5& U/ feer/1 2b 3b 4/T/1 20 Bb 4y
- | 65 G 4Ab Bb ¢ a4 eb f g

The two wvariants of buiugg, 55 and 56, have been discussed
in conjunction with 54 buzurg G AF B(F) ¢ ck a& e £} g.
slthough much more satisfactory then 54‘buzg£g when considered

in terms of consonant intervals and parallelism (at the
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fifth), both appear to have been short-lived.

The origins of the remaining mode, 47 husayni G AP Bb
¢ 4 eb £ g, are obscure. In the other form of husayni,
that recognized by both authors, 48 ¢ AF Bb ¢ dab eb £
g, the prominent unit is the ¢ - g pentaéhord, 18 husayni,
and it would therefore be natural to find c¢ becoming the
tonic. As we have seen, this had in fact already happened
in $afl al-Din’s lifetime or earlier, the resulting mode

being 60 mubhayyir husayni G AP Bb ¢ d eb £ g. However,

there appears to be no particular reason for-deriving &
further scale from this by substituting eb for &b, and such
a. change would hardly have occurred unmotivated. It is
perhaps more likely that 47 should be related to 48, arising
indirectly out of the performer?s desire for unit symmetry,
i.e. in this case reproducing the pentachord 18 husayni

/1 2% 3b 4/7/ from G as well as from c:

[ S ve |
”

4
r L
4 h, © - *
48 { » L) - i& “ ?‘ b' /

The dP would tend to be discarded in favour of d if +the

lower pentachord then assumed greater importance, and 47

busaynil would result.
Among the scales exceeding the octave
68 G AF B ¢ 4 ebf £ g a

with the contrast of AP and a, can perhaps be similarly
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explained as resulting from an impulse on the part of the
performer to balance the lower pentachord (G - d) with another
(4 - a), although in this case the two are not parallel. The
quest for consonance and symmetry might agein be seen as the
motive dictating the choice of the upper tetrachords (g - ¢’)

in

1

| \
70 nihuft-i k8mil G AP B ¢ 4 ef £ g ab b ¢’

'
71 buzurg-i kamil G AP B(F) ¢ ch a eb £ £ g aF Db ¢

) 17 \ J \

72 blsalik G 4b Bb ¢ ab eb £ g ab Dvb e’

The other form of nihuft-i k3mil, 69 G Ab BF ¢ abF e

Hh

g ab bb ¢, does not conform to this péttefn, although it
may be péinted out thalt conslidered separately the octaves

G - g and ¢ - ¢’ are both satisfactory structures. It must
be remembered, however, that €9 and 70 are alternabive
renderings of the same entry in Qupb al-Din’s list, and it
is by no means certain that both were found in practice.

If 69 did occur, it might conceivably have resulted from a
fusion, or deliberate overlapping, of 32 rdhawi (G - g) and

62 nihuft (¢ - ¢”).

To return to the octave scales, it may be noted that
Qutb al-Din’s additions include four of the seven possible
scales postulated in chapter 4 if one allows the substitution
of 12 hijazi /1 2F 3 4/ for 10 ‘*irdq /1 2F 3b 4/ in
the upper tetrachord of @ A BF ¢ a4 eb £ g. They also
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include a number of scales with sequences of intervals
considered dissonant by Safi al-Din, and two in which the
disjunctive whole-tone 1s placed below. These therefore
provide further patterns of unit distribubtion in conformity
with which another group of possible scales might be posited.
However, there would be little point in examining such scales
in order to determine why they did or did not subsequently

occur, for if the evidence of the durrat al-tdj indicates

that the period 1250-1300 saw an increase in the repertoire
of octave scales, later texts suggest that despite the
continued addition of new derived forms the trend was rather
towards a reduction in the total number of octave scales in
current use, so that by the late 15th century it would appear
that they were outwelghed in importance by modes based
generally on a single unit (tetrachord or pentachord in most
cases), ond characterized by particular melodic features,

i.e. modes comparable to the shu'bas described by Quib al-Din.

3#

The following is a schematic summary of the developmental
relationships between octave scales examined in this and the

preceding chapters.

Hypothetical forms (given on two pitch levels to avoid
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confusion or transposition elsewhere) are linked to the

relevant attested forms by a broken line, Derivation by the
1
fourth becoming the tonic is indicated by an arrow, derivation

by dissimilation or assimilation by a wavy arrow. In doubtful

cases these signs are doubled. The two entries for a scale
2
listed by both $afi al-Din and Qupb al-Din are linked thus:

' o [
[ - N [ v
N [ d N ¢ -
/ - 7 ¢

(the clef sign 4: being omitted for reasons of space).

The last column includes only scales not mentioned by
either of them: +the non-appearance of any given scale in
1t should not therefore be taken to indicabe that it did not

occuyry later.

1 Or, in one case, the fifth.

2 66 igfahan has been included among those entered twice:
although not listed by Qupb al-Din, its existence is
recognized by him.
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If this table is at all accurate as a statement of
diachronic relationships, it is valid only with regard to
the sequence of events through which the modal system expanded.
It should not be thought to give an accurate indication of
the dating of these events. The fact that Qubb al-Din records
more than twice as many modes as {Safi al-Din cannot be taken
to mean that the modal system doubled in extent in a mere
half-century or less: Hafl al-Din himself makes it clear in
both of his treatises that the modes he includes are only the
best-known. Thus although it would seem likely that some of
those listed later were already in use during his lifetime,
we have no means of determining how many and which; nor of
course can we tell whether there were further modes, familiar
to him but soon to be discarded. It is possible, as has been
hinted in connection with his non-recognition of 12 hijazT
/1 26 % 4/, that Safi al-Din regarded certain changes
being adopted or even already firmly established in his day
as unacceptable innovations: 1t would certainly be consistent
with his position as an influential and highly respected
court musician for him to adopt a steadfastly conservative
attitude, especially towards the novelties of younger rivals.
It is perhaps worth mentioning in this respect that although

his second treatise, the risala al-sharafiyya, was composged

after the sack of Baghdad and while he was in the service
of the Mongol TIl-Khans, it betrays no outside influence,
Mongol or Turkish. ven the E mode, listed in the durrat

al-t&j and the sharh, where it is stated to be in common use
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1
among the Turks, dis absent from it: yet the Turks had long
exerted a cultursl, as well as a military, influence in
Baghdad; and it is clear that this influence must have
extended to the music of the court, resulting in the addition
of new elements and, through the demands of taste, the
favouring of certain existing elements at the expense of
others.2
A corresponding synchronic statement of the patterns of
unit distribution obtaining in the corpus of fixed scales

listed by Qupb al-Din may agein be presented diagrammatically.

1/1 26 3b 35/ and 4 /1 25 3b 3/ are entered at
the same points as the units to which they may be related -
25 /1 26 3b 3 4d 5/ end 11 /1 25 3 3 4/
respectively. 10 /1 2 3% 4/ and 12 /1 2V 3 4/ are
held to constitute one composite entry, and in addition no
distinction is drawn between /1 2F 35/ and /1 2F 3b 4/.
66 igfahan G A BV ¢ da eb £ f# g is included, while
45 ¢irdg G AP BF ¢ dF eF £ (f#) g is subsumed under
a4 tirag G AP BF ¢ aF eb £ g. The non-octave scales
(with the exception of %0, 31, 38 and 39, to be discussed in
the following chapter) and those exceeding the octave are

also included.

1 BM. MS. Or. 2361, fol. 103.

2 The earliest example of a new addition from this source
is in fact furnished by the durrat al-tdj, in which one of
the)rhythmic modes is called furki (BM. MS. add. 7694, fol.
2%29).
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Given that /1 26 3 4/ and /1 2F 326 4/ are different
manifestations of the same unit, it will bé seen that the
only asymmetrical feature of this diagram is occasioned by
the placing of 55 varient of bugurg G AP B(PF) ¢ ci a &b

£f f# g (the only 9-note octave scale) and bthe related 71

buzurg-i k3mil G AP B(PF) ¢ cf a eb £ ¥ g af b c.

In contrast to the previous diagrams, which could be
variously arranged, the position of the outer triangle of
Zalzalian units is now fixed, and is mirrored by the triangle

of diatonic units. They are connected by a regular

progression:
/1 2 % 4/
//, R\
P ~
- ~
-~ ~
// \\
e ~
/1 2b 3%b 4/ /1 2 3 4/
/1 2b 3b 4/ /1 2 36 4/

/1 26 26 4/

(/1 26 3 4/)

The broken arrows show a progression by a semitone
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lowering of one note, the others by a quartertone lowering.
The particular direction chosen (up or, as here, down) is

without significance.

One may also note the balance within the Zalzallan

triangle, where the one 5-note tetrachord is flanked by the

two indivisible pentachords.

It is clear that an arrangement of this btype is to be
expected in a system where the combinatlon of units is
governed by principles of consonance, for the above progressio
Juxtaposes units which show the greatest degree of similarity.
Nevertheless, it should be remarked that the lines Jjoining
the diatonic and Zalgalian groups are to some exbent
exceptional when viewed in the context of the historical
development of the modal system. As has been seen, fSafi sl-
Din makes no reference to The scales they represent; and
later treatises mention only one or two combining /1 2 3 4/
and /1 2 3%b 4/. In effect, the line linking these two
units marks an escape route from the presumably unsatisfactory

iL

50 karddniya G A BF ¢ ci a4 e ff g. On the other side

of the diegram 47 husayni G AP Bb ¢ d eb f g is found

only in the durrat al-tdj, and if the diagram were adapted

in order to represent the modes in current use during the
following two cenbturies the link between /1 2b 3b 4/ and

/1 26 3b 4/ would disappear.

Thus the connection between the two diatonic units
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/1 2b 3b 4/ and /1 2 3b 4/ and the others is somewhat
tenuous, and it is interesting to note that by the time of
al-liddhiql the names atbached Lo them by $afi al-Din and
Quib al-Din are used to denote other units, blsalik referring
to /1 2 3b 4 5/ and nawd to /1 2F 3b 4/. The change
in the latter, certainly, is hardly sﬁrprising, for to Jjudge
by Qujb al-Din’s list /1 2 3b 4/ was the least used
tetrachord: 1t is found in juét one octave scale, and its
lack of importance is underlined by the fact that it is the
only unit for which no indication is given of the presence
of a prominent note or notes. Such indicatbtion is also
lacking in the octave scale 42 nawd, and the alteration in
the order of presentation of the tetrachord species may be
taken as further evidence: for Safi al-Din the order is the
logical sequence /1 2 3% 4/, /1 2 3b 4/, /1 2b 3b 4/,
but in the durrat al-tdj /1 2 3b 4/ is placed after the

other two, and in addition the catalogue of pentachords omits

/1 2 3b 4/,

In conclusion we may present a summary of .scale types
akin to that given at the end of the preceding chapter.
Where a scale is identical with one given there the unit(s)

it contains will not be mentioned. 30, 31, 38 and 39 are
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again excluded from consideration.

To the units found in the modes recognized by Safi al-Din

/1 2V 3b 3/ may be added.
We may distinguigh:

modes based on a single unit (23b mdya - /1 3p 4/T/;
25b pigar - /1 26 3b 3 4% 5/; ? 54 buzurg)

modes based on a combinabtion of units:

non-octave scales:

1 2
parallel conjunct units (24b ghahndz - /1 2F 3b 3H/;

3% réhawli-yi tamdm - /1 2F 3 4/, /1 2V 3b 3/,
34 igfah@nak - /1 2F 36 4/, /1 26 3b 35/ 36
kiichek-i temdm - /1 26 3b 4/, /1 26 3b 3/,

37 newriz)

non-parallel conjunct units (35 variant of igfahf@nak -

/12 3 4/, /1 26 3b %b/; 57 zankila)

octave scales:

1
parallel conjunct tetrachords:

diatonic (40 ‘ushshiq; 41 blsalik; 42 nawd. With

1 The term parallel is used here to refer also to those
cases where all the notes of a four-note unit are reproduced
in a five-note unit, e.g. /1 26 3 4/ in /49 2F 3b 3 4/
When e.g. /1 2b 3b 4/ is placed below /1 2F 3b 36/ in
a non-octave combination the same situation may be held %o
arise since the upper note of the lower unit coincides with
the lower note of the upper unit.

2 Parsllelism in this instance is alb the neutral third.
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lower disjunction: 53 variant of kardaniya - /1 2

5 4/)

Zalzalian (43 rast; 44 (7 and 45) ‘ir3q; 48 Lusayni;
67 igfehan - /1 26 3b 4/, /1 26 % 3 4/)
non-parallel conjunct tetrachords (46 pijazi; 60 muhayyir
husayni. With lower disjunction: 63 kardéniya

nirizi - /1 26 3 4/, /1 2 3% 4/)

parallel disjunct tetrachords:
diatonic (65 - /1 2b 3b 4/)

Zalzalian (49 kardaniya - /1 2 3b 4/; 50

kardsniya; 60 mubayyir pusayni; ©1 mupayyir
zirkesh - /1 28 3b 3 4/, /14 26 3b 4/)

non-parallel disjunct tetrachords :

Zalzalisn (62 nihuft; 64 - /1 2 %% 4/, /4 25 3
4/5 66 igfahdn)

diatonic and Zalzalian (47 husayni -~ /1 26 3b 4/,
/1 2b 3b 4/; 51 variant of kardiniya - /1 2 3

4/, /1 2 36 4/; 52 variant of karddniys -
/12 3 4/, /12 3 4/)

tetrachord and pentachord units (? 54 buzurg; 55 variant
of bugurg - /1 26 % 4 4§ 5/, /1 25 3b 3 4/
56 variant of bugurg - /1 2 3 4 4% 5/, /1 2b
5 4/; 58b higdr - as 58a zirafkand; 59b (higar

wa. igfahinak) - as 59a kawésht)




=)

scales exceeding the octave

add a whole-tone to an octave scale (68 - to 62 nihuft)
add a tetvrachord to an octave scale

above (70 nihuft-i XBmil - /1 2F 3 4/ to 62

nihuft; 71 busurg-i kd8mil - /1 2F 3 4/ to 55

variant of buzurg; 72 bisalik - /1 2b 3b 4/ %o
44 blsalik)

below (69 nihuft-i kBmil - /1 2F 32b 4/ to 62

nihuft)
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chapter 7

As has been pointed out, the information Qujb al-Din
provides about the modal system of his time is not confined
to the catalogue of scales btranscribed in chapter 2. Much
of the remaining materisl is compressed in two sub-sections
(mabhath) of the concluding section of the fourth discourse
(magdla). Neither of these is based directly on $afi al-
Din’s treatises, although references to these are made. 1In
the first mabhath we are presented with a short commentary
on the modal categories established by $afi al-Din and, far
more important for the present study, a considerable amount
of extremely valuable material on the shu‘bas, a group of
modes ignored by pafi al-Din. In the second Qub al-Din
goes on to detail a large number of further possible unit
combinations or sequences, from which it is clear that in
practice musicians were by no means limited to the combinabtion

found in the scales discussed above.

These two mabhaths are of sufficilent interest to warrant
giving in full. Quite apart from the intrinsic value of the
contents, which greatly extend our knowledge of the musical

practice of the period in relation o the development of the
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modal system, they constitute a representative example of
the sometimes sophisticated, sometimes logically naive types
of argument found in the more interesting treatises of +the

Systematist school.

In the following translation, additions to the bext are
placed within square brackets. Notes and explanations are

given on the pages opposite.
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An explanation of the terms

pards, awaz, tarkib and sghu‘ba.

4 parda, as used by practising musicians, can be shown

by induction to consist of a limited series of notes usually
1
bounded by a major consonant interval, and is therefore
2

synonymous with jam‘, group. Some groups, however, such as

kardéniya, nawriz, mupayyir and igfahanak, are called
gygges,ﬁ and others tarkibs, combinations, such as the
second buzurg octave,4 said to be a combination of igfahdn
and buzurg, and the third,6 said to be a combination of
hijézi and buzurg.7

In the kitab al-adwar $Safi al-Din objected to the term

tarkib. Vith reference to the first example Ei.e. the second
buzurg octave] , the objection should be voiced thus: "If

that octave i1s called a tarkib because it combines the

>

tetrachord igfahdn with the pentachord buzurg, why is

zankGla not called a combination of *‘uzzal and the btetrachord
8
rast, or igfahin-i agl a combination of the tetrachord

igfahdn and the pentachord rést?" - and not in the way he
put it, which was to ask why rﬁhaq% is not described as a
1

combination of nawrlz and hijazi, zankilla [és a combinatiox)

1
of pijazl and rast, or igfahdn-i agl [as a combination] of
12
igfahan and rast. [@his ig] because the first two examples

[he giveél gre erroneous: rahawi 1s not a combination of

nawrilz and hijdzi, nor zankila {? combinatioﬁ] of RijszI end
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1 Usually octave, fifth, or fourth. But from later
examples it appears that Quib al-Din also includes tThe third

2 pafil al-Din defines Jam'  as the association of three or
more notes, the association of two constituting an interval.

3 50 karddniva G A BF ¢ cff a4 e ff g (or 49, omittin
the ci); 37 nawrlz G AP Bb ¢ dF eb f; 60 muhayyir
husayni G AF Bb ¢ 4 eb £ g; 34 igfahBnak G AP B
c ab eb eb. igfah3nsk may be equated with kawdsht, one
of the awazat listed by $afi al-Din: +these do not however
include 60 muhayyir husaynil.

4 55 G AP B(F) ¢ ct a4 eF £ fi g.

5 11 igfahdn /1 26 3b 3 4/; 20 bugurg /1 26 3 4
4k 5/. | |

6 56 ¢ AP B(F) c cit a eF £ g.
7 12 hijazI /1 26 3 4/; 20 bugurg /1 26 3 4 4 5/,

8 57 zanklla G A BV ¢ dab e £ (g); 22b ‘uzzal
/1 2V 3 4/1/; 8 r3st /1 2 36 4/,

9 66 igfahdn(-i agl) G 4 BV ¢ a eb £ £ g; 11
igfahan /1 26 3b 3 4/; 16 r3st /1 2 Fb 4/1/.

10 32 rBhawI ¢ AP B(F) ¢ dabF eb £ g; 9 nawriz
/1 26 3b a/y 42 pigssi /1 2F 3 4/.

11 See note 8. 12 hijazl /1 2 3 4/; 8 rdst /12 36 4/

12 See note 9. 11 igfahd@n /1 26 3b 3 4/; 8 rast
/1 2 35 u/.
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rgst. Similarly with the third example, unless by "isfahan"

he means the tetrachord igfahan and by "riZst" the pentachord
rast.

We shall now sbtate the truth of the matter.

Although technical terms are not subject to controversy,
for since [}he individual’s] desires are not at variance with
each other [his use of] terminology will be consistent -~
indeed, he may establish his own terminolog;z— yet thére is no
doubt that to observe a proportion smong terms commensurate
with that obtaining among the objects they designate is the
rule obeyed by the wise. One of the requirements of this
rule is that when a convenient word is used generically to
designate a set of items, and a further item shares in this
generic sense with the set, Gthen the term is also applicable
to that item. To use the term specifically for the set, to
the exclusion of the particular item, is to restrict [its
applicability] improperly. Therefore since these groups
(Juml@* ), some of which are called Zwazes and others jéggzgs
(the term parda not being applied to them),5 have in common
with the pardas the fact that they are sll limited series of
notes bounded by a major consonant interval, there is no
distinction known which could justify not applying the term

i
parda to them.

Even if & distinction is drawn from the fact that the

notes of igfahdnak and nawrliz are not bounded by a major

consonant interval, +this objection may be refuted by the
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1 It could be argued that Quib al-Din rejects Hafi al-Din’:
analysis of rdhawi simply because he does not recognize the
latter’s version of this mode. In the obther two cases,
however, it is clear that his objection is to Pafi al-Din’s
(perfectly straitforward) ellipsis whereby only the two
constituent tetrachord units are mentioned, the reader being

left to supply the position of the disjunctive whole-tone
himself.

2 The rendering of the beginning of this paragraph is
somewhat free: Qufb al-Din resorts to Arabic phrases and
cliché&s which do not greatly further his argument.

3 This remark is a clear indicatioan that in ordinary usage
the term pards was not used indiscriminabtely of any mode
or scale, but corresponded to Jafi al-Din’s bterm shadd (pl.

shudﬁd}

¢ Abd al-Qadir confirms this, remarking that what the
Arabs call shudid are known as pardas or magams in Persia.

4 Commenting on this argument, ‘Abd al-Qadir observes that

the pardas are all consonant combinations of intervals,
whereas according to Quib al-Din’s definition a dissonant
scale could equally be termed a parda (Bodleian MNS. Marsh
282, ff. 45v-46).

5 34 igfahdnak G AP BF ¢ dab eb eb; %7 nawriz
G AP Bb ¢ dab eb r.

The former has a range of a neutral sixth, the latter of
a minor seventh.
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/'
exemple of rahawl-yi tamam, which contradicts 1t, and on

the other hand by the example of kardaniys and mubsyyir

2
among the awazes.

If it is said that ksrdaniya, for instance, is one of

the forms takea by isfghén when trensposed, as has been

5
stated by Pafi al-Din, we may reply that blisalik is also

one of the transposed forms of ‘ushshdq, and therefore it
too should not be a Eﬂ£§5'4 The truth of this proposition
has been demonstrated previously, [when it was showq] that
even if a btransposed form of one particular scale coincides
with another the two do not necessarily produce an idenbtical
effect on the listener; nor is one necessarily derived from

5

the other.

If it is said that in these awazes it is standard

practice to begin the composition on the highest note, this

B =)
[ﬁtatement] is not valid for igfahanzk, nor for mubayyir,

as may be seen from some of Hafi al-Din’s compositions. In

refutation one may cite pusaynl and the pentachord higar,
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1 33 rahawl-yli tamdm ¢ AP B ¢ dbF eb e.

2 50 karddniysa G A BV ¢ ok 4 e ff g; 60 mupayyir
husayni G 4F BF ¢ a4 eF £ g.

This paragraph contains a damaging admission, for once
Qutb al-Din concedes that some of the scales he wishes to
class as pardas (i.e. lgfahZnak and nawrliz) do not fulfil the

condition of being "bounded by a major consonant interval"

his case is seriously weakened. To get round this difficulty
one can hardly speak of a refutation - he first cites a psrda
(réhawi-yi tam&m) with a range of a major sixth, not a "major

consonant interval”, and then two non-pardas which are octave

scales.

2 In the kitdb al-adwdr (BM. MS. Or. 136, fol. 22v).

4 In theory a scale could be transposed to'any one of the
seventeen notes of the Systematist gamut. If, as a result,

its notes coincided with those of another scale (not

transposed), the latter might be thought to be derived from

it despite the fact that the tonic would not be the ssme.

Thus 66 igfahdn /1 2 %F 4/T/1 26 30 3 4/ in the 47th

bebaga is d e f£f g a b ¢ c# 4, the notes being the

same as those of kardaniya (see note 2). 1In the scale "derivec

in this way G (or g) remains the tonic. 41 blsalIk G Ab Bb
¢ db eb £ g can be similarly 'lerived" from 40 ‘ushshig /1
3 4/1 2 3 4/T/ in the 5th fabaqa: eb £ g ab Dbb ¢ ab’ eb’

5 In the passage alluded to (BM. MS. Ldd. 7694, fol. 232)
Qubb 81l-Din approaches the question from a different angle,

observing that by baking the second note of 40 ‘ushshiagq G A

c d e f g as tonic 42 nawd /1 2 30 4/1 2 3b 4/1/

results, from which it follows that within a given sequence of

notes modal identity is determined by the position of the tonic

6 34 igfahdnak G AF BF ¢ aF eb ebf; 60 mupayyir
husaynT G AP Bb ¢ da ef £ g
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1
vhich disprove Eche statement].

If various other objections are ﬁade, the verdict on
them will become clear after careful investigation. The
first, indeed essential, step is that they should all be
called pardas. Hafli al-Din’s objections to this are in
fact invalid, since we have previously demonstrated that a
number of groups may share the same name while differing in
range: thus Hafi al-Din designates both a tetrachord and
an octave scale by the name gggg.g Similarly with the rest

5 4
of the ten species which he first of all listed thus:

(1) *tushshdg T T B G A B c

(2) nawa T B T G A Bb ¢

(3) busslik B 7 T ¢ 4b Bb ¢

(#) rast I G A BF ¢

(5) nawriz J 37 ¢ 45 Bb ¢

(6) ‘irdg gop J ¢ W B o

(7) igfahdn J J J B ¢ AF Bb B ¢

(8) buzurg J 7 J J B G Iy, B(F) ¢ ch a
(9) zirsfkand J J B ¢ Ab Bb Bb '
(10) TBhawi J J J G AF Bb B

5

e further completed these species with a pentachord or

tetrachord and entered them under the same names in the list
6

of pardas.

Trom the objection voiced above it is known that

according to Hafi el-Din the upper pentachord in zankila
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1 48 husayni G AF Bb ¢ abF eb £ g; 25b higdr G AP

Bb BF cf d. Qubb al-Din’s rebuttal again takes the form
of citing Awhzes which do not conform to the statement, and
pardas which do. That 25b higdr should be considered a parda
in this context is somewhat surprising.

2 rést denotes /1 2 3% 4/, /1 2 35 4/1 2 35 4/1/,
and also the pentachord /1 2 3%b 4/7/.

These strictures on Jafi 81-Din are difficult to Justify.
gafi al-Din nowhere discusses whether all scales (and groups)
should or should not be called ghadd (= parda), and hence
makes no objection to the proposal. The objection quoted
above is concerned solely with the use of the bterm tarkib.

3 agsam, lit. "divisions”.

4 This list is taken from the risidla al-sharafiyya
(Bodleian MS. Marsh 524, fol. 90v). It will be noted that
12 RijézI is not mentioned.

5 For Qupb al-Din this is ru~yl *irdq, ‘iraq being 2 /1
F 35/,
6 This statement is inaccurate. zirafkend ¢ AP Bb Bb

and réhawi G AP Bb B do not in fact occur in the list of
pardas (i.e. shudlid) supplied by Safi al-Din. The scales
resulting from the addition of a tetrachord to these two units
are, respectively, %6 kiUchek-i tamdm G &9 Bb ¢ aF eb eb
and %3 rdhawi-yi tamdm G 4&F B ¢ dF eb e, and not the
octave scales zirafkand and‘géhawi given by pafi al-Din. -

7 On p. 244.
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1
is hijazi, and that the lower pentachord in igfehdn is
ggég.a Since the names are used like this, why méy one not
describe the scales both ways, so that the octave zankila
is called both zankula and a combination of ‘uzzdl and the

tetrachord rast, and the octave lgfahan-i agl is called

igfahan-i asl and a combination of the tetrachord igfahan
4.

and the pentachord rast?

As for the question put by Hafi al-Din in the kitédb al-

adwar: "Why does he who subscribes to this [&iew] not say
that such—gndmsuch 8 mode is a combination of such-and-such
[pnits 7", he answers it by discussing combinations in the
manner reported above: however, his remarks do not accord

17

with whalt we have stated.

Eche shut b'as}

As for the sghu‘bas, for practicing musicians there are

nine of these, as is well known:

diugah, segdh, chahargah, panjgah, zawli, ri-yi *iraqg,
8

mubarga‘, madya, and shahniaz.

A shu‘ba can also be defined by induction as a specific melodic
movement upon the notes of a [given| perda, scale. This
statement may be clarified thus: the masters of the practical
art progress through the notes of the parda in such a way as

to place emphasis on a certain note. (This has been alluded to

. . 9
in the sixth mabhath.)” As a result this note predominates,
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1 57 gankila G A BF ¢ daF e £ (g). The upper
pentachord is 12 hijazl /1 2 3 4/ (¢ - £) plus whole-
tone, i.e. 22b ‘uzzadl.

2 66 igfahdn G &4 BF ¢ 4 eb £ £ g; 16 rast
/1 2 3 a/1/. |

3 The lower tetrachord of 57 gzanklila (see note 1) is
8 rast /1 2 3F 4/.

4 The upper tetrachord (4 - g) of 66 igfahdn(-i agl)
(see note 2) is 11 igfahdn /1 2F 3b 3 4/,

5 BM. MS. Or. 1%6, fol. 22v.

6 Quib al-Din here repeats in abstract form the passage
from the kitab al-adwar quoted on p. 244 together with the
preceding phrase.

7/ The text of the last phrase is corrupt, and the
translation therefore conjectural.

8 For Pali al-Din maya and shahnaz are dwizes. According
To Qufb al-Din’s criteria the terms awaz and shu‘ba are
not necessarily mutually exclusive, but the possibility of

his assigning these two modes to both categories may be
discounted.

9 See note 5, p. 249.
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together with those that are most consonant with it. 1If
this note is the loweslt note [or tonic] (mafrida) of the
parda, or the fourth upwards from the tonic, the melody is
said to be in that parda. For instance 1f, in the parda
rast, the prominent note is 0,2 then the melody is in rast,

absolutely.

[dagah]

If the second note from ¢, i.e. d, 1s prominent, then

it is said to be in diugadh-i rast. ¥Further if, in progressing

upwards, the note g is reached, or if A is reached downwards,

3

the melody will indubitably produce the effect of nawriz;
i T
if £§ is also used it becomes igfahdn; and if one goes

beyond g to a it becomes husayni.

In this case the name JUgdh is used when the melody both
begins and ends on 4, the second note [in relation to c].
Originally, indeed, the'[@elodid] progression in dUgéh may
only have been on the notes close to d, i.e. without reaching
the fourth from d, so that the impression proper to rast was
not transformed into that created by nawruz. Subseéuently,
however, artistic licence and daring led musicisns To extend
its range, with the result that all the melodies composed in

digdh-i rast have the effect of the above-mentioned pardas,

the only difference being that in those pardes it is
customary to begin on the highest note and to end on the
lowest, whereas in dugah d is both the initial and the final

6
note.
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4 Bguivalent to thagil al-mafridat, the term used for

the proslambanomenos of the systema teleion.

2 A fourth above the lowest note, or tonic, G, rast
being 42 G A BV ¢ 4 eFf £ g.

3 Both d ef f gand 4 BF ¢ d are 9 nawriz /1 25 3b
4/, while combined they form 37 nawriz /1 2F 3b 4/1 20
3b 4/,

4 da eb £ f# g is 11 igfahdn /1 26 3b 3 4/,
5 d ef £ g a is 18 husaynl /1 26 3b 4/7/, while

A B ¢ a4 ef £ g a is 48 husayni /1 2F 3b 4/1 2b
3b  4/m/.

6 In accordance with this description we may represent
digah as
75 dugah
- -
Y ~ '};" * /L#.:\I 'n 12
1 'l D [ ol ¥ v

in this and a number of further transcriptions the
position of the initial and final notes (here d) is not
indicated. It must be borne in mind that dUgdh does notv
have a fixed range: +the dots therefore indicate that
further notes from the parent scale 43 r3st G 4 BF ¢ 4
eb f g might be added. The dots fulfil the same Ffunction
below.
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[seeBh]

The case of gsegah 1s esnalogous. Thus when its range is

extended it sometimes gives the impression of ‘irdq if f# is
/I
not used; sometimes of igfahdnask if fi [br gﬁ] is used,
2
together with d, ¢, and Bb; and sometimes of [Ziréfkand—i}

5

kuchek if these three notes are omitted.

[chahérgéh]

chahargdh is also snalogous, except that the impression

it evokes is similar to that of rast. This is because of
the prominence accorded £, a fourth from c. As a result of

this consonant relationship ¢ is swiftly established [?s an

important noté] when chahargdh is heard, from which it follows
that other notes are perceived in relation to it, the cause
being nevertheless [?he prominence oi] f. The effect produced
is similar to that of r@st, especislly when ¢ often recurs.
However, should ¢ seldom recur, and d often (because of the
[?onsbnanﬁ] minor third relationship between f and d), then
the d will impress itself upon the listener when he hears

chahdrgah, and for this reason its notes will create an

effect corresponding to that of dugah, especially when 4 is
4 .

made the final note.

[penis]

panjgédh is again similar, except that the effect it

produces is even closer to that of r8st (the consonance of
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1 e £ gis2 /1 2F 36/, *irfq according to Qupb al-
Din. The form of the statement implies that ff was
frequently added, at least in 473 rast.

2 B ¢ a eF f gb g is 34 igfahBnak /1 26 36 4/

/1 28 3b 3P/. Considered in relation to 2 mode bHhe
units of which begin on BF and eP, the value of the
Ttheoretical notation g_c need not necessarily have been fi#,
which relates strictly bo the octave G - g. gb is a minor
third above eF.

3 ef £ gF g is 1 zirdfkand-i kiichek /1 2F 3b 35/
(see note 2).

From these remarks we may derive the notation

74 segdh
e )
_q:- L4

4 In 4% r8st G A BV ¢ 4 ebf £ g, c is prominent.

Hence the 'effect produced" by chah@rggh, based on the upper
tetrachord (¢ = f) and according prominence to £, will tend
to coincide with that of the lower tetrachord of rast. It
might be thought that d was sometimes made the final note in
order to avoid this resemblance; but if so one would expect
something similar to occur in panjgah.

We may notate chahirgdh as

75 chahdrgah

O
o
iy
N
g ¥

-
-»
-

1

[i %Y
-b
)



\=D8)

g and ¢ being more perfect than that of other notes),
especially when ¢ is made the final note; as is the custom

1
among present-day musicians.

It will be apparent from this discussion that in the
usage of a number of musicians "absolute" rast is also one
of the particular melodic movements in the scale (parda) of
£§§§.2 The same approach can be applied to other scales,

so that for each parda there may be a dugah, a segéh, a

chahdrgéh and a panjgsh. This, however, is not common

usage at the present time,

It is elso clear that if this approach is applied %o

the notes A, BF, ¢ and d considered in relation to G the
i

same forms, with the above names, will occur. However,

since it is customary in the parda rast to accord prominence

to ¢ - as will subsequently become apparent - [%he occurrence
of these forms in:] the positions Elescribed:] above render[_é

their occurrencé] here superfluous.

Another point is that in, for instance, the scale of

nawrtz the shu'ba digdh gives the impression of ‘irag; the

shu‘ba segdh that of "absolute'" rdst; the shu‘ba chahargah

that of nawrliz itself; while the ghu‘ba penjgah is not used

if G is made the final note, since the interval G - ab is

5

not consonant. Thus the ghu‘bas of rast enable us to

dispense with the shu‘bas of nawruz, and similarly with
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1 From this we may deduce

76 panjgah

panjgah thus corresponds o the upper pentachord of 43%
rast, giving prominence to the octave note, g.

2 Quib al-Din here makes a distinction between mode end
scale. Having pointed out that rist has in effect become

a parent scale from which various shu'bas are derived by giviz

prominence to successive degrees, he now underlines the fact

that the mode r@st also has characteristic features (at

least of prominence) which distinguish it from & mere absbtract

succession of notes.

mode
3 A purely theoreticel digression. snother/could

presumably be turned into a parent scale provided that the
derived scales conformed in intervallic structure to the
principles underlying the whole system (thus 54 buzurg G AP
B(F) ¢ el a e £t g would not be a possible parent scale)
However, as QuPb al-Din makes clear in the next passage, the
only scale thus used was 4% r@st G 4 BF ¢ 4 eF £ g.

4 T.e. it would be possible to bese digsdh, segih,

chehargah end panjgdh on the lower tetrachord also.

5 In 37 nawrlz G 4P Bb ¢ dF eb £ dfigdh will be ...4P
Bb ¢ ..., equivalent to 2 ‘irdq /1 2F 36/, or ... 4F Bb
¢ db..., equivalent to 10 *iragq /1 2F 3V 4/; segdh will
be ... Bb ¢ dab eb..., equivalent to 8 r&st /1 2 3 4/;
and chahdrgih will be ... ¢ dF eb £, equivalent to 9 nawriz

/1 2 3b 4/. In panjgih db would be prominent.
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1
those of ‘irag.

[z’éwli]

In segdh the final note may be d, lightly touched, or c,
in which case it is called z&wll; and since ¢ to eb
constitutes a group (Jam') according to the conditions which
define a group, it is not an error if we term zawli a parda,

2
in the same way as we termed the Bwizes pardas.

[rﬁ~yi ‘iréj}

If BP is made the final note [@f segéﬁl it is called

ri-yi *irdqg, snd there is even greater reason for considering

3

ri-yi ‘irag a parda.

Epakbi

rakbi is a particular melodic movement on the notes of

zirkesh husayni such that one begins from B and ends on G.
Iy

¢ is 1little used while B is prominent.

Emb arga‘ ]

mubarga‘ 1is derived from igfahdnak. It is characteriged

by the frequent recurrence of dF, and by the fact that the

range rarely extends beyond one or two notes on either side
of it. ¢ is the final note, or BF, briefly touched -

- although prectising musicilans may'be daring enough to draw

out this note.
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1 In 44 *irdag G &b BF ¢ aF eb £ g, dUgsh will

coincide with 8 rast /1 2 3V 4/; segdh with 9 nawriz
/1 2% 3b 4/; chahB3rgah with 10 *irdq /1 2F 3F 4/;
while db is agein prominent in panjgsh.

2 This mode has already been listed as
5 gawli + - . to

It is here thought of as ¢ a eF. Presumably, as with
segah, the range could be extended.

) Agaln, this mode has been listed as

0O ri-yi *ira " ]
10 2oy 24 T —

Here it is thought of as BF ¢ d eb. Quib al-Din’s remarks
underline the relationship between 10 ‘irdq /1 26 3% 4/
and the rast scale discussed in chapter 5. o

U zirkesh busayni is 19 G 4P Bb B ¢ d. One may
therefore represent rakbi as -

V7 rakbi

>

*

<]

&
ve

F £
1N bt ) b
> [ i

~®

2
L4

According to later writers raskbl consists essentially of the
notes G AP Bb, to which obthers could be added for embellish-
ment (Lazyin). It is not asmong the nine shu‘bas listed at
the beginning of this section.

5 igfahdnak is 34 G A BF ¢ aF eb eb. Hence mubargat
may be represented as ' ' ' '

78 mubarga’

“+ L
™ - P v
3 L T (A 20—5—7%N
|74 il

[]

.,
i
Ny

Although somewhat different, later accounts agree on the
importance of dF and ¢ in this mode.
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Eiglmakl

As Tor salmak, Hafi al-Din has suggested that it is
/l
Eﬁerived fro@] zankila, in spite of the fact that he counts

2
it among the Awédzes, which he does not consider to be pardas.

What he says is quite self-contradictory, and the example of

2

salmak given in his list bears no relation to zankula. In

fact, as may be ascertained from his own compositions and
from those of present-day artists, it is a particular melodic
movement in that parda [?.e. zankﬁlé] such that c¢ often
recurs while the [}ype and range oﬂ movement is similar to
that in mubarga‘. One then progresses from c¢ through
panjgadh, the final note being the final note of rast - i.e.
the ¢ of zankUla is assumed to be the g of rast, so that one

i
ends on the ¢ of rast.

[ngya snd shahndz|

With regard to mdya and shahndz, Safi al-Din has stated

that they are specific melodic movements. From his remarks

>
it is evident that they are not in sny particular parda,
for he states in the kitab al-adwar: "As for madya, it is an

ascending and descending movement; similarly shahnaz".
Also, in that the two are counted among the dwsdzes, what he
says here is self-contradictory, for the awazes are included

by him among the octave scales (adwdr). This is stated in

the kitidb al-adwar: "Some of the octave scales are called
avaz". Thus maya and shahndz should both be octazg gscales,

and as such would not be limited melodic movements. Nor is
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1 In the kitdb al-adwar (BM. MS. Or. 1%6, fol. 22v).

2 zenkila is a parda (or shadd). This is a curious
objection: Quib al-Din says nothing sgainst the previously

quoted identification of kardaniya (an 8wdz) with igfahan
(a shadd).

3 Not so: salmak is given by $afl al-Din as ¢ d e fi

g ab, notes present in 57 zanklla when transposed to the
17th fabagqa: 4 e ff g abf bF) ¢’ (4°). What lies
behind Quib al-Din’s objection here is probably the fact that
salmak is not an octave scale, i.e. that the notes of zankula,
when transposed, are not all to be found in it.

4 We may therefore notate salmak as
79 salmak
») ¥ —o T — ; —_) (<20
— 7 7t V) A 45‘7 .
;e ¥ Ld [

salmak, like rakbi, is not one of the nine shu‘bas listed at
the beginning of this section. For Jafi al-Din it is an awdz.

5 I.e. they cannot be related to (nor be considered derived
from) other modes in the way that dUgdh is related to rast
or rakbl to zirkesh husayni.

6 BM. MS. Or. 136, fol. 22v.
7 Ibid.

& However interesting Qupb a8l-Din’s arguments may be, they
are by no means logically sound. From "some octave scales
are called awaz" 1t does not follow that all 3wdzes are octave
scales. A limited melodic movement might also relate to an
octave scale, although one may presume from what Quib al-Din
says that modes thus characterigzed did not in fact occur in

practice.
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the real nature of this melodic movement apparent from tThe
way he represents them in his 1:‘Lst:/I this is contradicted
by all the well-known compositions in méys, by Hafi &l-Din
as well as by others, for they are without exception melodies
based on the notes of a pentachord species as shown in our
list.2 The same is true of shahnaz, although compositions
in this mode are few, for the reason alluded to.3 On the
basis of the above remarks we may count both of them smong

the groups (JjumG‘) and call them pardas.

There is much disagreement among practising musicians
over the shu‘bas and tarkibs because of their lack of
discernment. It may often happen, in accordance with usage,
that a particular melodic movement develops out of a.[?iveq]
scale (parda). If this should become a fixed form, they say
that it is a parda. They are confused about its true nature,
in spite of the fact that the tonic and the other notes are
the same E:zs in the parent scale] -~ all this because tThey
fail to distinguish essences from accilidents. The ordinary
musician, who has but little aptitude for differentiating
concepts, often makes mistakes of this kind. Investigation
[into such matteré] falls to another group of people:6 hence
if a practising musician should entertain doubts about some
of the ideas expressed in this mabhath he ought not to voice
his disagreement without first reflecting carefully, for it
may lack coherence. Each person has a rdle for which he is

fitted.
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1 This is rather unfair: Pafli al-Din at least suggests

a melodic contour in the way he notates shahndz - G A4F Bb
BF AF G. Quib al-Din provides no such information, and in
addition does no more than quote Hafi al-Din’s terse verbal
definition of the nature of the melodic movement involved,
and then only in order to criticize.

2 I.e. 23b wéya G Bb ¢ d. gafi al-Din gives miya as
23a G Bb ¢ eb f.

3 Quib al-Din lists shahndz as 24b ¢ AP Bb BF ¢ ab 4

Unfortunately there does not appear to be any previous
remark giving a reason for the paucity of compositions in
this mode.

4 Whereas Qulb &l-Din would term it a ghu‘ba. It would
seem that he maintains a distinction in general between
on the one hand pardas, awdzes, and tarkibs, all of which he

insists should be termed pardas, and on the other ghubas,
melodically limited derived forms. The four shu'bas he also
terms pardas are zawll and ruyi ‘iradq, with regard to which

no particular melodic feabures are mentloned; and mdya and
shahndz, which cannot be derived from already existing pardas.

5 The philosophical terminology is convenbtional. It
nevertheless brings out clearly the assumption that the
shu‘ bas, modes characterized by, in most cases, a specific

melodic movement, are secondary phenomena - incomplete
manifestations of the abstract scale embodying the notes
used in Them.

S L.e. philosopher-theorists such as Quib al-Din himself.



(- el

It should be realized that each mode possesses a
particular form that presents itself to the mind. In
cerbain circumstances this form 1s not attvained by [ﬁsing]
all the notes of the scale, although it may depend on this
for its perfect realizat:'uon./I The mode zankula is a case
in point: when ¢ often recurs and there is an ascending and
descending melodic progression on the notes c arF BF A
the charscteristic form of zankula becomes manifést,'
especially when e is itself added.2 9afil al-Din’s statement

identifying salmak with zankila relates only to this, E1

fact} which the above-mentioned objections do however take

5

into account.
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This last remark may be no more than a quibble - an
oblique reference to another philosophical commonplace,
the distinction between potential (bi *l-quwwa) and
actual (bi *1-fi¢l).

This description is well illustrated in the composition

from the durrat sl-taj transcribed in the following chapter,

[RE

See notes 2 and 3, p. 263.

This grudging admission means in fact that the only
valid objection (from Qufb &l-Din’s point of wview) that
may still be levelled against the identification is the
rather curious one aboul the difference in modal cabtegory.
The definition of zankUla given here is in effect virtually
identical with that of the first section of salmak (before
the. modulation into panjgadh).
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On the mixing of modes.
/l
Further remarks on well-known modes (magdmst).

It should be known that these groups (Jumi‘) and ghu‘bas
are interrelated, and that to pass from each one to another
related to it in the course of a composition is a source of
greater splendour and freshness. The relationship may be
[between modeél on the same base (markaz), i.e. the tonics
(mafriida) are at the same pitch level (}abaga) in both, or,
as will be indicated below, it may be [between modeé] on two
bases, i.e. there is an interval between the prominent notes
of each.2 In the latter case the appropriate position of
each, in relation to the other, may be above or below. One
example is the major third species rshawi with the pentachord
husayni, snother the major third specigs rahawl with the

tetrachord nawrliz: between the tonics of each is a fourth,
4
with rahawi above. Likewise with the combined groups

(Jumi4 murakkaba) established in the list. when an interval

is postulated between the tonics [bf each membe:ﬂ of these

and their[?espectivé] positions above and below are defined.

'or the sake of example we shall now indicate some of
these relationships. The others may be entrusted to the
ingenuity end insight of those who hsave delved into the

practical art.
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1 The use of the term magam here is of no particular
significance. It should not be considered merely another
equivalent of shadd, & narrower meaning which it acquires in

later treatises.

2 and 5 It would appear that in this passage no distinction
is maintained between the expressions "tonic" and
"prominent note".

4 4 rahawi /1 2F 3b 3/; 18 husayni /1 2F 3b  4/1/;
9 pawrtiz /1 26 3b 4/. ‘

Assuming the bonic of the lower unit to be (a conventional)
G, we may obtain from this description

80 huseyni//rdhawi

Py PR B L
{ l\‘ ' o o | 1
7/ N — v
h L4
81 nawrliz//rahawl
M U - B
¥ b, %) i og—__! '
A Ve r- ||
A |24 ||
5 The reference could be either forward, to the list given

in the following pages, or backward, to the list transcribed
in chapter 2. If the latter, Qujb al-Din could presumably
include in the term "combined groups" all scales exceeding a
fifth (30-72), since they may be analysed as unit combinations,
although it is more likely that the reference would be
specifically to 30 (segéh wa hijdzi), 31 (segdh wa husayni),
%8 (chahdrgdh wa Rijézl), and 39 (chahdrgdh wa isfahan).
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List of the relationships of pardas and shu‘bas:

Relationship on the same base:q
husayni rahawl
husaynl klichek
o
husaynl hijazl
husaynd nawriz
husayni bligalik

husayni igfahan
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1 1t may be assumed from the above reference to
combinations of species of third, fourth, and fifth that

the names which relate to both a unit and a combination of

units (usually an octave scale) denote in this and the

following list only the former. The assumption is confirmed
below by Qufb al-Din.

Entries marked by an asterisk are those in which the

relstive position of the constituent units is not absolutely
certain. They will be discussed below.

82 (18/4) X b v © % be he N
83 (18/1) 7 N VO B b %o
‘? 5 e 3 Ve
Y
&
84 (18/12) i ——_— —f———=
7 e v o = ho 5
85 (18/9) | N P L B

86 (18/6 or 14) g *

o

37 (18/11) ¥

-~

L

©




husayni

husaynI

busayni

igfahan

shahnaz

shahnag

buzurg

2/

c)

‘uzzal

rakbi

dugah

kichek

buzurg

maye



88

89

90

91

92

94

95

96

(273)

_ K
(18/22b) - e e 8
18/77) —

( /77)k H 1. b-' & !.? ].’ & i';: 4!6.

Py 'gl L e. s ra
(18/73)* T e e

o Fe—t——2 o —
(173 B e
(12/1) _4) pPY— L * . fo—Po—Fo——

c !F" *: o .\--
(12/73)* - [y —_— e E’Hi," T—

____*_-b_’_._‘. ® l '™

(24b/25b)  —g—He—br—bs e
(241/20) WM_A_%. O T T
(20/23D) I PR S b 0

o i) o e L hat
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UZUTE

buzurg

rahawl

rakbi

rakbi

nawruz

kichek

¢ 4 o=
lrad

rahawi

‘irag

dugah

igfahan

nawriz

igfahan



97

98

99

100

101

102

104

105

P of . . v \
(4/73)* e — —# .{‘, P L g#’.;,;
' #o ) = 'r‘ W‘ * P e -F'_“f#:ﬁj;‘_}:_—
(77/73)* =T
(77/11)* e e b : b —

(77/9)* _é d :) I:) o—be—%5 ; 5 s P+ e
(9/11) o . 0 5 T —
by B to DAL AT
b ) f . JA p—>
(1/74) s —be
- q
'5'0' fc -+
—0 P o ( o 1 I\
(2 or 10/74)*_~%° x bo —D @ Y TEA (T
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pijazl segah
busaynT maya
‘ushshégq rast
kiichek digah
nawriz digah
‘fushshag chahdrgah
igfahsn segdh

or

igfahanak segéah
zankula rahawl

It should be realized that these pardas also are the

1
smaller species (Jjumi‘~i gighdr).




H"l
s * "?’ 'F'o' ot e , +
106 (12/74)* 3§ —
i &
107 (18/23b) H—g—Fr—rr— = b -
8 or 16)
id Fo P 20 WY B
109 (1/73)F e e i
5 [*] ..”
% & s ¢ — ‘FT—f—(#;ﬁ—r,
110 (9/73)* i s
bl b.'e‘ ’F, -+
e T T Bl A , ~ PL
° ° o)
111 (5 or 13/75)* & —P s
h'l
i3 ' i TH 2 b . /\*,0'_’5');"_77"_
2 s T ] B R ]
112 (11/74) %
or
;}é:igz:ga v @ﬁ‘rf'lq‘"'
(Bh/7u)* f—Fe—t T 8 o 21

igfahan and igfahdnak are MS. variants.

15 (57/4)% e il —

1 I.e. species of third, fourth, and fifth, rather than
octave. ,
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Relationship on two bases:

below

navwriz

nawriz

husaynl

huseynt

‘ushshaq

B

interval between the

two bases

fourth

fourth

fifth

/]
three~quartertone

rifth

2
neubtral third

major third

above

rahawl

isgfahan

kichek

‘iragq

‘irag

bisalik
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L .
81 (9//1)  S—a— A ——
N H L o—
114 (9//11) 3 F—— R A —
51 * fo
115 (18//4) % 5 . o o
116 (18//2 or 10) fr—Fg—bot —° —f————F——"* i
1 Qutb al-Din gives here the ratio 10 9, i.e. a minor
whole-tone.
% o b ~ ’F' M \{.#‘n'.’) 3 =
117 (23b//73) 5  — Hn e - v
© —
0H e %
118 (23v//2 or 40)*:&: Po— o B P 90,1-’3 i —
2 Given as © : 5, a minor third. This will be discussed
below.
oy P . o—:ﬁ:e'—
119 (5 or 15//4F6 e P " —l o - T —

6 or 14)
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husayni fifth busallk

nawruz three-quartertone tirdg

rahawvi three-quartertone chahdrgzh
/i

These two relationships are approximate. The progressions

are common ones.

‘irag neutral third kuchek
2
‘irag neutral third husayni

Now that these relationships have been made clear, it
should be realized that some of the best-known modes (magémat)

consist of such combinations (tarkibs): dlgah wa hijszl

for example, which begins and ends with dugdh and has a
4.
central section in bhijazi; digdh wa rahawl, which begins

in dugdh, has a central section in buzurg, and ends in
rahawi. ; and humdyun, which begins in zankUla and ends in
6

rahawi.

The well-known modes (magémﬁt), in the usage of present-

day musicians, are confines to the pardas, shu‘bas, and

tarkibs which we have set forth.
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La L b o ¥
120 (18//6 or 14) .7 g, e 9 o A
_13{1 & o
. 'i;n‘\
121 (9//2 or 10) e —gr—po—2 R N S P
.{;a & A&o .'%:9 o _;;a 3 (# :) ? L]
122 (4//75)* ZF B " a4
e
1 - I.e. the three-quartertone is given as 16 : 15, the

ratio equivalent estabiished by pafi al-Din for category
J intervals.

- . - — b Ts
12% (2 or 10//1)_§7 P e‘h ) ho—->2 ‘
S v

*
; : : R
124 (2 or 10//18) VS G- . o © Y2
\U" L4 L
2 Given in both cases as 5 : 4.
5 The meaning of tarkiQ here evidently differs somewhat

from the particular sense accorded the related term
murakkap in the kitab al-adwar.

4 This may be notated as : h
. - : o .f’.“ G—C}Fh u) o E“ :{%': 2 .P}«-.- Lfg" i L’YF- %f)
125 (73/12/73)* f—TH—= _— T =
"V s G
5 This may be notated as
T W o dre € A
126 (73/20/4)* e L= /) SV 7 e o e e
. J-\ ¢ ,,#
\J ey
6 From this brief description hum@yln cannot be

distinguished from a combination given above, 113 (57/4)%.
One may also note the similarity between 125 and 93 (12/73)*.

JR——— ez e ey e

S . S i~ S S R S Mot

N
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The first part of the first mabhath, an examination of
the criteria according to which the modes are assigned to
the various categories, is in the main self-explanatory. As
various points of difficulty have been dealt with in the
notes, no further discussion of this section seems necessary

here.

Of far greater importance for the present study is the
following section. In conjunction with the description of
the shu‘bas it contains we may also examine pafi al-Din’s

definitions of midya, shahnadz and salmak. 4s the name implies,

the shu‘bas were held by Quib al-Din to be derived from
already existing modes, scales and units. Further, they are
stated to be characterized by particular melodic J‘.‘eerbures.(l
They may therefore be btaken to represent & second type of
modal development, quite different to that already examined,
and which we mey for the moment term development by
functional specialization. However, it is clear thalt the

degrees and methods of specialigation are by no means uniform,.

and a distinction may be drawn at once between a group

1 as has been seen, exceptions to these statements, in
varying. degrees, are provided by maya, shahndz, zawll and
ru-yi *irdq.
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conslsting of dugah, segdh, chshargdh end panjgdh, together

with the apparently related ghu‘bas ziwli and rli-yi ‘iriqg,

and the rest.

73 digéh, 74 segéh, 75 chahargéh and 76 panjgsh all

relate to 43 rast G A B ¢ d eb f g, and are derived
by according prominence té successi#e degrees of that scale,
starting from the fourth. Bub, as Quib al-Din makes apparent,
the feature of prominence alone is not sufficient to
distinguish them from other modes, especially when their
range 1s extended beyond the original nucleus of four or
five notes. Theilr autonomy is ensured by defining the final
note in addition to the prominent note and, in the case of
73 dugah, the initial note as well./I

They are not, however, unique in possessing such modal
characteristics. In arguing against the separation of Zwadzes

and pardas Quib al-Din states that in the dwizes, with the

exception of 34 igfahénak and 60 mubpayyir husayni, the

highest note is initial, while in the pardas, with the
exception of 48 husayni and 25b higér, it is not. Further,
when discussing 7% dugah, he remarks that in 37 nawriz, 66
igfahdn, and husayni (sll three being termed pardas), the

highest note is initial and the lowest note final. Ignoring

1 In chah@rgah and panjgah even this would appear to have
been hardly sufficient: <The latter is barely diffeventiated
from rast itself, while the former is sbated_to be either
like rast or, with d as final note, like dugah.
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the contradiction involved, it will be seen thabt we have

here explicit statements on the position of the initial npte
(the highest) for a number of non-shu‘bas, and on the position‘
of the final note (the lowest) for three; in addition, it
would appear from the first remark that in most pardas the
highest note was not initial, and as it would be curious to
find in practice & situation where only one specific note was
thus excluded, it may reasonably be assumed that in these
pardas too the initial note was defined positively, being
presumably either the lowest or some other prominent note.
Thus it would appear that the degree of melodic specialization

in 7% digsdh, 74 segdh, 75 chahargih and 76 panigih was not

significantly greater than that found in most non-ghu'bas.
With reference to these four, therefore, no particular
significance should be attached to Qupb al-Din?s introductory
definition in Tterms of "specific melodic movement": we may
remember that in the course of discussing them he concedes
that 4% rast itself could be described in exactly the same
way - in other words that there is no significant variation
in the extent of melodic specialization between 45 rast and

the shu*bas derived from it.

These may also include 3% zawll and 10 riyl *irdqg. Quib

al-Din relates both to 74 segBh, and they are similarly
defined by the position of the final note. Although both
are included in the list of species, being counsidered species

of third and fourth respectively, it is likely that, as with
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/]
the others, the range could be extended, in which case

a distinction should probably be drawn between the shu‘ba

ri-yi ‘irdgq and the unit 10 ri-yi ‘iraq /1 2 36 4/
2 _

considered as an element of combinations.

From Qupb al-Din’s remarks 1t would appear that 73 dugih
and 74 segdh had acquired a greater degree of independence

from The parent scale 43 rast than 75 chahirgah and 76

panjgdh. The suggestion of a progressive development is
borne out by the relative frequencies of occurrence of these
shu‘bas in the combinations listed in the second mabhath:

dligah appears 11 times, segih 4, chahargdh twice, while

panjgah does not appear at all. In Qupb al-Din’s day,
therefore, panjgah may have been a relatively recent addition.
4 century later it would seem to0 have become reasonably well

2
established, for two forms are reported.

The remaining shu’bas are 77 rskbi, 78 mubarga‘, 79
salmak, 2% miya and 24 shahnaz. Qupb al-Din makes specific
statements about melodic movement only for the first three

of these; and if we except the second part of79 salmak (the

1 Although this is not mentioned in later treatises.

2 ru-yi ‘irdq appears in the composition transcribed from
the durrat al-taj in the following chapter. Unfortunately
it 15 Testricted to one brief phrase, ef d ¢ BF, from
winich nothing can be inferred as to any characteristic
features it may have possessed (apart from the position of
BF as final note).

% By ¢ibd al-Qadir (Bodleian MS. Marsh 282, fol. 51).
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modulation into panjedh) they show a considerable degree of
similarity in structure: in each case a prominent note
furnishes a centre of gravity sround which the melody
revolves, and from which it is rarely more than two notes
distant. It may be added that his suppositions about the
original form of 75 digah suggest that the melodic movement
was of the same type in this shu‘ba too. If we consider all

four together

77 rakbi G) & B B ¢ 4

78 mubargat! G ALF) Bb ¢ dF eb eb

79 salmak G) A BV ¢ aF e (£
73 digdh cee ) BF e a4 e £ (...

it will be seen that certain common features emerge: neutral
intervals preponderate within the central cluster; taking
the pivotal prominent note as a juncture between hypothetical
units, in no case would these be parallel; in three of The
four modes the intervals flanking the pivotal note are the
same. These features mey be related. ‘The lack of parallelism
(resulting from Zalzalian combinations or pseudo-combinations
where no whole-tone adjoins the pivotal note) may have
prompted the search for another kind of balance, and the
partial mirror symmetry furnished by the identical flanking
intervals could have provided such balance. Such considera-
tions may help to explain how the particular melodic shape

of these modes emerged, although they offer no answer to the

question of why, in rakbl and mubarga‘, B and dF respectively
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became prominent.

Thus far we have taken only the first secticn of 79
salmak into account. Viewed as a whole, however, this mode
is of a somewhat different pattern: it is a fixed combination
of two elements at the same pitch level. Further, it may
be considered a secondary derived form, for it is based in
part on anobther shu‘ba, 76 panjgah, while in addition the
first section relates to a mode already possessing "particular
melodic features". Nelther of these aspects is mentioned by
pafi al-Din, nor could they be inferred from his notation of
79 salmek as ¢ d e ff g ab; and were it not for Qutb
al-Din's description one would'be inclined to dismiss his
identification of salmsk with 57 gzankila as an irritating
academic digression having no bearing whatever on practice.
If, for ease of comparison, we btranspose pafi al-Din’s
version down a fifth (F G A BF ¢ dabf), it will however
be seen that it contains all but‘one of the notes in the
central cluster (A - e) in the first section of Quib al-Din’s

version

G I R S I -
LA 4 !) r i 4 [+] b

79 1P %, 9O
b

The presence of the F in the earlier form suggests the
possibility of development by assimilation (F G 4 BbP ¢
f———PF ¢ 4 B ¢ aF e——> G A BF c dF e
— 5y zankﬁlg),.with the ending in panjgdh being added
later, perhaps in order to safeguard the threatened indepen-—

dence of the mode. It may be added that thé descent through
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panjgdh provides partial parallelism, the octave £ - F
coinciding in intervallic structure with 64 G A BF ¢ 4

ef £t g

In discussing méaya and shahnéz Qupb al-Din unfortunately
seems more concerned with criticizing his predecessor’s
versions than with saying anything positive about their
melodic structure. It has already been suggested in the
comments on 24 shahndz that the specific melodic form
represented by Jafi al-Din as G 4 Bb BV AP G gradually
came to be felt too restricted, and thét there emerged in
consequence the more extended form known to Quib al-Din,
24b G AP Bb BV ¢ 4dF d. It should however be admitted
that, viewed, against the structural norms found elsewhere in
the modal system, such a development is somewhalt unexpected:
parallelism occurs not at the fourth but at the neutral
third, and there is in addition no other example of a
functionally specialized form being expanded by repetition
at another pitch level. One would expect, rather, that if
an extension of the range was felt desirable this would be
effected by incorporating additional notes from the related
unit 25 /1 2 3b 3% 4§ 5/, or by a process of combination
with another ﬁnit; Ih fact, the former type of development
is attested lai:e:::‘,/I while the form known to Quib al-Din

appears to have been swiftly abandoned.

1 By al-IL&dhiqi (BM. MS. Or. 6629, fol. 56).
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pafi al-Din’s remark about "ascending and descending"

" melodic movement is the only hint we have as to the nature
of the specialization characteristic of maya. It is
interesting to note, however, that while Pafi al-Din lists
mdya as G Bb ¢ eb £, Qupb al-Din is quite adamant in
maintaining %hat thé range is no more than a fifth. The
change may perhaps be viewed as an assimilation, the range
of the other shu‘bas (or the melodically most significant
perts of them) being a fifth or less. We may remember thatb
Qubb al-Din stresses the difference between octave scales
and modes definable primarily in terms of functional
specialization, and there mey well have been a direct
correlation between range and the degree of melodic
definition. It is thus possible that Pafi al-Din has given
us a maximal version of maya (analogous to his account of
57 zankila) containing more notes than the performer

hebitually employed.
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With regard to the material contained in the second
mabhath, it may be advisable to consider first the list of
"relationships on two bases" (pp. 278-281), for the resulting
Juxtapositions of units are similar in type to those
occurring in the fixed octave scales; indeed, they are
exactly comparable in the five combinations the constituent
units of which are a fourth or a fifth apart. Quib al-Din's
use of the term tarkib, combination, suggests in this context
something less unified or integrated than the octave scales:
it might be thought that in practice the two units would not
form an entity distinguishable from the sum of its parts,
and that by comparison with the octave scaeles there would be
greater emphasis on developing separately the melodic
possibilities of each unit, thus rendering intervallic
relationships between the two units of correspondingly
lesser significance. It would follow from this that one
might not expect to find in these combinations strict
conformity with the patterns of unit distribution and the
norms of consonance observable in the octave scales. In The
event, however tenuous the link between the two units may
have been in terms of melodic utilization, +these combinations

criteria
fail to present us with what, according to the/previously
adopted, would be considered dissonant unit Jjuxtapositions.
Considered purely as a& sequence of intervals, 120 husayni//
(6) blsalik is identical with a previously established octave
scale, 47 hussyni G AP Bb ¢ 4 epr £ g, while 114

nawrliz//isfahdn similarly colncides with the section G - £,
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and 81 nawrlz//rahawi with the section G - e, of the octave
/‘
scale 67 igfahdn ¢ AF Bb ¢ dF eb e £ g. 115

husayni//kiichek contains ﬁirtualiy the same units as 36
2
klUchek-i temdm G AF Bb ¢ df eb eb, but with parallelism

at the fifth, not the fourth. (117 miys//dGgih will be

discussed later, as will all the other combinations marked
as doubtful.) If we take into account only consonances

between the units, i.e. in 115 husayni//kiichek

1
1
— 'lt;o b J{'ﬁ
z e 9 I d
[] Ll 1l e [

P i
L/

G -d, AV - eb, Bb - Ff, ¢ - £, but not ¢ - ¢, it will be
seen that the consonance ralbios in the above four combinations

are: 120 husayni//6 buisalik, © : 1; 114 nawrlz//igfahan,

5 : 1; 81 nawriz//rZhawil, % : 1; and 115 husayni//klchelk,

4 : 1. The alternative form of 120, husayni//14 bisallik,

has a 7 : 1 consonance ratj.o.5 It will therefore be seen

that all four are on a level of consonance comparable to

that observable in the (mainly octave) fixed scales previously

examined.

1 These statements should not be taken to imply any
identity of melodic potential. In this respect 81 nawriz//
rahaw1 will obviously be quite different from 67 igfahan.

2 The former has 18 hus"1%1 /1 2F 3b  4/m/, the labter
the related 9 nowrliz / :

5 The comparatively high ratlos such ags 6 : 1 and 7 : 1
result from the 1nclu510n of consonances (e.g. ¢ — g as
well as G - ¢) nobt counted previously, but which cannot
here be taken for granted.
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4 similar picture is presented by the other five non-

doubtful combinations "on two basesg".

A8 the intervening
intervals in these are all smaller than in the above
combinations, the units overlap to a greater or lesser
extent. Where they do, they may perhaps be better thought
of as being superimposed, rather than as occupylng discrete
positions in tonal space. In addition to degrees of
consonance we may therefore speak of degrees of identity and ,
in assessing the congonance/identity ratio of these combina-

tions, take into account the number of notes they have in

common. Thus in 116 husayni//(10) *irig
a__| A
1 £  P———— 2 N P S

o — — | ——

4 l___________.__....—--—-—————"—————_—| -

the units have three notes in common while the G, which has
no corresponding note, stands in a consonant relationship
with ¢ in the other unit. To d, however, corresponds db,
a (horigontally) "dissonant" relationship which may be

considered the equivalent of the (vertically) "dissonant"
unattached note, although two notes are in fact involved.
Thus according to these criteria the consonance/identity
1e

ratio of this combination is 4 In other cases & notbte

which cannot be related in
note in the other unit may
uncounted) if it stands in
note in the same unit, and

consonance/identity ratios

in consequence:

either of the above ways to a

be considered neutral (and remsin

a consonant relationship with a
unattached if it does not. The

of these five combinations are
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116 husayni//2 ‘irdg, 4 : 0; lhusayni//10 'irdg, 4 : 1
119 ‘*ushshéq//busalik - 5//6, 5 : 0; 5//14, 6 : 0;

13//6, 6 : QO3 13//14, 7 :+ O
121 nawriz//*irdq, 4 : O

123 2 *irdg//kichek, 4 : 0; 10 *irdq//kiichek, 5 : O

124 2 *irdqg//husayni, 5 : 0; 10 *irdq//pusayni, 6 : O

These figures are not exactly comparable to those arrived

at in evaluating the relative degrees of consonance among

the octave scales, but if we consider identity the equivalent
of parallelism thes situation they reflect evidently is.

This emerges quite clearly if we superimpose the units

concerned, giving

M6 ¢ A& B ¢ dor G AF Bb ¢ a/ab
M9 ¢ A B ¢ d eorG A B ¢ a e rf
121 G AP B cor G AF Bb ¢ dab

2% ¢ &b BF ¢ aF 4 |

24 ¢ AP BV ¢ ab eF £

Features such as the sequence dF eF f£f in 124 only appear
vnusual because of tThe arbitrarj no%ation from G (in practice
one would probably find BF ¢ d eF £ g a), and because

no reference has been made to the pbsition of the prominent
notes. In 121 and the first alternatives of 116 and 119

these provide the only means of distinguishing the combination

from part of an existing octave scale.

Within the larger class of combinations "on one base"
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there are 16 (82-88, 92, 94-98, 103, 107 and 108) to be
considered if we sgain disregard those marked doubtful.

Here 1t will be simpler to speak only of degrees of identity,
i.e. of the extent to which the notes of one unit are the
same as, orclash with, those of the other. The following

categories may, for the sake of convenience, be distinguished:

1 the unit with the lesser range coincides with the

corresponding section of the other
85 /G AF B ¢ 4/, /G iP Bb </

28, one unit omits one note occurring in the other but

otherwise coincides with it

10% /¢ 4 Bb e/, /G L B B c/
107 /¢ A B ¢ 4/, /G Bb ¢ a/

2b the unit with the lesser range contains one note not
found in the corresponding section of the other but

otherwise coincides with it

82 /¢ AV Bb ¢ &/, /G AP Bb B/

8% /¢ 46 Bb ¢ a/, /¢ &b Bb B/

87 /6 AV Bb ¢ &/, /G AP Bb B ¢/

97 /6 &6 B(F) ¢ ct a/, /& AP Bb B/

2¢ within the area common tvo both the units differ in one

note (there is one "dissonant" relationship)

84 /¢ AV B ¢ a/, /& &P B ¢/
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86 /G AP Bb ¢ da/, /G Ab Bb ¢/ or /G Ab Bb

88 /G AP B ¢ 4/, /G A B ¢ &/

98 /o AF B(b) ¢ cf a/, /& AF BF/ or /G 4B
BF o/

08 /6 A B ¢/ or /G A B ¢ &/, /G A BF c/
or /G A BF ¢ 4/

within the area common to both the units differ in one

N

note and one unit contains a note not matched in the other

%2 /¢ AP B ¢/, /G A} Bb B/
94 /G AV Bb BV ¢ avt &/, /G AP Bb BV cf a/

4  combinations with a legser degree of identity

95 /G AP Bb BV ¢ ab &/, /G ABP B(F) ¢ cH a/
9 /G AF B(F) ¢ i 4/, /G Bb ¢ da/

Here a combination in which one unit contains, say, B and

the other Bb and BF is held to comprise one "dissonant"”
relationshilp snd one note not common to both units;
alternatively it would be posgssible to spesk of two "dissonant!

relationships: +the category sequence would not be affected.

In comparing this sequence with the degrees of consonance
established for the fixed scales, it would appear reasonable
to consider category 1 roughly equivalent to scales
containing no unattached notes; 2 to scales contalning one;

5 to scales containing two; and 4 to scales containing more
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1

than two unattached notes. It therefore follows that the
type of unit combination characteristic of the consonant
octbave scales also seems to prevail in all bub two (those of
group 4) of these combinations, so that they appear to
provide yet another illustration of the preference for
parallel structures (identity being parallelism at the
unison). This evidence is of particular velue, for it is
above all in the combinations "on one base" that one might
have expected To encounter a number of more unusual unit
Juxtapositions: owing to the fact that it is not possible
to reduplicate the same unit, as is done in pearallel
tetrachord scales, complete identity is in any case excluded,
and it would further be naturel to find this necessary
differentiation of the two units reinforced through contrast.
On occasion, no doubt, the desire for contrast was felt,
leading to the creabtion of somewhat "dissonant!" examples:
Qutb al-Din suggests as much(when he speaks of leaving other
combinations to the experts.a But his wording suggests
equally that the "consonant" combinations he lists were the

ones most commonly employed. Furthermore, we may note that

1 There is no equivalent to the grading achieved by the
consonant interval count for fixed scales since the
corresponding feature here, the number of common notes, or
unisons, will also vary with the range of the units
concerned.

2 D. 268.

Cf. also the final remark (p. 280): "the well-known
nodes ... are confined to the pardas, shu‘bas and tarkibs
which we have set forth".

A\
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the combinatory pattern most frequently found among them is
one in which the units colncide in all but one note within
the area common to both, so that the extent of the
differentiation is reduced to a minimum.q

With this in mind we may turn to the combinations marked
doubtful. The reason for so marking them is that, as a
result of Quib al-Din*gs failing to distinguish between the
terms "tonic® a%d"prominent note" in the introduction to the
second mggg§§g3L two or three versions of each are in theory
possible. In the units occurring in the combinations already
examined the tonic (or lowest note) is always a prominent
note and sometimes the only one, so that it provides the
obvious base; but if we take, say, 73 dligah, it will be
seen that there are three notes that could furnish the '"base':
G, the tonic of 45 rast, the mode from which dUgdh is derived;
¢, the note on which it properly begins; and d, its prominent
note. However, since tine previous discussion has established
the validity of known patterns of unit disbtribution for this
section of the modal system, we may accordingly expect that
combinations containing digah should also conform to them,
and this can only occur if the third possibility, the

prominent note 4, is taken asthe "base”. Two examples may

1 The combination of G 4% Bb ¢ (3) and G AF Bb B (c)
occurs three times, while the note series /1 2F 3b 3 &4
(5) or (4% 5)/ arises from superimposing the units. in no
less than seven combinations.

2 p. 268.



suffice in demonstration. With G as "base" 91 igfahan/dugah

would be /G AV B B ¢/, /(G A) BF ¢ 4 eb £ .../,
which with two dissonant relabtionships and one note not
common to both units belongs to category 4. With ¢ as '"basge"
it would be /¢ daF eb e £/, /...BF c A eF £ .../,
which also belongs to category 4. With d as "base", however,

we have
/a eb £ £ g/, /... BFb ¢ A eF T ((FF) g ...)/
which belongs to category 1.

Similarly 93 hijdzi/dlgah is with G as "base" /G AP B

c/y /(G A) BV ¢ d eF f .../, category %; with ¢ as
"base" /¢ dF e £/, /ee. BF ¢ 4 eF f .../, also

category %; and with d as "base"
| /a eb f£¥ g/, /oo BF ¢ a eb £ () g ...)/,

category 2.

With d as "base'" the distribution among the four
categories of the combinations with 73 digah (100 rakbi/

dugsh excepbed) is:

41 90 husaynI/dGgBh /4 eb £ g af, /..BF c d eb £ (fhHg a)
941 igfehin/dlgsh /4 eF £ £ g/, /..BF ¢ d &b £ (&) g ay
99 rBhawi/dtgdh /4 eb £ £l/, /..Bb c a eb £ ((£h) g..)/
110 newrtz/digdh /4 eb £ g/, /..Bb ¢ d eF £ ((£}) g..)/

2 93 . hijBzi/dligdh /4 eb f¥ g/, /..BP c & eb £ ((f¥) g..)/
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109 klUchek/digah /a4 eb £ f£i/, /..BF c d &b £ ((£¥) g..)/

3 117 mays//dugah /G Bb ¢ 4/, /(G A) BV ¢ d eF f../

4 no example

If we accept that 4 is the "base" for the combinastions
with dlUgah, it follows that el will be the "base" for those

with segsdh, and £ for those with chahargah. We will therefore

have, arranged according to category:

1 104 klUchek/segdh /eb £ b g/, /..c d eb £ (gb) g../

105 2 *irdg/segdh Jeb T g/, /..c d eb f (fﬁ/gﬁ) g/
: 1
112 igfahdnak/segéh /BF ¢ d eb £ gb g/,

J(BF) ¢ a eF £ (gF) g../

2 105 10 ‘irdqg/segéh /eb £ g ab/, /..c d eb £ (£i/gP) g GV
111 ‘ushshéq/chahérgah /T g a Db (e¢)/,

Je.c A eb £ (g a 5% c)/

5 106 hijazi/segdh /eb £ gt &b/, /..c d eF £(@EH/gP) g (&Y
112 igfahdn/segdh Jeb £ gb gi a%/,/..c a &b £ b)) g (ay
122 réhawi//chahﬁrgéh /eb T eb gt/,/..c d eb £ (g a)/

4 no example

Both posgsibilities have been included for 105 and 112.

For 112, igfahdnak/segdh (cabtegory 1) seems the far more

likely alternative. If igfahan/segdh did in fact occur it

is just conceivable that the note sequence ef £ f§ g ab

(/1 25 3bb 3b 4/) was used as an approximation to
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11 igfahdn /1 26 3b % 4/, in which case bthis combination
would belong to category 2. Again, if gb was admissible as

a variant of the optional ¥ in chahBrgdh as well as in segdh

122 r3hawil//chahfzgdh would also belong to category 2 rather

than 3.

Before passing on to the remaining combinations marked
doubtful we may consider here the four scales previously
listed by Quib al-Din and given compound names in which

segdh and chahargdh figure. Qupb al-Din notates them as:

30 (segdh wa hijdzi) G AP B ¢ 4 eb

51 (segBh wa husayni) G AP Bb ¢ a &b

33 (chahd@rgdh wa Dijszi) G AP B ¢ 4 eF ¢

A B B e a4 eF f

o)

39 (chah3rgdh wa isfahdn)

The names suggest the possibility that these forms might Dbe
compressed notations of combinations "on two bases™.

According to the method used above these would appear as:

1 ) 12 Tt f
Z0 q ” %. » .;F:
1 Fo——+ ’ ‘.-"
o - ¢ ]
' F—b—* — Loy
31 $—o0 i
¢
H &;ﬁ. . %0 P T
ry o B M
4& py ¥ ¢ "
38 d IL
A ’
il p ; Ve L f
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But if they were in fact combinations of this nature it is
not at all clear why tThey were listed together with the fixed
scales. I'requency of occurrence might be put forward as a
reason, but in that case one would have expected to find in
the same list a number of combinations with digéh, which
appears Lo have been far more popular then either segdh or

chahdrgah. Further, as combinations "on two bases!" the above

are unususal in the size of the intervals (neutral sixth snd
minor seventh) between the "bases", and, consequently, in
the negligible degree of overlap between the two units. It
would therefore appear likely that they do properly belong

to the corpus of fixed scales: all have partial or incipient
parallelism at the f£ifth, and may perhaps be considered

restricted forms related to already existing octave scales

(60 mupayyir huseaynI G &F Bb ¢ d eF £ g, 61 mupayyir
zirkesh G AP Bb B ¢ 4 eFf £ g, and 62 nihuft G AP B
c 4 e £ g). We may remember also that the form of the
heading ("has no name ... it may be called .. is the same
in all four cases, and - apart from making it virtually
certain that these modes were not of frequent occurrence -
suggests that the titles may be no more than convenient
captions giving some indication of the intervallic structure

and at The same time of the position of the prominent notes.

Of the other combinations to be considered four include
77 rekbi. In 7% digah it was possible to establish That it

is d, the prominent (and final) note, that furnishes the
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"base". By the same criteria we may establish that in rakbi
the note in question is G, the final note and tonic of the
species from which rakbi is derived, rather than B, the
prominent note. (Teking B as "base" and considering for
present purposes the notes occurring in rakbi, G AP Bb B
¢ d, as a simple sequence without particular melodic

properties, it will be seen that rakbi/dlgah (with rakbi

transposed up a minor third to make the two'bases"coincide)
becomes /Bb cb ab a eb £/, /o.. BV ¢ a eF £ .../,
belonging to categbry 4. With G as "pase", however, this
combination (with rakbi transposed up a fifth) becomes

/& eb £ £ g a/, /... BF c 4 eﬁ £ () g5 a)/,

belonging to catbegory 1.)
We have therefore according to category

1 100 rakbi/dlgah /aeb £ th g a/y,/..BF cdeb £ ((£Hg o)y

101 rakbi/isfahdn /G AP B B ¢ &/, /G AV B B c/

2 89 husayni/rakbi /G AP BV ¢ 4/, /G AP B B ¢ 4/

102 rakbi/nawriz /G AP BV B ¢ 4/, /G AP Bb of
5 and 4 no examples

With regard to 113 zankUla/rahawi 1t should be remarked

that the lack of further combinations containing zanklla

renders the choice more problematical. WNevertheless, in this
case 1t is evidently preferable to take the pivotal prominent
note ¢ as the "base" for zankula, rather than G¢. The former

results in
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11% gankila/réhawi /(G) A BV ¢ ab e (£)/,
| /o ab eb e/

belonging to category 2, and the latter in /(G) A BF ¢ dab
e (£)/, /G Ab Bb B/, category 4. Further evidence in
support of this interpretation is provided by the fact that
there is no example elsewhere of the Jjuxbtaposition of /1 2

35 4/ and /1 2% 3b 3/, while /1 2F 3 4/ combines with

/1 26 3b 3/ in %% r3hawi-yi temdm G 4F B ¢ ab eb e.

The one remaining doubtful combination presents a rather

different problem. In 118 mdya//‘ iradq the interval between

the two units is stated by Quib al-Din to be 6 : 5, and one’s
first reaction ig to accept this figure at face value.
However, with the unitgs a minor third apart the combination
becomes /G Bb ¢ da/, /Bb P dF (eF)/, which belongs to
category 3 bubt nevertheless appears rather odd: cb occurs
nowhere else, and in addition one would expect ‘irag to
begin on BF rather than Bb.q Now, we have seen bthat the
equal parté into which the neutral third divides the fifth

were interpreted as 5 : 4 and © : 5, and that while the

interval of a neutral third was usually given the former

ratio, the latter also occurs on occasion. If therefore
1 If *ir3q is taken from BF, with the units kept a minor

third apart, we will have /G¥ B/ c¥ d-’p/Z /B ¢ a (eb)/,
which looks even odder, since G¥, cf and 4% occur nowhere
else.

2 Beg. in the ratio definition of 1 zirafkand-i kuchek.
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we interpret the © : 5 ratio here as designating a neutral
and not a minor third we will heave the far more satisfactory

/G B ¢ a/, /B ¢ a (eb)/ (category 2).

In the concluding passage of the second mabhath Qufb
8l1-Din mentions another three combinations which are stated
to be well-known. Since it is not made clear whether they
are on one "base" or two (or in one case three), these should
also be considered doubtful. It would nevertheless seem
reasonable to suppose them to be on one Ybase", for the
resulting unit Juxtapositions are similar to those examined
above. One indeed sppears to be identical: humdyin is said
to "begin in zanklla and end in rahawil", a description thatb

could eqgually well be applied to 11% zankila/réhawli. Whether

or not the two did in fact coincide in practice cannot
unfortunately be determined from this one brief remark.
(Later accounts of humdytin also relate it to gzanklla and
raghawi, but it is difficult to draw any positive conclusions
from them.)q It may be noted that for Qupb al-Din the
structure of humgyun would appear ™ have been of the same
type as that of 79 salmak, both consisting of fixed

combinations (presumably on one "base"), and both having in

addition 57 gzankila as their first element.

1 ¢ Abd 8l-Q3dir gives the notes G A BF ¢ db eb f,
which coincide with zanklla from G to dF, but can only be
associated with 32 rahawi, which Qufb al-Din does not recog-
nize. The form listed Dy al-Ladhiql is ¢ dF ¢ ab £ e
ab ¢ a ab (2 or c) ¢ B ¢, which relates to the upper
Getrachord of zankila and a later development of rahawi.
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Of the others 125 digdh wa hijdzi, being in effect

digah/hijazi/dugdh, seems to be no more than an extension

of 9% hijdzi/dugsh. 126 dligdh/buzurg/rdhawi on the other

hand is of considerable interest, for it demonstrates that
more than two units could be combined in a standard sequence.
Although it is impossible to generalize from an isolated
example, it may be remarked that this particular sequence
(given that all three units are on the one "base") does not
show a progressive departiure from the first unit. In fact,
rahawi is closer to dugah in terms of ldentity than is
buzurg, and thus may have given the impression of a partial

returil.

If we accept all the above versions of the'"doubtful"
combinations it follows that 80-126 constitute a group in

which, mutatis mutandis, the same standards of consonance

(or consonance/identity) seem to obtain as in the fixed
scales 30-72. Hence one might expect to find among them

similar patterns of unit distribution also.

For the sake of comparison, such patterns may be shown
graphically, as before. The following diagram represents

all the combinations at the fourth, fifth, and unison. In
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addition to units shown in previous disgrams it therefore

includes the ghu'‘bas 73 digah, 74 segdh, 75 chahirgsh,

77 rakbl, 23b méya and 24b shehndz. As Qufb al-Din points
out, the first three of these tend to coincide with 9 nawriz
/1 2 3b 4/, 2 tirsg /1 2 36/, ond 8 rdst /1 2 3b 4/
respeétivély:q thus they may.be éntered at the same poihts
as these units while being distinguished by name. 77 rakbi,

which similarly aligns itself with 19 zirkesh husayni /1 2b

3b 3 4/7/, is in consequence entered at the same point as
11 igfahdn /1 2 3b 3 4/, and is also distinguished by

name. 24b shahndz is given as a reduplication of /1 2b 3b 3W.

Combinations on one "base" are separated by a single

2
stroke, and where confusion could result by a comma; Those
on two "bases" are separated by a double stroke.

1 In digah we have on either side of the melodic fulcrum

/M 2574 4/ A B ¢ dand a eb £ g. /1 2F 3b/
occurs above the corresponding note in segdh (eb £ . g),.and
the related /1 2F 35 4/ below (BF ¢ d eb). There is
no evidence that the area above the prominent. note in
chahargdh was of comparable importance to that below

(¢~ d " eF £, /1 2 35 4/).

2 In 112 isfahénak/segéh and 11% it 1s Gthe upper unit of
the first element, not the lower, that has been taken %o
be on the same "base'" as the second element.
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125 3b 4/7/,/1 3b 4/
1 3b 4/7//dugBh/

/1 2% 3b 4/1/4/1 25 3b 35/

/1 2F 3b 35/dugsh/
/1 2V 3b u4/1//1 2F b 3%

N/rakbi/1 26 3b 4/ |
/1 25 3b u/1 2F 3b 3 4/
/1 25 3b 4//1 26 3b 3 4/

3b 4/, /1 26 3b 3/

/@mean/A 25 34 4k 541 25 3b 3/

1 3b 4/m

/1 26 3b 36/ 26 3b 3V, /1 26 3b 36 48 5

V1 2b 3 4 4k 5/1 3b 4/1/

/1 25 2b 35//1 25 b 34,1 26 3 4 4 5/

/1.2 3 b/

{1 2 3 4/(1/),/chahdrgsh/

7123 B/, 77 2 35 B/C17)

/1 2 36 4/
/chahBrgah

/rakbi//1 25 3b 3 4/
/1 26 3b 3/

/1 2F 3 4/1 2F 3b 3B/
/1 2V 3b 3b/segdh/

/1 26 %5 u4//1 2 3b 53/}
f /segah/

/1 26 3b 4/7/, /1 2% 3 4/
/1 26 3b 4/T/,/1 25 3 4/1/
/1 26 3 4/dugBh/

/dTgah/1 26 % 4/dugsh/

/1 26 3 4 4y 5/1 25 3b 3/

/1 26 3 4 4% 5

ZIEED 4§\5/1 25 35 (4]

/1 26 35 (4)/segBh/

N
4/segéhﬂ
]

126 3 4/

ZIEEE

/1 25 3b 3 4/sepan/

12 3 4//1 26 3 4/,}
/1 26 3b 3/

humayln
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Apart from the omission of /1 2 3%b 4/ and the addition
of /1 3b 4/7/, the one obvious difference between the
patterns of distribution in this and the preceding diagram
results from the alteration in the position of 20 buzurg
/1 28 3 4 4t 5/. As the combinations of this unit with
73 dtgsh (= /1 26 3b 3 4 5/), 250 mBya (/1 3b 4/1/)
and ‘irag (/1 2 3% (4)/) are evidently more satisfactory
in a system where like units attract than that with 8 rast
(/1 2 3%b 4/), which appears i? 54 bugurg, this change can

hardly be considered unexpected.

Of perhaps greater importance, however, are the
differences in density. In the diagram for the fixed scales
the units /1 2F 3b 4/, /1 26 35 4/ (with /1 26 3 4/),
and /1 2 3V 4/ form & btriasngle within which, and along
the sides of which, the great majority of combinations sre to
be found; 1in addition, they are fairly evenly spread over
this area. The present dlagram is by comparison unbalasnced:
the area of greatest density is concentrated within the
inner triasngle formed by the nodes in which /1 26 3b 4/,
/1 26 3 3 4/, end /1 26 3B (4)/ (with /1 2F 3 4/)
appesr, aﬁd even here there is no even spread, a relatively
large number of combinations being situated on the line

joining the first two of these nodes.

1 In the fixed scales, the combinations of 20 buzurg with
11 igfahan /1 26 3b 3 4/ and 12 hijazi /1 ?v”z"gu/
(in 55 and 56 respectively) are comparable to the
combination 97 buzurg/rahawl (4 rahawi /1 25 3b  3/).

[
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Such changes indicate a significant variation in the
frequency of occurrence of certain units. The extent of
the veriation may be seen more clearly from the following

table.

The columns denotbe

1
1 The number of occurrences in thé fixed scales

2 The percentage for each entry in 1
5 The number of occurrences in Tthe combinations listed in
2
the present chapter

4  Percentages derived from 3 by omitting all units not

occurring in 1

For present purposes a number of related tetrachords and
pentachords (e.g. /1 26 %b 4/ and /1 25 3b 4/7/)

are placed together to formAa single entry.

1 sxcluding 32 rahewi. In 69 and 70, which are uncertain,
only h13a31 (one” occUrrence) and nawriz (one occurrence)
have been counted.

2 segdh is only counted once in 112 igfahdn/segdh or
1$1ahanak/segah humayun is ignored.

The figures in 3 are also percentages, the sum of the
column being, fortuitously, 1071.
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nawriz /1 28 3b 4/, husayni /1 26 3b 4/7/ 17 20 22 29
rast /1 2735 4/, /1 2 35 4/1/ 14 17 2 3
pijaz1 /1 26 3 4/, ‘uzzdl /1 26 3 4/7/ 1% 16 7 9
blsalik /1 2b 3b a4/, /1 2b 3b 4/1/ 8 10 3

tirdg /1 2F 35 (4)/, /1 2F 36 4/1/ 7 8 8 1
‘ushghdq /1 2 3 4/, /1 2 3 4/1/ 6 7 3 4
igfahdn /1 26 3b 3 4/ 6 7 6 8
buzurg /1 25 3 4 4§ 5/ 4 5 5 7
kichek /1 2b 3b 55/ 5 4 11 14
pigdr /1 2F 3b 3b af 5/ 2 2 1 A
nawd /1 2 3b 4/, /1 2 3b 4/1/ 2 2 0 0

3,
BN
09]
=S
L

rahawl /1 26 3b 3/
dligah | 11

rakbi

segah

maya

chahdrgdh

o = = =

8% 99 101 101

1 If shahndz is listed separately from kiichek, the figures
for both will be

kuchek 3 4 7 9
shahndy 0 0 2 )
If highr is then listed together with kuchek, we obtain
kichek, higdr 5 6 8 11
shahn@z 0 O 2 3
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These figures should be approached with some caution.
The catalogue of fixed scales may be exhaustive, but the
lists of combinations, on Qulb al-Din’s own admission, are
incomplete. Furthermore, too great a reliance should not
be placed on the figures in column 4, for the frequencies
they indicate are to some extent dependent upon the incidence
of units omitted from it. DBut however wary we must be of
generalizing from this table, there are nevertheless a
nunber of features too striking to be dismissed as merely
coincidental. Comparing columns 2 and 4, it will be seen
that there are considerable differences in the figures for
nawrlz/husayni (20, 29); rast (17, 3); bhijdzi/‘uzzsl (16,

. 1
9); Dbisalik (10, 4); kUchek (4, 14); and rahawi (1, 11).

The discrepancy in the figures for nawriiz/husayni can

be explained to some extent by the inherent defect in column
4 mentioned above. In this particular case, the relatively
high frequency of occurrence in the combinations is partly
abttributable to the presence of the structurally similar

7% dugah. An additional factor is the increase in the number
of occurrencies of 1 kiichek /1 2F 3b 3%/ and 4 rBhawT

/1 26 3b 3/, with which nawriiz and husayni form consonant

combinations.

The relative infrequency of bisalik in the combinations

1 Bven if kilichek is taken with higdr instead of shahnaz
the difference reémains considerable (6, 11).
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may be considered symptomatic of the position of the diatonic
specles as a whole. Taken together they form 19 per cent

of the total for the fixed scales, but only 6 per cent of
the combinations. Admittedly if, as seems likely, Zalzalian
and diatonic combinations were generally avoided, the fact
that there only occur bthree diatonic units clearly reduces
the possible number; nevertheless, the possibilities were
by no means exhsusted, for nawd /1 2 3b 4/ fails to
appear at all. In effect, the evidence bf the lists of
combinations only serves to underline the lack of importance
of the distonic units vis-&-vis the Zalzalian, and suggests
that at this period they may have been losing further ground

to them.

That rast was also losing ground is on the other hand
unlikely. There are as 1t happens relatively few units with
which it can combine to produce acceptable results in Tterms
of conso:aa.nce/ic’lentity,/I and the importance of the rast
scale (43 G A BF ¢ d eb f g) is amply demonstrated

by the vitality of the §E3L§§s generated from it, especially

7% dlighh.

The variations in the percentages for 1 kichek /1 2F

1 Principally, in addition to those found, /1 2F 3b 4/
and /1 2P 5¥ 3 4/ at the fifth, /1 26 3b 4/ and
/1 2 3b. 4/ at the fifth, fourth, or unison. Most of
these reproduce already existing structures, while combina-
tions with the diatonic /1 2 3b 4/ would be unusual.
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3b 35/ and 4 rahewi /1 25 3%b 3/ are of greater interest.
These units could be described'as having a high density
relative to the majority of tetrachord specles, i.e. they
contain as meny notes (and are presumably as rich in melodic
possibilities) but compressed within the confines of a
smaller interval. The evidence of the lists of combinations
would appear to suggest that their importance within the
modal system as a whole was comparable to that of the
Zalzalian tetrachord species, but that for structural
reasons They were generally excluded from the fixed scales:
because of their higher density they would tend to unbalance
a. (vertically) extended modal structure, in particular by
reducing the significance of parallelism at the fourth or
£ifth through the prominence of the third./I In all probability
it is this factor which best explains the snomaly in Pafi
al-Din’s treatises whereby 1 klchek and 4 rdhawi are
laboriously defined, but with the exception of one melodically
specialized form relating to kichek fail to appear in the
corpus of modes discussed by him. In fact, both are by
nature excluded from the type of formal organization
exemplified by the octave scales (with which 3afi al-Din

and. the majority of his followers were primarily concerned).

1 One may compare in this respect the coexistence of the
two igfahdn octave scales, outwardly so digsimilar (66 G A
BP ¢ d ¢eF f ff¥ g, 67 ¢ AP BE c dafF eb e £ g).
11 igfahdn /1 26 3b 3 4/ is also a "high density" unit,
and because of this may have provided such a strong centre
of gravity that the position of the nominal tonic was
relatively unimportant.
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Hence their true importance can only be gauged, however

approximately, from their frequency and context of occurrence

in the lists of combinations supplied by Quib al-Din.

The difference in the figures for hijazi may, as with
rast, be explained in part by the fact that there are
relatively few units with which it might form consonant
combinations not already found in the fixed scales. It does
however seem rather curious that while pijazi occurs less
frequently in the combinations the opposite appears to be
true of the related *firag, so that taken btogether the two
sets of figures suggest that the development 10 ‘irdg /1 2F
3b 4/——> 12 pijBzi /1 2 % 4/ is paradoxically more
clearly revealed in the fixed (and hence presumably more
stable) scales than in the combinations. The paradox may
be resolved if we assume that the :irdg referred to in the
combinations is in most cases not 10 /1 2% 3F 4/ but
2 /1 26 36/. It appears from Quib al-Din’s indications
that in /1 2F 3%/ the third was prominent, a feature which
would +tend, ih an'octave scale, GTo undermine, and be under-
mined by, the tonic - fourth and fourth - minor seventh
relationships. Thus it is possible that /1 2 3%/ may
have been employed quite often (perhaps more often than
/1 26 3% 4/), but that because it differed in structure
from fhe ﬁnits which combine to form octave scales, it

appeared almost exclusively in the contexts defined in the

above lists.
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In conclusion, it may be suggested that the evidence
provided by Quib al-Din demonstrates quite conclusively that
his predecessor’s account of the modal system is incomplete
and therefore to a certain extent mislecading. The material
contained in the two mabhaths translated above indicates
that the melodic utilization of the units basic to the
system was not confined within the one type of compound
organization discussed by Safl aLJ.--D":JZn.,1 It further reveals
the context of occurrence of the non-tetrachord units and
shu'bas without an examination of which a balanced view of
the modal system as a whole 1s impossible. It is safe to
assume that the majority of the shu'*bas were equally
prominent in $afi al-Din’s day; his failure to discuss them
may be attributed in part, perhsps, to conservatism, but
above all to his overriding preoccupation with a theoretical
(and inflexible) analysis of the octave and its parts. The
resulting scheme, together with its attendant disadvantages,
is taken over virtually intact by Quib al-Din: but by
supplying such a wealth of supplementary information he
enables us to realize the extent to which elements importaent
in practice might be disguised or even disregarded for the

sake of the theory.

1 The kitab al-adwar contains just one isolated remark
("every octave scale has a fundamental part (agl) on which
it is based" - BM. MS. Or. 1%6, fol. 19v) that can be
construed as indicating the melodic primacy of the
individual unit.




N2 10

chapter 8

The last chapter in the kitdb al-adwar (entitled fI

mubdsharat al-‘amal) is the only one to be devoted exclusively

to practice. It presents, with brief comments, four examples

of notation, two of which are reproduced in the risala al-

sharafiyya. Safi al-Din uses the alphabetic notation

previously employed in the chapters defining the octave
gamut, and hence also in listing the 84 octave scales (adwarn)
and Tthe transpositions (fabagdt) of the twelve shudud. To
it are added numbers indicating the relative duration of
each note, and a statement of the type of composition being

notated.

Since rhythm and form have not been discussed, the

following brief remarks may be prefaced to the transcriptions.

rhythm

pafi al-Din’s approach to rhythmic analysis i1s traditional:
much of the terminology used to describe the various rhythmic
cycles is derived from prosody. Hach cycle is divided into

feet (watad, sabab, fdgila), these being defined in terms

of long and short gyllables. A short syllable is equivalent




(317)

to one time unit, along syllable to two. TFor example, the

rhythmic cycle sl-thagil al-th3anil is represented as

tanan tanan btan tanan tanan tan

iee/ v =/ v =/ =/ v =/ =~/ =/

The time units are therefore to be divided:

/12 3/4 5 6/7 8/9 10 11/12 1% 14/15 16/

In each foot the first time unit is marked by a percussion,
the last in general nolt, while any others may or may not be
so marked, the performer being in some cases bounded by
convention and in others able to choose. Thus if we
symbolize bthe first time unit of a foot as X (an obligatory
percussion), the final one as . (generally omitted), and

others as o (generally an optional percussion), this cycle

becomes:
/¥ o . X o . X . X o +«+ X o . X ./

It will be seen from this that the rhythmic cycles are
distinguished not only by the number of time units but,
equally important, by an accentual pattern also which the
performer may embroider within certain limits, but in theory
not alter. A further means of identification according to

pafl al-Din is the {arb al-agl or fundamental pattern in

which just two of the possible percussion are used. If we

underline these, and in addition symbolize as x (instead of

0 or .) those time units conventionally marked by a
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percussion which are not
cycles described by Safli

follows:

al-thagil al-awwal /X
(or)
al-thagll al-thani /X

khafif al-thaqil /X

thagil al-ramal

/X000 .Xoo0.X.

el-ramal /E
khafif al-rsmal /&
al-hazaj /X
al-fakhiti /X « + X

initisl in a foot, the rhythmic

al-Din may be represented as

O
P
o
P
>
O

4
jo

X ./
cXxX . XxX.XxX.Xx/

. X.X.X.Xo0o0 ./

. Xo.Xo0Xo0o./

oo . Xo. X0 . X

e X v v o X oo o XX .. //I

It is unlikely that the darb al-agl was ever used on its own

to define a cycle in practice, for unless there was a strictly

maintained gradation of tempo between cycles the patterns

provided by the {arb al-agl for al-thagll al-thani (12+ 4),

khafif al-thaqTl (12 +4),

thaqil al-ramal (18+6), and, in

the second version, al-thaqil sl-awwal (12+4), would all

coincide.

1 No Jarb al-agl is given for this cycle. Hafi al-Din
states that only the initial time unit in each foot is

marked by a percussion.

The principal variant forms are, according to Hafi al-Din:

al-thagil al-thani /X
al-haza] . - /X
khafif al-thagll /X
al-ramal /X
KhafTIT 8l -ramal /X
3l~1aknibl /X « X .

0O «. X0 X ./

00 « X ./

X x7

. X.X00.Xo00 ./

. X 0 0O .
--Xo.oXch--X-ou/
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form

Neither Hafi al-DIn nor Qupb al-DIn discuss formal
procedures. The sharh contains a few brief comments on the
nawba and its nu:)’\ren“zelrlts,/l but it is not until the 15th century
that we encounter, in the works of *Aibd al-Q&dir, a presumably
compgehensive account of the forms of composition Tthen in
use. In general, distinctions between forms sre expressed
in terms of the language and structure of the verse sung, S0
that an overtly musical analysis of the various song-types

is not given. In certain cases, however, the composition is

defined technically: in the kull al-gdurib, for example, one

progresses through a number of rhythmic cycles, while a

performance of the kull al-nagham either passes through all

the pardas, awazes, and ghu'bas, or combines various modes

s0 as to include all the notes of the gamut.

The examples of notabtion given by $afi al-Din are stated
to be in two forms, jarige and gawb. Cf these, unfortunstely,
little is known: +the former 1s an instrumental pilece,

employed chiefly as a prelude to a vocal composition; the

2
latter appears to be one of the less complex vocal forms.

~8 the first example demonstrates, a fariga might be

transformed into a gawy by being sung to words.

4 BI\_J-‘. I‘is. OI‘- 256,‘!5 fOlo /15/}Ve
2 E.g. magdgid al-allhidn, 103-106.
% The sharh states (loc. cit.) that it is galil al-ajzsd’'.
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tion to the wvarious MS3. of the kitédb al-adwiar,

some of these examples of notation may be found in the

risala al-sharafiyya, the durrat al-tdj, and various

commentaries on the kitab al-adwir. In establishing the

transcriptions the following sources have been used:

A
B

K

=t

M

Bodleian
Bodleian
Bodleian
Bodleian
Bodleian
Bodleian
BM. MS.

BM. MS.

al-adwar

BM. MS.
BM. MS.
BM. MS.
BM. MS.

reproduc

A photog

introduc

MS. Marsh 521, f£f. 32-3%3%3v (kitdb al-adwar)

MS. Marsh 521, ff. 156-157 (kitdb al-adwar)

MS. Marsh 161, f£f. 41v-42v (kitdb al-adwar)

MS. Marsh 161, f£f. 80v-81v (kitdb al-adwar)

MS. Marsh 115 (ris@la al-sharafiyya)

MS. Marsh 521 (risdla al-sharafiyya)

Add. 7694 (durrat al-taJj)

Or. 2561, fol. 67v (a commentary on the kita&b

)

Add. 7471 (a commentary on the kitsb al-adwidr)

Or. 156 (kitd@b al-adwdr)

Or. 2361 (kitdb al-adwar)

Or. 2361 (the text of the kitdb al-adwar

ed in the sharh)

rephic reproduction of a MS. of the kitdb al-adwar

ed by Husayn *AlI Mahfugz, Baghdad, 1961.




Example “la

Sources: A B C D J k L M

Form: fariga

Mode: nawrlz

Rhythm : ramal
The notation is given thus:

£ eb a~° eb a~° c
6 6 A2 6 6 12

Taking the accentual pattern of the rhythmic cycle into
account, this may be transcribed in the following (albeit

more cumbersome) form:

KRN Nl NS s ] g
a2t —b LN O W P P P WO W X L PO Pl W W Y Y
LG N P50 S N N v U VS N T VR 7 T ML T I B
S S VA AN AN VU I N N AL I I Y P

If however we take the ¢darb al-asl to represent the main

accentual division within the cycle, this may be simplified

to:

Ixample b

The above is immediately repeated and enlarged in the
form of a gawt, each shafr of the verse repeating the melodic

pattern.

Sources: A B ¢ D H I J K I, ™
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A number of MS. variants occur in “1b. In transcribing
these the verse has been omitted, since the alignment of
syllables and notes is in most cases imprecise. Further,
because of the alterations in the durational wvalues no
attempt has been made to indicate the structure of the

rhythmic cycle. The variants are:

i N
B C D *
J K M X
L —
N
TN,
—
- &
1
n'/\-' L
v i [ Ve,
1 ) [
H I 3
~ ,
B ¢ b.. Fa- . I’\ ’ L . b'l P
I then conbtinues ﬁ? ~ . } — i — i f'

Except for H and I (and the last shafr of A, where there
is a possibility of scribal omission) all MSS. agree on a
melodic outline which coincides with that of 1a and may be

unhegitatingly accepted as correct:

» 1 | N R 1
: N, SR SRR, A | L LA SO LA 7
I LA Lo g L ¥

% - ﬁ: —
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The rhythmic values, on the other hand, present some
difficulty. Lven if we again discard H and I, it will be
found that the number of time units in each shafr is in B C
D J K and M, 50, 50, 50 and 50; in A, 50, 50, 46 and 3%8;
and in L, 54, 54, B4 and 54, so that in no case do we
encounter a compound of the 12 time units of the ramal cycle.
The sharh, commenting on text L, states that £ and eb extend
over two rhythmic cycles (24 time units), while the remeining
notes of the ghatr, dF eb dF ¢, take up two and a half
cycles (30 time units).q .HoWever, the sharh concedes, in
remarks on the later examples,2 that text L is unreliable,
and it is in fact the only one to which this interpretation
could be applied. The 50 time units upon which the great
majority of MSS. agree cannot be divided in this way, and
the repetition of an entity consisting of four complete
cycles plus two time units seems unlikely in the extreme.
The most reasonable solution to this problem may perhaps be
found in the fact that Hafi al-Din nowhere employs a resv
sign, for a pause at the end of each shafr would hardly be
unexpected, especially as a long high note follows. If, in
conformity with the sharp (and, it may be added, Safi al-Din
himself, who gives a variant of gggg; of six time units in

rigdle al-sharafiyya) we allow the division of the cycle into

halves, we may assign the value of four time units to the

g BM. MS. Or. 2361, fol. 152.
2 Tbid., fol. 152v.
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- S N N —— e L0 I PR N
o2 e 7 L N 7280 I VIR N A O LA VRIS PR T M L — v
m : 1 |20 A A AT W N 4 A \
N 1 * 1 v ! T Y
‘ald  gabbikum ya& ha—kimi—na taraffaql
™ > ' P 1 1 N b i 3 P mitene. WP csvwmmtishin. §
T : NS LA LI P PO, PO L . PR AR R W
o B I T P e 7 ¥
;. 'IL I I v V: ¥ ‘.l *6 Ll \
wa min waglikum yawman *alayhi tagaddaqu
ry 2! P i | " N b L . e p——
A AR LA . P DU VO I R AN Y A
A S 2 ! 28— e /AU ¥ KN W ML TR v %
5 e S
wa 1la tutlift—ht bi’l-gududi fa’in—nahil
~
I I S i S YO Y. PO LIS o . PO N 2 Y B
L0, 200 AN ¥ 7200 "2 FCHNOY MUY PSSR A YICHN I B A KR - 2
&1 o N /2 N AS00 ACVULI W72 TaY X

yuhd-—dhiru an yashkl ilaykum fatashfaqu

In the text the note length of the individual syllable
is only given at the beginning of the fourth cycle of each

shatr, where the d¥ corresponds to a short syllable. This

arises simply from the fact that the duration of the dF is

two time units. Elsewhere one finds e.g. the value 18 (time

units) entered under ‘ald gabbikum - only the total duration

of the note.is given irrespective of the syllables sung to it.

Ixample 2a

Sources: A B C D R I M
Form: Jariga

Mode: kawdsht

Rhythm: ramal
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The following variants occur ( ——

the durational value of which is illegible or omitted):

indicating a note

Fc- {L" op_ Jl"c. 4+
K ] o~ ] 1] h— AN — P
' v ! | { P MM
- . 4 I
‘b?- iﬁu [ o |l?¢~ d‘ﬁ N
L M G | LS V P £p P M
i\ ) L ! ' ) 1 Iy [ _ }
~ r | v 1
& ‘T H o
C Ve 4 ‘E= e . - 1.
| ’ | 1 r, ] ) & [ 217 B, (41
FAN [T} - [ 4 ! ! \ i i Ve il i
o 4 | T 1
pa | Le X
Vi e P P Nt ~ Y
B D R TS S vV P 2 L W M X
N 1 ! |’ ! | i 1 | Ve L i
A ¥ ¥ Y ]
ch- "l "ii,‘ 117! %
A . 1 TR A o d—
/ 1 J ¥ - -
b | 4 t ¢
In B D L and M the total number of time units is 48,
four cycles ol the ramal rhybthm. 4s there seem to be no
grounds for preferring L M to B D or vice versa, we may
transcrive thus:
& b b . . —
S £ LS. 7 N PR R P T R Y AR
O MRS L A N Mty 20 AN P ] LA 9 - )
_& ¥ [ + ¥ ¥ |1 i t 1 { | P LA | (]
Lid 1§ v L  » ] [
\ (I

Example 2b
The relationship between

as that between 1b and 1a:

2b and 2a is exactly the same

the above is repeated in extended
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1line of

In this case, however, bLthe melodic

form as a gawb.

2a is not strictly adhered %o.

M

: B D J K L

Sources

For the first line of verse the following variasnts

ion is

icat

.

occur (a durational value for

which no pitch ind

g rendered by the relevant numeral)

in

-

be

0

irven

o

T
&
L

(e P A

|y
¥

PALK LK
v

P

Ve

10

b
r

Ve

r B

)
14
4

bs

Y

L

|
Ve

&
Pa.

|ZA )

ry ”

* a1 B ¢
Pe

(.
N
¥V

1)

}
|
.
+

1
Ve

et ;
TR 4 |
LR A A L

[0

<X

3 [
LAY
r

l*[
e

ry <

2l
7t

peos

N

%

1
4]

ko
17 8+

.'E'l

X

4 )
Ve L

V]

BT, e By &)

. ¥..
1

I
U R |
Loy

IV

-0

(-3

ve

o
Ve |

v ar |

ve
18

P

ye

¥

T
14

]
]
[

41
Ve

5
e

"
¥y

Ve

N
(.~
e

%

&+
D+

?
W

for the second shajr

ion is given

Y

notat

Jy

In one MS.,

of the second line
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+ | |
ves Jgh ™ K ye e L
o* | ] ’ YN o | ¥ AN 2
7 T T 7 L Ve ' r |74 N
\ T

From the resemblance of this to the second ghajr of the
first line and, especially, the absence of notation in the
other MSS., it may be presumed that the melody of the first

line was repeated unchanged in the second.

As with 1b, there is more agreement in the melodic line
than in the durational values. The total number of time
units for the first shafr in K is 48 (four cycles of the
ramal rhythm), and this may be accepted as correct. The
last three notes assigned to the first shapr in B and D may
therefore be considered to belong properly to the second.
In this, however, +the number of time units is nowhere 48,
and it would appear reasonable, as in 1b, to posit a pause
(here of two time units) at ‘he end of each line. We have

in consequence:

Qi
[o 2 A

-
—
-

-
h
E
L=

Lo | L b
Ve Ve ¢ Y N B [ ~ Y
1 : ]
1
v )

K P gl o AT T
|' L » Ir‘ L :

~.
-
=+

[]
5 16 1

e
-

‘a~l§fﬂrbajri 18 wa’l-13hi ma ?a-na gabi—ru

T~ P l + N Y P P iy,
-} 7 O L P - 0 [N SO I
T VICHS S W . 3 {8 2 WA SN W P W P-4 K0 28 2
b ’ p:; ¥ 7] Ve P4 Y V!:E {I' {
wa. ghayri ‘a—ﬂzifaqd%jﬂr’ahibbati ga—4diru
4 ] . ! r——
- 24 LD De .« 4 ™ N - " 7 [
WM o v | v~ P TR e 0 e
h | 21 OO P P ! ' Y 1 LA’ X LA 7 2 4 LR |
N T ¥ ~ P ' v L ¥ P

katambtu ha—wi-—-kum khifatan min ¢awadhili
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-y 7rx JF' ‘VI %, [ R %'v L A N
e £ ¢ i LA '5.‘4:! i 9 R NP P b— )
VI : N Y T Ve MK VRN 4 | A A K'l {
r— : LS ol | e v
wa 11 wa la—kum ‘indexbliqé—’i saréd—-"'1ru
Example 3
sources: A B ¢ D B B J K L M
Form: fariga
Mode: 7 mujannab
Rhythm: ramal
The following variants occur:
e —, i
Y 1 Y s
1 I ] l M [] ™ 7 . s
F / l’" r i ' I I ﬁ- |l E I [l
L™ ] P L l
SR B - N .
N S Y S P S B hy
- | i | ! | ] L s B, ¢ L Ld Reli, ® 1
N é 4 ! : v [ i I | | bl | .
L r ! l -
& B C &
e s et P4 S S A8 0 S !
D K L ] — t— ’
';o * & h '; G4 ot
a oy L4 [ a - 2
M I e e e
_@ 4 . N ! 1 i oot 1 L I} . !«
1 4 Al LW |
J;' ’ e . -{;. i N §
J — q RN TP A,
Y | T . o
‘“ ! VA | y_ ! hd hl
[* ]
The version in A B C D K L may be accepted without
hesitation. It comprises four cycles of The ramal rhythm:
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+ o 8 - Cl -
84— T *f ——F =P b*—. — PP :%.!?l_p_
—é? 56 r T L} ‘ : { | i} l . { rv !/ ! :rf ? .,

Iixample 4

oources: A B C D ¥ B G J X L. M

form: Jariga
Mode: 7 mufla
Rhythm: thaqgil awwal

This composition comprises nine rhythmic cycles, each
being notated separately. The variants for the first two

cycles are:

B D E P ; ; £ ~+; .
;',: » h ’VA b. ; i 7 ;' .E.B lr,= ;‘ v 3 .l?: 0 14 [; ;',:
¢ 5o B ¢ 4 ]
PR % !u ) ¥ %
: vt Ve TP T N T YT e T,
K AT ¥ ;ﬁ " - b“ n ——
= /] Y |04 T 14 L 174 7]
45 {u 5‘, He bo :p', 1, B, Ve !
L b. [ ] o M L4 i [ : [ kk‘ | " L] b‘ [] . [ h_-
e e e 2 e e e 2
\ | - i ' | " ' L
! e Tk O O U3 B PO U P St
_k‘ > 3 ' 1 ) e . 11 FY N
L o L 7t e 2 V04
Gt be b' e Y x
C VA A S PR S P o B P2 8 PR B 24 | Y A 2"
A /N A VI VO A" A AN VI S 1 AV AT v
Y ’ d v |/ v 4
The version in B D ®E F G J M is given for cycles
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5and 4 alsoin A B ¢ D ®E F G K L M. It is clear,
therefore, that cycles 3 and 4 repeat cycles 1 and 2 exactly.

For the remaining cycles the variants are:

5 o
i m‘—b'—"'—
B D 7 :P- 2 H——
B D e B E T e
] L /

e [] 1, % E |;' r Ve 72N b k

P K S— - ;1 2 —
. %o 7e — ," “Fk—t'_H: l’l./ !'l

J [£ NP L, I 1K ¢ {b— L4 I A

o

A é U % P—-F’-_ﬁ _75;;. ..

~~
1%
4|




ABC

DE

M

account,

\JS Y

i

BN
L

-~
ol

L

g

e

=

-

T~

a1

=

.::‘

*

x|, .- -
v Vs o D, ¥t ‘B,

. T LTI
e ——r !
LA ) o~ M
[ " Pvye Nt L L
- R

V :

1 P :!,__Ja_,h.____.
—sE R R ”ipi L — b M —
LB 'Y L v
R I 12 N v 7
“J hd Y ¥ v 12 1 4
i’ < "y
[] . 2
(2 PRI O LA 'i" 7 y [
V2 Vo PO I
v 14 i 1
k b » N '
nN_F® Ve —~—r. N Ba
M ’ N I i e
b .‘ r 7 |
» ¥ i
-
] | - 'E"_v
IR d " x5
{ i L4 ¥ ]

Taking the accentual pabttern of the rhythmic cycle into

the following version may be tentatively proposed:




\oD0z)

. I P Fhl .. ] L. 1 —
N {' Ve 7.7 ML %, . f. ve 7 ) Vi, Pe
1 .I;' 4] t'-: l‘ v l. v ‘0 VT _19' "i' P M ll»' !'l l's . Y LMD TR PR
R 2 ] . N 1 ] o h * 1
. M | 4 r' [ * g [ H"J 4 Pf

The above four examples may best be discussed in
conjunction with the more extended composition notated in

the durrat al-tdj. This, according to Quib al-Din, is a

gawl: unfortunately it does not correspond exactly to the

earliest description of the form, that contained in the

/| .
sharh, and there are no labter notabted examples with which
its structure might be compared. The mode is 60 mubhayyir

husayni (with others being briefly introduced), and the

1 BM. MS. Or. 2%61, fol. 151v.
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rhythm khafif. pafi al-Din does not mention the khafif
cycle, which according to Quib al-Din consists of 16 time

units with the following accentual pattern:

X.X.Xxo0.%X.X.

I¥4
o

o .

The method of notation, although related to that used
by pafi al-Din, 1s far more complex and detailed. It consists
of 6 horizontal lines marked off by 17 vertical lines
encompassing the 16 time units of the rhythmic cycle. The
notes employed are entered between The top two horizontal
lines. Below them dots (from one to five to the time unit)
indicate percussions (nagarat) to be produced, presumably,
on an accompanying instrument. The layout suggests that a
tambourine rather than a drum might be employed. The dots
are on two levels: the higher will be transcribed ——J—— )
the lower ~ | . Between the third and fourth horizontal
lines are given the changes of mode. Xach time the basic

mode (60 mubpayyir husayni, not itself mentioned in the

notation) is temporarily replacedthe name of the new mode is
ehtered, the writing being extended horizontally to coincide
with its duration. Several, but not all, of the next set

of entries correspond Lo expression marks in Western
notation: +the terms used will be given below. Finally, the

syllables to be sung are entered between the fifth and sixth

lines.

The notabtion comprises 15 rhythmic cycles, bubt certain

sections of the whole are repeated. At the end of the tenth
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cycle a repeat from the first is indicated, and at the end

of the 15th a repeat of The fifth to tenth cycles is called
for. There are therefore %1 cycles in all: 1-10, 1-15, and
5-10. In the first ten cycles certain notes and other signs
are in red, and it has been assumed in the transcription that

these relate to The repeats.

The terms in the notatbtion referred to above have been

rendered as follows:

madd: i1ndicabtes the prolongation of a note beyond the time
unit box in which it is entered. It is incorporated in
the time value assigned to that note in the transcription.

waqgf: dindicates a pause, and is rendered by a rest.

Jahr is transcribed by f.

mushaddad is transcribed by sf.

Jehr and mushaddad, considered as a composite entry, aere

rendered by ff.
khuftut is transcribed by p === .

mufakhkham occurs once, above the syllable l&a, and may only

indicate a velarized pronunciation. It is rendered by xfz.

mukhtalas is transcribed by a dot (¢ ).

Unless otherwise indicated, the above apply only to the note
they are placed under. Any additional signs ere placed in

brackets.

Three MSS. have been consulted: BM. Add. 7694; and India

Office Bthé 2219 and 2220. Most of the variants have been

included in the transcription, which is as follows:
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When compared with the above composition, the four
examples of notation supplied by Hafi al-Din appear Lo be
no more than simplified and abbreviated text-book illustrations.
Certainly Patfi sl-Din implies, at the end of chapter 14 in

the kitab al-adwir, that other compositions might be far

more complex, Ifor he states that his intention is to give
some exeamples of the fariga and gawt forms that are easy %o

grasp (sahlat al-tandwul).

The simplest of the four is the first, consisting of
a8 descending 3-note phrase which is then repeated one step
lower. The whole does not exceed the limit of the one unit,
O nawrlz /1 2F 3b 4/. After presenting 1b, Safi al-Din
states That the mode of the piece might be changed to hijadzi
(12 /1 25 3 4/) by substituting e(P) for eb; +to rast
(8 /1 2 3 4/) by substituting d and eF for dF and eb
respectively; and to zIirdfkand (4 /1 26 3b 3H/) by

2
substituting eV for f£f. This suggests that example 1 might

not in fact be an actual composition - or even the bare
outlines of one - but an elementary illustration of the

technique of notation and nothing more.

The second example is somewhat more interesting. While

1a and 1b coincide in melodic shape, 2z and 2b do not. The

1 BM. MS. Or. 1%6, fol. 38.

e Ibid.,'fol. 58, Thus we have here ﬁpother instance of
the use of the bterm hijazi, which does[appear in the list
of species, to designate one such unit.
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reason for this is not clear: however the melodic movement

in both is of the same type and differs from that of 1, being
not a descending sequence but an up and down movement pivoting
on ¢, which is bolth the initial and the final note. Thus

the outline of 2b may be sgschematically represented as:

Y eb eb eb
/\ /\C// /\ / N,
Ab AD

AP

Except for a leap of a neutral third and snother of a minor
third the melodic progression, as in example 1, 1s stepwise

throughout.

It has already been noted that the compass of this example,
which comprises the notes from AF to eb of the scale 5%a

kewdsht G AP BF ¢ abF eb b f# g, might be cited in

support of the suggestion that 59a could be a theoretical

extension of & mode listed by Qufb al-Din, 34 igfahansk

(or kowdsht) G &b BF ¢ aF eb eP. DBut to whichever
scale this example prbperly felafes, the units of which it
is formed are not developed separately: there is no
suggestion of a movement away from ¢ To dwell, however
temporarily, on another prominent (unit boundary) note. It
may also be pointed out that the up and down melodic motion
around the pivotal ¢ corresponds exactly to Qub al-Din’s
account of the modal characteristics of a number of shufbas

(73 digsdh, 77 rakbi, 78 mubarga‘, and the first segment of
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79 salmak), end of 57 zanklila. One of these ghu‘bas, 78

mubarga‘, does in fact relate to the igfahi@nak scale,
mubasrga”

although with dF as the pivotal prominent note. Conceivably,
therefore, its melodic properties may be derived from those

of igfahdnak, given that example 2 is representative,

especially when we consider that the final note in mubarga’

is not the prominent db%, but generally c. We would thus have:

1

o L 1 1
g i : e b b‘___'r,_;T__: >78_$'|‘3 P (Y- T (P——

Bxample 3-is stated to be in an ancient (gadim) mode
called mujannab, a term otherwise used by $afi al-Din only
to designate a fret on the lute and the note it produces.
Two such notes, 4F and dP, occur in this piece if we assume
G, ¢y and f Lo relate to the open strings. According to
* Abd al~Q§dirgq however, mujannab was also one of the terms
used in connection with the six tetrachords known collectively
as the agabi‘t, fingerings.2 These tetrachords are in fact
the familiar units /1 2 3 &4/, /1 2 36 4/, /4 2 3b 4/,
/128 3 4/, /1 26 % 4/ and /1 2b 3b 4/, so that
the aéébi‘ as such woﬁld éppear to be liﬁtle.more than

indications of how to produce them on the fingerboard of

1 magagld al-alhan, 96-97.

2 another term employed to designate the set is mawdjib.
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1

the lute, starting always from the open string. The
history of these terms is nevertheless obscure, and at an
carlier period they may have implied specific modal properties.
Also, it would appear that at one stage they were compounded
with six of the rhythmic cycles (one of them being ramal)
to produce a corpus of %6 faréd’ig, and it is conceivable
that exemple 2 is a survival from this group. Certainly the
heading, mujannab al-ramal, is of the same type as those

2
cited by ¢Abd al-Qa&dir, and unless there were some particular

association of this nature there would seem to be no good
reason for failing to assign this exemple to ‘irdq G 4P BY

c ab &b £ (£ .

The fourth example has a similar heading: tariga fi

al-gadim thaqll awwal muflag, muplag again designating one

of the agédbi‘*. But what is meant by this term in the context
of the present example is not clear, and in conformity with
pafi al-Din’s usual method of analysis one might suggest

that it should be considered a compound of the units 9 nawrlz

/1 26 36 4/ (G - ¢) and 1 zirvafkand /1 2F 3b 35/ (¢ - ebj

in cyéles‘B and 8, while cycleg 6, 7, and 9 consist of 37
nawrliz G AP Bb ¢ dF eb f£. Cycles 1 - 4 could belong

either to 37 nawrliz or Lo the compound of © nawrliz and 1

1 There may even have been a pedagogilc element in this
since all the finger positions (frets) aere thereby brought
into play.

2 loc. cit.
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1 2
zirafkand, for neither f nor eb occur in thenm. However,

it should be pointed out that the units are not developed
separsately, especially in cycles 6, 7, and 9, where wide

leaps occur.

In addition to exhibiting the predominantly stepwise
structure found in examples 1 ~ %, cycles 1 - 5 and 8 evince
certain similarities with the up and down movement
characteristic of example 2. Further, cycles 1 - 4 reflect
the structure of example 1 in the exact repetition of a
phrase one step lower in the scale. The remaining cycles,
however, 6, 7, and 9, would appear to contain none of these
features, and the leaps of a fourth and a minor seventh,
using the notes G, ¢, and f especially, suggest that the
melodic articulation in these cycles may have been influenced
by instrumental techniques, in particular the use of the open
strings of the lute. Since the open string note is termed
muflaq there may even be some connection between this feature

and the heading.

Certain aspects of the structure of these examples sre
given in the following tables, which take into account ‘b,

2a, 2b, 5 and all cycles of 4. It must however be stressed

1 Which coincides with the mode (listed only by Gujb al-
Din) 36 kichek-i tamdm G 4iF Bb ¢ ab eb eb.

Ihe sharh contains & rather curious analysis of this
piece (BHM. 1MS. Or. 2361, £f. 152v-15%) in which the suggestion
is made that cycles 5 and 8 may be considered to belong To
nawriz with an extra note added.

AV




that the four examples constitute far too small a sample

for firmm conclusions to be drawn.

1 1D 2 % 4
melodic ambitus fourth fifth octave minor seventh
initial note £ c eb Bb
final note C c G C

2 direction of movement between contiguous notes

1b 2a ob 3 4 fGotal O/O

falling 16 5 28 11 40 100 42.9
rising 7 5 20 39 76 32.0
level 43 0 9 O 0 57 20,5

3 incidence of interval types

falling 7, rising ¥  total ¥

quartertone 7 7 0 O 7 4
three-quartertone 58 58 58 50 96 54,5
whole-tone 17 17 17 22 .4 L 19.3
minor third 6 6 5 6.0 11 6.3
neutral third 5 5 7 9.2 12 6.8

fourth 3 3 4 5.5 7 4
fifth less quartertone 2 2 1 1% 3 1.7
fifth 1 g 1 1.3 2 1.1
minor sixth C 0 1 1.% 1 0.6
sixth less guartertone 1 1 O O 1 0.6
minor seventh O O 2 2.6 2 171

100 76 176
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In the transcription of the composition notated in the

durrat al-tdj one of the sets of indications given by Qulb

al-Din has not been included. This shows the changes of
mode, and is incorporated in the following summary which is
a conflation of cycles 1 - 20, followed by cycles 21 - 25,
intended to show the melodic contour in abstract, without
reference to durational values. Repeated notes are ignored,

and phrase endings are marked by half bars.
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phrase (i) (cycles 1,2) revolves round the upper octave note,
g, which it serves to establish. By ending abruptly on d
it also serves to identify the limits of the upper unit
/1 26 3b 4/ (4 - g). (The cl may be considered a grace-
note: it is not intrinsic to the mode, which is 60

muhayyir husayni G AP Bb ¢ d eF £ g

phrase (ii) (eycle 2) fills out this tetrachord, beginning
with eb, the note missing from (i). The cadence figure c¢ -
f - ¢, however, draws attention away from the d - g unit
to another tetrachord, thereby underlining the duality
inherent in the upper pentachord of muhayyir husayni (/1 2

35 4/1/ or /1/1 2b 3b 4/), of which it completes the

exposition.
/I
phrase (iii) (cycle 3) contains the first modulation to

occur. It consists of a simple descending phrase

identifiable as 10 ri-yi *irdg /1 2F 3b 4/ only by the
final note, Bb. |

phrase (iv) (cyéles 5,4) returns with an abrupt and dissonant
Jump (BF - £) to reestablish the upper octave note.

phrase (vj (cycles 4,5) pursues the exploration of the upper
unit (4 - g) with a florid passage in which f# is added.
No indication of a change of mode is given, even though the

i cannot be considered a grace-note (like the cff in (i))

or a leading note (fi - g does not occur). In spite of
1 Used here to mean chsnge of mode: no reference to

alteration of piteh is implied.
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Qubb al-Din’s silence on the matter the prominence accorded
the f#, together with the fact that this long phrase remains
strictly within the limits of the d - g unit, renders it
nevertheless likely that (v) should be identified with

11 igfahan: presumably the juxtaposition of 11 igfahdn

/1 26 3b 3 4/ and /1 25 3b 44 was so common that it

was hardly considered a modulation.

phrase (vi) (cycle 6) reverts to "pure" mubayyir husayni,

again stressing the d - g unit, but completing the upper
pentachord by ending on a long-held c.

phrase (vii) (ecycle 7) again emphasizes d and ¢, and at the
same time continues the descending movement into the lower
tetrachord (G -~ c¢), although without introducing the tonic G.

phrase (viii) (cycle 8) begins as a repeat of (vii) one step
lower in the scale, being thus reminiscent of the sequential
patterns which occur in the examples of notation given by
$afi al-Din. The repeat only continues for the first few
notes, however, and after briefly touching the tonic G the
phrase rises into the ¢ - f tetrachord before terminating
on the same note as (vii), Bb.

phrases (ix) end (x) (cycle 9)Ashould almost certainly be
taken together. They constitute the most puzzling passage
in the whole piece: nobt only is there no indication of a

modulation, despite the prominence of the intrusive eb, but

1 Cf. the large number of combinations derived from the
Juxtaposition of these and related units (presented
schematically on p. 307).
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there is also no parallel to the leaps of a minor sixth,
a. feature which contrasts markedly with the almost
exclusively stepwise movement found elsewhere./I The mode
could be the not unrvelated 47 husayni G AP Bb ¢ da eb
f g, although there sre other possibilities. -It might
also be conjectured that (ix) and (x), which terminate a
section extending over cycles 5 - 10, are designed as a
bravura climsx before the more sober delivery of the last

word(s) in the line of verse. If so, the wide leaps might

Torm a deliberate contrsst with what follows.

phrase (xi) (cycles 9,10) is linked to (x) in the repeat. It

forms a cadential figure descending through the lower
tetrachord to end on the tonic G, thus concluding both lines
of verse (cycles 10, 20) and the whole composibion (cycle

31). Ab is briefly introduced.

phrase (xii) (cyele 10) is a short rising link passage

spanning the ¢ - £ tetrachord which leads in to the repeat
of phrases (i) to (xi) for the second line of verse. Its
function is simply to take the melody back up from the

tonic G to the upper octave note.

The following phrases in cycles 21 - 25 consbtitute a

separate section before the return of the last hemistich.

Like phrase (xii), they are sung to nonsense syllables.

/l

So much so that one might be tempted to consider | (&)

a scribal error for V (d). However, all three MSS. are
in agreement.
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phrase (xiii) (cycle 21) repeats phrase (xii) one step higher
in the scale, thus emphasizing the arrival at the upper
octave note (and hence incidentally the d - g tetrachord).

phrase (xiv) (cycle 22) should perhaps be considered a part
of (xiii), which in a sense it summarizes.

phrase (xv) (cycle 22) is the second modulation to be marked
in by Qupb al-Din. The mode is 25b higadr /1 2F 3b 3P
4% 5/ (¢ - g), particular attention being paid to the two
thirds (eb and eb).

phrase (Xvij (cyclé 22) presents a further modulation, into
11 igfahdn /1 2F 3b 3 4/ (¢ - £) with the fifth, g,
added. 1t oonsiéts bf & simple descent and ends, like
(xv), on the tonic c.

phrases (xvii) and (xviii) (cycles 2%,24) comprise the final
modulation, a more extended presentation of 57 zankila
G A BV ¢ ab e f. If we disregard the presence of G,
(xvii) could be considered a model illustration of Qupb
al-Din’s description of this mode (given in chapter 7):
"When ¢ often recurs and there is an ascending and descending
melodic progression on the notes ¢ dF BF A the
characteristic form of gankula becomes maﬁifest, especially
when e is itself added". The notes are introduced in
exactly this order, with e only appearing as the last note
of the phrase. (xviii) completes the upper tetrachord by
adding f, and ends on the pivotal prominent c.

phrase (xix) (cycle 24) may be considered a reassertion of G

as tonic after a series of modulations in which ¢ is
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phrase (xx) (cycle 25) leaps from this straight to the upper

octave note, reinforcing bthe effect of (xix) and preparing

the reintroduction of the last hemistich which begins in

the upper unit (4 - g).

The structure of the whole may be summarized thus:

(cycle)
(1) 1,2
(ii) 2
(iii) 3
(iv) 3,4
(v) 4y 5
(vi) 6
(vii) 7
(viii) 8
(ix)
(%)
(x1) 9,10
(xii) 10

(x311) 54 o0
(xiv)

22
22

(xv)
(xvi)
(xvii) 0%, 21
(xviii)

(xix) 2l 25
(xx)

tetrachord d-g

tetrachord d-g —»
tetrachord c-f

modulation:ri-yl‘irag

return to tetrachord d-g

range
cif-ab | exposition of the
C - g upper pentachord c~g

Bb —eTP
eb- g

first hemistich

(?inherent) modu-
lation:igfahan

return:restatement
of c-g pentachord

entry of pentachord G-d

completion

modulation:
P47 husayni

return, cadence

d -5 development of the
¢ —ab | upper pentachord c-g
Ab- 4| exposition of the

G -eF| lower pentachordG-d
G - f

T restatement of the
G - ¢ lower tetrachord G-c

second hemistich

bridge passa
repeat of (1% (xi) then

continuation

modulation:pigdr

mnodulation:igfahan

modulation:zanklila

return:bridge passage
—srepeat of (v)-(xi)

reintroduction of

d - g upper pentachord
c - g
modes with
cC - g
¢ as bGonic
G - T
¢ | G reestablished
f -g as tonic
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This may be further meduced to:

(1) Av) (yi1)  (ix) | (xiii)
e . (i) (v o (xi) (xii) :I _
(ii) (vi) (viii) (%) (xiv)
a. b a’ c d c’ a’””’ a’”’
| | | |
A B A7
(xvid) (xix) ((v) (vii) (ix)
(xv) (xvi) (xi)
(xviii) (xx) (vi) (viii) (%)
e f oy h a’ C d c’
I | I
C A’ B

In addition to the balanced structure resulting from this
arrangement, a further pattern of alternation may be discerned

in the division of the verse:

cycle first hemistich cycle second hemistich

4. dum mada sl-dah-
1 yamalikan bihd yapi 5 ri rafilan

6
2 %

8
3 bu zama 9 1 al-amié
N // 10 —n7. //

In each hemistich the style is relatively simple and
declamatory, presumably in bthe interests of comprehensibility,

Ffor the gections
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/v8 malikan bihT ya/ /bu zamdni/

/dum madd al-dahri rafi/ /f1 al-am@ni/.

The medial syllables /}1/ and /lan/, however, are stretched
out over two and four cycles respectively, and it is in these
that the ornate passages exploring the melodic potential of
the various units occur. A concomitant differentiation of

range is also found. For /y& maliken bihi ya/ the range is

f - g; for /bu zamdni/ eb - g; for /dum madsd al-dehri ¥afi/

ef - g; end for /fi al-amdni/ G - c. The range for /$i/, on

the other hand, is BV - ab, and for /lan/ G — ab.

With regard to the vrelationlship between the melodic
phrases and the accentual pattern of the rhythmic cycle, 1t

may be recalled that the latter was symbolized as
/X . X.X¥x0.X.X.Xo0oo0 ./
which might be rendered by

2t L et 24y

| -
.-
h—

.

8
v

.
1M 13

U] -
\\ﬂ II,‘,,
O

8 1

Since time units % and 11 are seldom marked we may for present
purposes simplify this, at the same tTime incorporating the

garb al-agl, to

: 12 (4 + 4+ 4)+ 4 4 E-P ) ‘] ¥ QL

[
LR

8 1 5 9 1%

But even this pattern is not strictly adhered to: time unit
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5 is not marked by a separabte note in 16 of the %1 cycles,
nor time unit 9 in 13%; and time units 1 and 1%, for all that

they represent the darb al-agl, fail to be marked in 6 and 4

cycles respectively. With regard to the present composition,
the normative patterns within the rhythmic cycle appear

rather - to be of the following order:

Y !
P )

time units 1 - 4: %j | (occurs in 20 cycles)
¢

time units 5 - 8: r_? 5__? (occurs in 25 cycles)
,‘,\.i.,.jj.l

time units 9 - 12: the patbtern given for time units 1 - &4
occurs in 11 cycles, while that given for time units

5 - 8 occurs in 14 cycles.

time units 13 - 16: the pattern given for time units 5 -~ 8
occurs in 21 cycles.

2+ 4 d L L v ) |
Thus in place of ‘ S : w v 1
8 1 7 9 13

one might suggest as a more accurate abstract in the present

instance the following:

12+ 4
8

| &~
g
4
—_
S

.Y
-
oL
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The percussions indicabed accompany the melodic phrases

closely. The lower level, in which one finds ;o Lj and

o o o relatesstrictly to time values of > and above in the

=

melody, while the upper line, consisting of JJJ R J j) R

jj jj 9 Ji jj) and jgjj ! , generally corresponds to ,fj .

3

J.ijj is almost always followed by Fﬁj , wWhich is The most
frequent pattern in the upper level. Where both levels
occur in the same cycle the change generally, although by no

means always, occurg at time units 5, 9, or 153.

The various features of intervallic organization in the

examples of notation from The kitéb al-adwir which were

presented in tables 2 and % may be compared with the following

tables relating to the above composition. No account has

been taken of the variants.

direction of movement between contiguous notes

e 0

botal 4)
falling 219 45.9
rising 180 40.9

level 4.9 10.9
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incidence of intervsl types

quartertone,
semitone
three—-quartertone
whole-tone
whole~tone plus
quartertone

minor third
neutral third
major third
fourth

fifth less quartertone
fifth

minor sixth
minor seventh

octave

Ffalling

o] /O

rising

1
15
72
59

6 A R S e N L N

PN

—————

180

7

0.6
8.2
40

32.8
1.1

0.6

2.8
545
(N
1.1
5.3
1.7
0.6

599

0.5
4.75
1.5
275
0.5
0.5
3475
0.75
0.25
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The relatively low figure for the level category here
relates to the high incidence of melismatic passages in which
there are few repeabted notes. Such passages are lacking in
the examples of notation supplies by $afi al-Din, a fact
which might be cited in support of the contention that these
examples (especially the first) were deliberately chosen for
their simplicity, and thus can hardly be considered

representative of the melodic style of the period.

A higher degree of correlation is observable in the other
table. In both cases the three-quartertone and the whole-tone
account between them for over 709% of the total. What
variations there are may be attributed simply to the fact
that within such a small sample not all units can occur:
thus although it may be taken as a further illustration of
the relative importance of Zalgzalian and diatonic units, no
especial significance attaches to the absence of the semitone

in the table for $afi al-Din‘*s examples.

The units occurring in bthese, taking into account the

substitutions mentioned for the first, are:

/1 26 3b 53/, /1 2 3% 4/, /4 2F % o4/, /1 2% 3 4/,
and /’i 2b 5&? /. ‘ | |

In the composition in the durrat al-t3d] the units occurring

are:

/12 % a4/, /1 2 3 o4/, /1 26 3 4/, /4 28 3zb 4/,
/1 25 3b 3 4, 26 3b BF 4k 5/, 2/1 20 3b 4/or 241 2 3b 4/,
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N T TS

The following text of the kitédb al-adwir is based on

four MSS.:
(') — BM. Or. 136. Dated 792/1%390. Clear naskhi. The
folio numbers given relate to this MS.

( & ) - BM. Or. 2361. Dated 1073/1662. Small, occasionally

careless, but generally clear nasta‘ligq.

(#£) - BM. Or. 2361: the text of the kitab al-adwir

incorporated in the sharp. Dated 1074/166%. Same

hand as ( <« ).

(») - Photographic reproduction of a MS., published b,
Husayn ¢ Al MahflUz (Baghdad, 1961). Dated 870/1465.

The pointing is incomplete.

Considerable similarities exist between () ) and ( >),
the latter being distinguished chiefly by what it omits. No
reference has been made to these omissions, and as a general
rule ( ») is mentioned in the notes only when it contains
material not found in the other three kMuS.. All the variants
in (V), (<« ), and (»), as well as several marginalis, are
included, with the sole exception of the variants for the
musical examples in the last chapter: these, together with
the versions from several other LM33., have been presented in

chapter 8. 4any asdditions to the text are given in brackets.
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There are a large number of M3S. of the kitdb al-adwar
[

in existence. The above four were chosen not for any textual
reasons, but merely on grounds of convenience. Although it
is hoped that the text as given here is both accurate and
comprehensible, no attempt has been made to purify it of all
later accretions: ©tThe occasional explanatory insertion may

even be found useful.
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ii

A printed edition of the durrat al-t8j exists (ed. Sayyid

Muhammad MashkUt and Nagr AllZh Tagwad, Teheran, 1939-46),
but the section on music is unfortunately quite unreliable.
The following text of the passages translated in chapter 7

(pp. 244-80) is based on three MSS.:

(V) BM. Add. 7694. Dated 1020/1611. Small but on the whole

clear nasta‘*liqg.

The folio numbers given relate to this MS.

( ~ ) India Office Bthé 2219. Dated 1075/1664. Small,

somewhat careless naskhi.

(») India Office Ethé 2220. Dated 1177/1764. Clear naskhi.

All variants are given.




e wﬂ‘{,) rb - o rJLt‘:' d'l""" 5t f)"f"? o

obadl “lo in cul rwge  Ge 0

‘.J% \-'-'-Ju--o

4. ,,.';B., ‘J_,aj )LJ‘,\_%& ).: L:W‘ ‘J—Jv':l—i. "’

i
UT)“ ovlisd G‘,_-:._.un' iwle Vs Liu-.\.:_a T




prid S (% Y¥Y we)
ampady oS3y SValy 0v, cdis ol o

j‘ L:a)‘.tﬁ- rL..’J ‘\ﬁ:—w\ ) J—Q.G ""'L!J‘ Jw‘ JJ o

(V)

Gt WB Gyl simy bl b oo i S S e e D slaas

(v) . , <
Jl—b‘\}tw )" uaa-m‘;., .M\.: C—.Q.?-uv“)g 3“-’“‘3""5‘! O‘

X

Wl bS5 1, paay ¢ AabsS p ol ebldoly s s,y WS

obetel 51 el S of & and a6 8,50 L0 5V a0 g

S 5 e G el S o 8 S an e g aBbay 68,5,

(v)

SECIVV BPICI ST 7S IUC IR » oaleol Lo Al e, a4 d Cnles,

of SV TS Jst JUia Lo 8 oS b asy e ol s

. P v . (i)
S el 53 S Y g0 Olidel ) S S a0

99 Cwl,yy Jise S koS WS 8 ansS Ve e ¢ Ws
, (1) . , (>) L

Sp 8 oansl s, e 8 (ewlenS 51 8 ey o 4 @

cdar L e aas b by E TR L IRRT I B
AT A PE T LR S B P IR S IR R |
cdel oldel Lo lo el pldely DY L




NPT

(V) -

SV del olidely 6wl Slem VAN € Slaes So,00 51wl

5900 3V WS wsle, ap ccwl bl o Jol ax 6 el ol

(v)

k‘-‘iJT N1 oedi wMﬁj [4 L.‘st‘_;_g J‘.-s‘.z»-. J" dJ;aJ’ My ‘ Cloed J!.;a...‘:wﬁ

P A B UL Y. Sy VR I BRI SCOW) R FRRPS s B B

(Y:) . . .
wlppddl G el Y IV s wdiling el dhel o an S Y

Gl e L L e ol vl S L el Y 5 aeli Y

()

wll: L—-Mu.:ka: U_;--ALW‘ o L;-WLU LL'Q"S‘IJ L{‘.l;f P . K-'Mu.:t:l L—&ful.b& Lol

(1) (o)

O g til-ﬁ. Q_QJG Q‘.’.‘ QJL‘J:J,&-.-QE—-:; J“ L.'§"5 ¢L1'-uuL_a.j.9 U}JE t.“ali-,.a..m-:

L.‘}S Py ¢ -J..A.:-.S 3 }U.oi \.-Ll:f. Lﬂg B I 9;':- QS'S P %A.é__q ] l.,:"‘l':" feimd upk—éj

L:;T > i J ..!:19..‘ Q'T € W o I..":‘1 JL&Q L5'L"S ¢ _9'-§~§-—4 L.)T JJ C.ol.‘.}f };k_ L)T L. _)S:'-. oJ

‘3:!“ SR L.’.’.al:j)'_":» (_‘)‘wb 5‘ u%’:\.: as ﬁ‘g { wLn.L.S X >U:?‘ )_....:.J LE.‘:";,,:..

v) ,_

(A) -

¢S Vo wans las ma ST 1, pany 8 paes ol 0o
; ro. ) FIRSCIN B8 21 BT \
wL'n.fz'\.._-:.a.B-; [ ;. LiL‘ ).J L!:J_,,: L{ € ALt (o L3> i U‘ > du,).." f..w 5
s ke Lty el v o)y
] U““L“’\ )--' i_‘-s.wm:.{...:-.‘i .3‘:..?- .-'”:l_.oxoﬁ‘“
.LLL_{.&_.:CT;-QL&:;-.A:‘." .._.__.:‘.C'J‘.:MM:..?”L'.:.Q




(1)

wEJ\é E_.&..Q- [N QJ)L'\'ao LJ‘ % )..:.'..'Lc.ua (..:J'.‘.C SR N B R E Y U':"'"-'-J)'L Iy
Chd Y Soupbs dbkdel Lo 8w o7 5,6 S

(v) (V)

. . G, e L8 <
. uL‘.q..l“ J}J P ]:\J‘J)g d.«l._.o.: u@& Ulepd _}‘5 é .Jg.:
eblin ¢ plidol clib 51 cwl aib M, Wi I & S S

elab 51 et aab 5 ey 5,5 ¢ el e S S0l Gels

—
a

o ) Ol O cwl i deg S 0y s ol o € Blode

oiuby i e G oaibh 8 LT 1S ows L (Tvy w2)

G T wy b wls Y paen o v soles 4oaal S G0
R T

Vool flant S wlew S A5 e ,T e 8o S Sl

ebliss ¢ jume 90 Oeadpead s Do r,Lm_.a eblan! Lo 6 eSS usl anas

.

(o)

. 9.{ u:’) _9.;‘:-.'—-4 uu--n—ﬁ-! ‘ . 5 \-" J L,Q-!h 5 (.)"".""':"'"’3"
LY ‘.—...Q,J : e LY jj—.q - ‘ . i (I -59."'{5...5 s Wl s . L)f}}{ﬂi’l—-—é . ‘ - ‘f”




(¥v) o . oY) . (1) .
of fe o1 TGdes Y w6 e esms sl s Shs
. - () .

wl & oS ol ool ol de focwd Ble cdien 10l Gele Gl el

) <« (0 ) &
L.—&..':a-L(J el \.a.;». ¢ caliig uo_..ﬁi‘ 3 r,l? L ) .&MZL: &) ia ‘,.w‘ CLA e - . S

»

R T PR PR

J‘-’ }!9‘ OS &36’ )

(Ladl 3t caigan

Glds o0l s bbb J s Yt
(_55.; co @ I aaas b b o B
el gu vV eass boboo el
ol cos 9 e R N |
5959 c 0 ol e b s s e Lad)
a3l e g oo o=V e o b oo el
O bpdiel e b aans P S g L
S0 Lo o) ted woa b s A
WSty 9 6 ==V el o CA.,\:.'J\
a )UUL:;J 5 0 e b asas N S 6 adl
¥ — s 0y o |y
IR IR PO S ) —— e e ol T by




\42Y)

) .
rb OL"’H’ dJ)S rL-a.'J' d)j‘ 8 5 U"‘""""J‘ L ‘J r\-m.;‘ L‘)L.c.@ )’L:’

(V)

Gl 003 bl 8 A cuae s 2008 pese o Jeds o
B LIPE PRV | PP\ C S BT I TS Ippurrt| B I B V- N p Ha
Ll e el ary o el Js o pams cwd, platel o g2l
2 S Wl e LW L0 B oS sy g9 e e S

. . (v)
Jol olehol 1, el gldel Laos 4 @ ¥ 53w,y Jle 51 oS

LY

comaddl 0wl @Y g9 plidel 1 Sy s

. () . -
el Vo LAl 2l cw) S L0l Lo whsd wele andl L
A Y 1 o
sl d....u:.( ).___'( )&4&\.1_5_9 LS u..SJ.( )U)Li ol J,Si:( )\J f"
(1) i . . . .
e LB L Lleoa Jab Y Wl W s S0 Ll aib s
. (ve)
/ CS.’J . )}-fa:t.—-. ] Cowl & J—-«s i.:-'.:)‘ o d.:.a-& Lo‘_,

Calas b iy 6315 Sass ¢ Walss 6 o8 iy ¢ o8 ey ¢ Bau,
Clads o v JUEI) cle LTl caow EC S et o jlpnda

oles colio CLT 8 cwl o ose o) oluy coesam s 2 09

RS PR v VI I RN R ST

N L1t PR 1 o B U IV I B

coM sty dadiis Y dadiic Y Joddill L,

RESTE W DR ST e Y NASAS et L 1AS s 1AS el Ly
e oa Bt e J o ouq o Caonad o

S R L Y | B L L. " -1 I R W IV FX

s L sl T Ly,




400 )

(R - S &E{‘ o 9e é LS QLL':- o.!_,.‘.‘ wlaaas > dh—l&\ d&wm

5 J,..: OLL-;. OT, «.C.d.i) 0‘-\.: U:JL":" r:...‘.‘. \34.:.:..... )J (‘_‘b‘.{_::. [4 J‘,..:

~ ¢ (v) |

TP AT B "R VR VIR [ DIt MU CRy B | BPJOUNTE A PR W
L'-w‘) OJ).: JJ }L‘I—-ﬁ . Cewl dJ# C)T )J L'J‘,J dS u\.:i.:’g 4 446’)5—0
dab SVy b lidhes vpy cwly w0 0 ol W [/ gll ks S

ctgn ol e80T Ly el o oy [ o] 3@ e gl
. : , (YD) _
Gyb 31 L e /] i Sl Sk i Juasy o S o

(v Tyyee) wose b o o o v 0 K [O) awdd JiS

(o) (¢)

WS Jlaszel G /5 aais Sly € 00 S 4,05 posae

(1) .
PO pd g AES Gales B/ o w5V SV 6 upd pliden

(Y
pav S I / L/ )5\ o flanl & amlas loel Gl e 40,
0 JEESt 8 blas sy Jel 08 .ogw P Sl el e

: (A)
R I P I A7 AR YR IV IV PP

PO i 595 f_:w—-*(‘ )C‘J}“"'!(“)"""‘“‘) govua S 0 U6 e g
T I N I TP T

c p LR L e el r.é.J:\.i cdBel s o Jla st Tod Ly
caiS e . aiS Ll .y caiS e e aiS et .o

P I SV A I Y et VoV T ey
L R S W LR rCewl, oosewe g P+ 1o




LI

(1) -
PP P ICSTRR LY P S 5 VR = COny o) Figs DO B ) PR WY

, (¥
‘_:,J:Lau d.l—ijn- L:A.-w‘) dﬁju‘ J.J A_Rlo U“"«‘“ d‘S' b uL'n.'vs.j } ¢ .-UJg}é‘

N TN | I PT-7 B O NV U TC B 1 B B RTINS SR lav o &,
/]ﬂ/ oS Lﬁ“f"‘:".'_Qﬂ ‘.va..e 6‘3’13.) )“"_9 wole Lot -Jp.,;. d.;l.t.: ¢ Ll":"“"ﬁ

oJﬁ,l

P

R B < AT B PR CRRUS CSPR ST ST R S O ) P
L‘.‘JL{,.&,@\ 06’5 ¢ .Jg.:.i J._o_mhuq /Ja/ by Oy Yo u“.)—"' ) qup Lﬁ‘lm

U ey 0135 ¢ /_9 C L_y‘/ ol sl L: »’9..: d—o..:s.lmo /}:/ dema.srt L
(v)

ey Leul o

L:vl-tu‘) LDJ},,Q.: 5‘ ago.um L'.'.-Jﬁ.,;o L‘.LT \H df)ﬁ)‘..;._:_-}. Uu@ U")‘f rj::g

(¢) -
[/ b S T 9sm Jay s Jlesied Lo B WT i a eho

()

Yes [/ CREN C)T &L@-‘Lw‘ SV oy el Corend  Lama g € c;w[&:)‘j\ 5

. (v) (v)
¢ .)‘JJS' S5l '9‘ L‘ L:JLWL;—Q v‘...)‘l.: f‘MJJ‘ / C/ SR Sk [4 -3.9.«2 ‘yw.‘;)o

{(A)

\4@_9.;::\,;;- 4 ",-9“: L:‘.«.rwi) Ly oo d,:L&a tg.ow;o t:.l)g.gc? o ./d.‘:./ A.I.Q.u:‘_g.{ L)S"

(1)

. T &, st . -~
= (S ob e, PVl A R N o A = T R
. oo : ‘-..-‘ . ‘-’DJ : w':"‘ . i . ® L{,._'IJ\ : e L}I""".‘.‘ : L:-l ‘ . T‘

» r.#‘uA..;)Q : ..,:_’w + r,zw:;JQ : ‘—'/ \ . 1 b e : ‘_g.. R L::-‘.:.AIL-; : L:J ‘ .0
o&gw :...':-L:-v .&55...?‘:‘.,\ ...L.:_L.:..:,:-..-L.:li:Lr-‘ 'Y




(v) o
A VAR bl G wow i /L) amdd L paa g

Pl anale 0 /Ly s o plaiel 516 ) edey S
oo 3 o8B0 W, twlia & Whe goms 00 o O‘wL{ﬁ(\‘)‘ L
c sk /L7 e S Lo g

L v Sald ol pomw oy BT WU 08 0 LS o 9
wloss Sl s 5V adsd fe/ L ) ) vees Bl e 4ol
dontinn  lma &2 ehlis W /) o Jasw S Lage ¢ el
sl Jeoe L)

adsth Jleninl Guow Glha cwl, S 005 plan cen sl
50 ehlasl by b el ao Lo JLast els Connglips o
dﬁ'JLﬁ.-.;.g dﬁd.ws eBgw 1,00, ,» u’_hLl,,? J)S OVes e Lo )f.:.:
Cleg plw ool Golate Lal ¢ e oF

/L e s 9/ wless o0 SUoeljlael gl 8 wlas oy
Gor Lal ol SLoplel gl Loele s YL el anS

(o)

G..l.).‘ J..S-’t..: L‘_].JU.:;-. [ ‘Jﬁ‘: / C/ Ay A &\"i‘.:u.‘ L:.uw‘) du’)_‘;' )J o Bt

—

. o (_sz.n—,o C:?:'.J.‘ &L—S—o‘ Q\ & J.J_)S L')"':ﬁ.)

-

N
c
¢

£

3
&
+
b

Cleaus L : e . L"uu:..';l.t,fh :..;_n\-ﬁ" o\nL_l“J.:-.:':"-o\-L.l

+ . <l . ol -
.Jﬁs-?“p\_.o.“'%-ha.-’ju’..ﬁ_.o.‘.o -db)d'.:'.».dL‘gJ.L._J\.i




Bloe @, Ls‘“-"‘—* ol eByu aad L J528 P LY i

¢ b ,)1":“’2’?' dp‘k.a%tv 9 [ &,Uﬂ...,g \-:'—L.w‘ D (S J b uj:ln-..a (')T d‘ij doiw d..f.&-u‘\: 3 [ | 9_,'

—

_)S\ JD.:.J d....q.r.'i.‘m -1_9;3- 3\ d‘SJ C‘fr d_‘n,su?:_g . 3\ uq.i': ) geo wj:z.w.-.-.a CJ‘

(V)

Cowly  ands Gm e dew ml JV ) dm a4 6wl gV dass

a

s Bl el S ol e pes f WD G 5l ed )

(/) S waby podasl wuS L/ hew 8wl 1, 08au,

() (v)

bpoon Rl Cugrees o/ L (] ooms Bles ety st
() .

02 4 leslol & amy olagu  lor 00y Vol s ¥ Gu

(‘”"f-"‘ﬁ"“’tﬁ’"

e - s ’ - Y . . &
8 ol Gusky wles Glue sy, VST WSl /57 ke S

(o)

PP ey Bl sy

¢ ‘J;l.-{‘ (f)..;‘..;,_:‘:,:. Lj“"‘.’."""""}"’ Uﬁji) L_"JL—Q.-"\.I o «J-Q,: Ls.“—-.&-*l;‘ L'.'.(.ﬂ‘,.a'..(b Lﬂ{s)ﬁ
L < . . V) e o
AUD & / C/ Ll‘—.o..ma.w‘j -L:)Lw /‘/ "LM.B w /J/ Gty .20 J‘

. H,H /_:,/ Qa0 d‘—b.ﬂ.,lw‘ a \...-\.”.99

\)/Ls/ dnts &S J g ol (_-_,T Jiel g - g eloladnt &J_.;, C§»"-‘"°9

‘LQJB‘,}:':,"L.’J’(}}J,‘J‘)‘:"T 0‘:\—.."? o‘Lﬁ:L:J‘-"
.\;L&}\BT:.%\LT;.JLQ}TB\:‘.Q: o@:L.:Ja-.-’:a.::.&:n‘.""‘

Gogr e v I 0 Slus ey S lsl Gk Wles Gl st ) e
S te s anS ey e 0D, Gl,e




N Y

(V) ¢
WS el w,uh 90 boamds ey e o) wdLb Yy w0 S 50

O PRSI VIt T EVe O PP B S I VD CEN P P T A Y

(v) ()

o L Lgfi:umﬂ ‘Jﬁ‘ o & ds JV&L:

et oSy ol S el su et s Llewl Gasle  eble Lty

(¢)

oy RPN T SV DI Py PR R T P RS B DY) BRC

(o)

¢ ..J.J)S:‘qu k}:uw )‘SJ'_QJ diﬁ‘ﬂ 9‘ L...‘.’.“\JLQ.:F }‘ L’.L;L’L:h I's L.&f.‘l...‘*-.:g . -J)\.JJ
- (Y) ()
U gl f‘-:‘ M i / 'C/ &S e W e BLEPL. e OJL..S....';.;‘ Y
Lﬁ’.'.)j::'f /.-C/ j‘ O‘ j‘ J...q.{g (4 .«L:.'._.‘S é).:--a Jl_j’......u‘ S 9~ (_“—fl_..l':‘s
S s . | N LA e
w2 N Lg.d:‘ —_— “‘L’JLW Jﬂ.m (-:-uw‘) Rowy .S pd g iotderen, J‘P_....H‘ oD —C:u‘_
cainS daes wwl, e/ omy XL e, Jmy S5 /e S
J"’l) RN | I k_..c_ii_{?: 9 dsl Gl dJ)_aT UL":"‘ _',\;.(,...‘tﬁ d.:‘._..q L—n‘ﬁ

sy guiall G ife g gl Laly 0 &S ol a3 Hlgul

SY o ga b wlaes L el gdwe el . & bl el S,

. . « oo
.d,_;é)_f.‘c.._::h.m).c.l.:a‘.“ ."b——.}—"y?-‘-:/‘c]
Lo )\3“9:.:3- -dJJ.Q-&U duJ_).:: ‘JLD 3‘3‘3 :t_; 1. £ . u..l".:.\vm; . . Lb"LM"‘;‘ : e b, '
oéﬁ-’:&’;:\_‘d th\.-;i_M : -—-"1’-‘ « D odh“)’)«&:ﬂ-{ GJJ.,:
S B Y T e

CJESY Jl,a_,.u\ S B




NV LAY

ool 0ol 10l 51 W leT an (Yyg ) ¢ el el il b

d,:L.q L "‘.:"BT d'.'.9’°""“'.’. J‘gd\}H kﬁ”"{ﬁ»: ) dﬂﬂ—f )‘5‘4" g dl.'r‘.]_:a
Sl v owadls JLEa ) cds widl H9v ams 2L g0 o0 jligd

‘ajwl—ﬂ& r..fh JL-.M‘ OT t—”-l.‘é.::i.&’, L:A.w‘ tjaé}’é (J5\-Lo':-'- )\J dS‘ JLL.Q {.:J)}&D

(1)

poalen o N0 s OV gl Lo jopde Wisles Lal Lol

) J &_..o.g- N - > L.)‘.'.':"‘b d.!._q.::-- @ | L.‘A‘.:_—'rLaJ 4 b el UT o )‘....-u

- —

L..é.:.b,a'.-' 9 _3‘.3.;,.,& O—-.,.A‘-‘L.‘-E'\Q.‘:t’ 9 . r_':. w L?J ,J 5 w‘\;:.\u J . l_'.s O o= g (:)‘ > L'Ln..w.:mo.-é-“

(Y) -

‘):)J ‘)..Q L—-Q C)i)-t L.u._s . (’T’-‘J.)S‘ \JL" dr:'; LTJ_:-LU L‘J‘»L: lL'.n—w‘)JU O‘ )J
(v)
. l,,:,ﬂg.::’w 0 g g s g e 5

. (2) : .
Ciad ey Bl Jlee O GBSV 5s caad Lo 1) Jees Ll

() - (o)

SLEBl Gl 09 W tewew & WAL Jlewy o LT Obmr el
[ o <. (\() o — P
Q‘ 4y wLL'I.D..a..: .J.J_)S-: Caperimas L'la.g.‘n_.h Q‘ )S‘ (‘.L'v\.}._b. ‘L&L. L8 U"—'B‘*"-"‘-:.’“Q

Adad 5 “:"'L"Q-":'*’; ﬁ‘ P ‘ib\ L. WL 3-'\:.1 _’.:...—“-:l—-.o L’)\ L:.’-«..‘.‘.:EL‘&& J ot 9 . L:..MU‘ 4] >

e SV L el L 8 v ol e ol v b sss i

ol e h,e sy B T LI S TRE PR
o.ﬁ..____:‘.t.:-g.:m:.i:-..?-k-.a-i orfvd_,mz:m.f,i)u:.u\‘\"

L o e S T A I A IR IR | .J.J’,'SJ:..?.&..J..JJ’S;_:\.Y




NV

Y Cms Glae ole el b 81, ey LAl s pall
CLL S S g e o dlh LB Gy @ e R g o
U:‘ﬂ‘:'. ds vL.l.L: 6 sl GJJ)J L'.‘.-t_.':u.:_.n u.:\ LS.;L'Z-—-A L.).q:'a..‘iu: PR ‘) LS.VS J—A&

b dano LS \.! L(-.LQJ b Lo s el Lias > )_Itﬁ L§¢§ vt 8 s 9y ,J Looaial 3 i

r
. dJ lj"l'é' ‘_AJ )—ma.:—a KJ—SB
Joasg & a0 i Cewndbis V00 00 o & ety s b g

ol of JLS an 51 caws ey Leeis Jlan byt Gaay L0 of

o) -L;ﬁu:v r})‘\.—-.a “)/C/ NE S ds‘ d.]gSjJJ' d"’)f, sl 4 J}.: _195)_4&
(v)y . ) .

o wha S Jlawt TJsy wslen /0 o o/ wleds

LT-\..-"’-LQ (_')..."\.M_t) o 9.& 0] 1N L(JL:LJ‘ /..t.;./ 5 Lagua.n- < J 9..42 J:—.o:‘o

u"_,,.;" \J\.:L_?- Fx ¢ L:A.ua.:.:i LJ_.Q.,';‘:.;{)J. L}.'.‘ :,.':_-s- Cieao | d..‘;.;)' L?..o.Lw dlg ‘) d,:ﬂ..é )..J.Z

Sur

. Cewl A.?-g.i...,c. U‘ > )95.-&.

LSt swa S el oy Jol T . Jslm e by
o(J-_.A}-'."»;a:..::-L..J « :‘0“::"?‘




Oy )

a

f-(».i Ceed—n

. 5.-?.&0 lx_".aL..o 8 5 )--’ L:)..::tn.(v L‘;:.:.\i.: g -S:t J_.i; Ll \_()\J pr JR.L.'L. ).J

bl clelba A L oads pgen ol S cenlo wls

(V)

wolyby o, wal; oo 1 ol & s 51 JLawi ol

d».-;bﬁ )-'imo L’.;La.:. —— -’_9..: :’S’)q ti].')' J\J d's \-LG‘:L: d‘i‘ L'.'-J,:.w‘..l._ag . JJ)ET ‘:).:!J

ot Gl Ay - g0 0 S asl o¥y — ansl el el L0 g0 »

...Jj..: L5-L.;u ¢ J_9_, L‘.)JL&\ C)“‘L’, L')‘.’.j" -J.,.q..: -.’:131.1_3-. é 9 FE Junlos

(o) o (¢) (+)

Gulia J8 G,k 5V L g b Comis  Gu B by oo

. (v ) (1)
99 g Lomos JS Goln, Jol Jlm L eus ULk 3V L

: (A)
o € oV 59 Seu Ly S wole,  ppu Jles 6 sl

N S XN L.P')jf." )“ (_55‘,('5).9 s Jp.: C‘::J\H 9.J. L“.«:.-w.; _9-' Pr] 0.45_9 _)_‘:‘._4; L)lf'.—"’
(hve) (1)

L'_,lf_—.o -J..fs..: ds LB:'SB S | L.-d..:l-.-n LJB“”::‘ JJ dS‘ 4.5_,; &_94.:{» vL.UL.ag

- &_9.:.5:5.0 (:T;:B_g Jﬁﬁ [ P &._s"_).]f.» J\ C,bgﬁ < o &_9.;5_9‘, Hoan OL&..;_\ D § ).‘:L....;.;

(1) (1v) (1))
GFhs ¢ S wolal elabia o)) VIR | LT Ly
. Qﬂ."nb 1 : e L').‘J.“S\.B : o V. \" . (_')_'.‘«J : -+ V. )
n‘..:a—u;::—‘l : > '\-:-l..:.ﬁ&h-b. : L:J‘ ' £ . L‘)‘.'..)"!:L'." Ny : ..::-‘ A
»G\JLQ:.:.‘:- . L_Sj\.fh):k:«" t“ n——-—-:‘-l.::w?k..a L)
. l‘ﬁ.:\-..—J . L.: : w':‘w‘ .ll\ . l.l‘ : -..k-h * L-: : (.'.)‘ 0Y

wr " s : -

ods (515‘9 ds:u':%'u-'-'adiwlggo w'.* QL::U-J——,Q:LT“O({

.wmi_:.u?.?.w{&;\io‘o)" 0‘—.@93-‘«':- -L—-Ojv‘—.-ﬂ 0‘-—4\3:‘0\}

-~
-

. . .
oub.cw?-vugl.: QL.:J"}\V




AL S

el g
50
el oS (i~
SR (g
QL,;._"!.;::»‘ Lt
w‘s) (e
s olphiol
aﬁgd 5l
5_, o Slhpd
Sols, &, 5
PE sole,
QLM}@‘ LB,{S‘)
()
Olpde) SEPES
0¥ au Gl ,e
b (o

(_55-.‘.“%'-""

Ls"‘i*““'*'

.____:\.wﬂ:*m}o&c:\_‘».wu;

.o\Si:,-J . A

. W
.

+ ¥

.
..,.‘:*-‘ 'i.

'Cﬂ“"‘:f"O’Q'J‘L.“ o

QJ‘}an?’-k'-f ‘é\)f‘.‘,\‘u

+ o LTI Y L.)Lf‘;b'p‘ )'3')-9..-‘! :..:E\‘ oD




NV~ Sy

AP > 55
d\S)L‘~.."—N S
Sole, ook ;

(v)+ (¥

Sr 90 490 Gwls

o Lj_,i: ﬁ s 99 ua plea uany

sols,
RPN
el oS
Sls

d\gsd

o
b g 5509
. (V)
ol de o bduo )
) +

(v o)

Ji b

PR 5509
PR ANET 5909
oeeddl gd JPLIOPES
eds 3 IS
PRI -
by S 4l
PRSI P g Llae
EEN ) P JLISPES

C el A s e 0 e e Ly




A

shoe 1o o “imy JS 35054
BPIES 1o oo “ias SO sols,
(v)+ +

Joltts  JUsly b oo u B cwls 50 )

dl“':f“ﬁs &as J"S Gl e
(o oL S Sl e

(v)

T B Ls*é‘*"“’, 45 Cas T u.t__cLs., "’.9“‘:' O"":".f)) L_.;L.WU_'} L')f.‘ G50
=y — o~
J.’R.w_g_g »-‘-9.: dﬁn_g-«’ ;‘uL'n,:‘ ‘)JTD [3 ngLing d€3J5 4 J.‘:..w_a J'L?w.:-.g Jg_:

(v)

“‘.{Jﬁ\g v ogw AJ}.{JJ u\-.-r\..q.a.‘ ‘)JT_g r'e ug.:‘_-n.!hg ‘cL-(..:.'v‘ ng‘,’-“b)g L"S;)J
(¢)

C)‘.'..J“J UL‘° _:, Lif.‘ J,fb‘ dL..o.&'Lw\ anl-w._-\.: )9»{,»&(\ \::L..AL:L.AB . ngL’b P

. & > 3! ke A A
v A0 At Jn,.’,;.‘l....a d) l..'.f_.:...\‘).l:, l._'_a_:‘\..c.ns l.ﬂ: ) >

L e .\)51‘\: oL‘-J‘ c“ o'».:_a.(u‘ P (.,‘.;..J\__‘:.. Lol Ju’ o+.no+-)

-

R AT AP I B

.

. L;L?J.J‘ (_Q_QL%JJ

*

PR S N 'C’.‘.‘:“‘?"‘ 3




index

of technical terms




\47<)

ablUsallik: see blsalik
adraj 433, 435, 437, 438, 441

|

anf 368, %69

agibit 345, 346

&waz 38n, 93, 131, 141-6, 148, 190, 217, 244-6, 248, 251,
255, 260, 262, 263, 265, 283, %19, 410, 411, 455-7,
465-5

S7e-4, 376-82, 385, 413, 458

bahr 400-2

bsmm 371, 405, 406, 429, 430

bagiyya 109, 372, 377

basta 103

basta (nigar) 103




\4r2)

baydd’ 14n
bingir 49, 51, 405, 406, 409, 410, 412, 429, 430

butd 71, 75n, 365, 366, 371, 374-80, 382-5, 392, 455, 457,
465, 467, 460

bu*d alladhi bi *l-arba‘, bu‘d dhi al-arba* 71, 75n, 372-9,

281, %82, %92, 402, 455, 456, 453-61, 467, 469

butd alladhi bi ?l-khams, bu*d dhil al-khams 71, %71, 37%-6,
579, 281, 455-7, 459, 465, 467, 469

butd alladhl bi *1l-kull, bu*d dhi al-kull 371, 373, 374, %76,

581, %82, 384, 402

butd alladhi bi ‘l-kull wa ’l-arba*, bu‘*d dhl al-kull wa *1l-

arba‘*, al-kull wa ?l-arbat 3%73-6

bu*d alladhi bi ?1l-kull wa ?l-khams, bu‘d dhli al-kull wa ?1-

khams, al-kull wa *l-khams 37%-6

bu‘d alladhi pi ’l-kull marratayn, bu‘d dhT al-kull marratayn

57’ "'6, 406

N

bu¢*d B: see B

bu*d baglyya: see Qggizzg

butd J: see J

bu¢d T: see 7§

ab‘ad kubra 200, 374

ab*3d sughra 200, 374, 375

ab‘ad wusta 200, 374




(&474)

bligalik 81, 86, 107, 111, 122, 128, 132, 135, 153, 166, 175,
1750, 177, 207, 210, 214, 219, 225, 227, 238, 23%9,
241, 248-50, 270, 278, 280, 290, 291, 29%, 310, 514;
407, 409, 413, 414, 419, 446, 457, 458, 467, 469

buzurg 59, 89-92, 113-5, 127, 128, 133-6, 139, 4%, 146,
148, 159, 163, 166, 167, 181, 188-92, 194, 195, 199,
201-3%, 210, 211, 21%, 214, 219, 225, 236, 240, 241,
ouu, 245, 250, 259, 272, 274, 280, 305, 308, 310, 407,
410, 41%, 444, 424, 446, 455, 458, 468, 470

buzurg-i agl 89

buzurg-i kamil 127, 219, 227, 236, 239, 241

chahdrgah 100, 106, 252, 256-9, 261, 276, 280, 283-5, 299~
501, 306, 307, %10, 459, 461-4, 470

chahargdh wa hijdzi 106, 218, 269, 300

chahBrgsh wa isfahdn 106, 218, 269, 300




\&72)

aa’ira: see dawr
darb 434, 439, 440, 444, 448, 450

dgarb al-agl 317, 318, 321, 356, 357, 435, 437, 438, 440-3

dastan 47n, 59n, %66, 367, 570, 404, 405

(see also ra’s)

dawr, ddira 71, 262, 316, 365, 366, 379, 383-92, 400-11, 413,

415, 417-29, 431, 433-45, 451, 455, 457, 458, 465

dhi al--arba*: see butd

dhll sl-~khams: see bu'd

[

dhi al-kull: see bu‘d

adhu al-kull wa ?l-arba*: see butd

dhil al-kull wa ?l-khams: see bu‘d

dhu al-kull marratayn: see bu‘d

276, 278, 280, 28%-6, 291, 297-9, 301, 302, 305-8,
510-2, %44, 459-63%, 468-70

digah-i rast 254, 460, 461

digah wa hijdgzi 28C, 305, 470

digédh wa rghawi 280, 470




A

fakhitl 318, 444

farah

114n

fagila %16, 43%2-6, 440, 448

furs:

glshe

see wusta

182n

h

hadd 405, 406, 429, 430

hazaj

Rijazl

218, 434, L4L4%
366, 367, 370, 371, 406, 460, 461, 467, 469

84, 85, 90, 92, 98, 100, 102, 104, 106, 108-10, 115,
116, 4120n, 121, 127, 128, 1%0, 13%-8, 440n, 445-7, 166,
167, 173, 474, 177, 178n, A94-9, 202-5, 207, 208, 211,
214, 215n, 219, 220, 227, 23%, 240, 244, 245, 25-3,
270, 272, 276, 280, 298, 299, 305, 3091, %10, 311, 314,




&)

343, 407-11, 428, 446, 449, 455, 456, 459, 468, 470

higédr 96, 97, 117, 118, 187, 201, 2%9, 240, 243, 251, 272,
285, 510, 511n, 5497 555, 554, 457, 4638

hisdr wa isfahanak 118, 240

humdyin 280, 281, 304, 307, 309n, 470

pusayni 57, 83, 89, 101, 102, 105, 110, 111, 119, 125, 1%3-8,
142, 147, 167, 177, 211, 214, 218, 225, 226, 237,
240, 243, 251, 254, 255, 268-70, 272, 276, 278, 280,
2385, 290-3, 298, %02, 310, 311, %52, 354, 407, 408,
440-4, 427, 446, 457, 460, 467-9, 470

ikhtilds 463, 464

intagal, intigdl 9Yn, 379, 403%, 408, 429, 430, 459, 460,
0.62-7, 470

iga* 75n, 365, 366, 430, 431, 439, 445, 460, 462

‘irdg 79, 83, 92, 98, 102-4, 108-10, 116, 118, 121, 126, 132,
134, 135, 166, 174, 4178n, 196-9, 202-5, 208, 209, 211,
21%n, 214, 219, 227, 234, 240, 250, 251, 256-61, 274,
278, 280, 292, 293, 299, 303, 306, 308, 310, 314, 346,
4O7, 409, 410, 413, 444, 421, 446, 453, 461, 463, L6870

‘iraq ma* al-bagiyya 109




\tro)

igfahdn 80, 83, 84, 87-9, 106, 114, 120 123, 124, 132-5, 145,
155, 167, 174, 175n, 176, 180n, 181-6, 196, 211, 214, |
215, 219, 221, 224, 225, 2290, 234, 240, 244-6, 248-
250, 252-5, 263, 270, 272, 274, 276-8, 283, 290, 291,
298-3%00, 302, 306, %08n, 30%n, 310, 31%n, 349, 351,
35%, 354, 407, 408, 410, 411, 422, 446, 455-60, 468,
469

igfahan-i agl 59, 87, 244, 245, 252, 253, 455, 456, 459

igfahanak 103, 104, 118, 142, 218-20, 239, 244-9, 256, 257,
260, 2e1, 276, 277, 283, 299, 306n, 509n, 344, 345,

455, 457, 461, 463, 469
igpikhab 365, 366, 403, 429, 430

ittafaq, ittifaq 371-3

J 58, 65, 66, 151-4, 156, 157, 158n, 183, 186, 191, 200, 215,
250, 372-4, 376-82, 385, 392, 413, 458

Jjahr 334

jam*  75n, 244-6, 260, 264, 268, 455, 456, 458, 463, 465,
067, 469

jumi® —i murakkaba 268, 467

Jénfaza 111n




Jess 371-3, 375
Jins 59n
ajnas mufrada 1

kamil fi al-talzd

ALY S

v 377, 379, 403, 415, 429, 430

36, 190

k

um,

156, 386

kardaniya 97-9,

181,
244,

kardaniya nirizi

kardaniya za’id

kawasht 103,

211, 21

khafid al-tanidfur

118,

1M1-2,
245, 248, 249,

115, 141, 143, 166n, 167, 176, 180n,

2’1/[, 2/187 2/]91 22/""4'9 257’

412, 455, 457

240,
265, 411,

112, 122, 219, 221, 240

11%, 114

1U1-%, 148, 159,

240, 245,

167, 171,

524‘ L) 54‘4" Ll‘/l /1 9 LI‘/l 2 9 4‘50

181, 187, 210,

5y 274, 219,

155, 158, 384, 391

Khafif 333

khafif al-ramal

khafif al-thagil

518, 434, 442

218, 434, 438, 439

Khingir 51, 405

khuflt 334

(ab*dd) kubrd:

77
299,

klUchek 104,

510

see bu‘d

256, 270, 272,
-3, 461, 468-70

274, 276, 278, 280, 291, 293,




\TOV )

ktchek: see also zirdfkand

kuchek-i tamam 104, 218, 220, 239, 251, 291, 347n

kull al-durib %19

kull al-nagham 319

kull wa ?l-arbat: see bu*d

we—an

kull we ’l-~khams: see bu‘d

1a’am 377
labn 568, 411, 461, 467

Lebni 371, 374, 378, 379, 382

modd 334

nafride 75n, 254, 268, 460, 465, 467 (see also thagil)
mahir 45n, 114, 223n

mahiri 45, 114n

majlis afriz 182

magam 125, 127, 182n, 20%n, 217n, 247, 268, 269, 280, 467,
470




\“F& )

markaz 59n, 268, 402, 413, 465, 467-8

mathlath 371, 405, 406, 409, 410, 412, 429, 430
mathnd 405, 406, 409, 410, 412, 429, 430
mowajib 345n

mdya 91n, S2-4, 130, 141, 142, 14%n, 201n, 213, 217, 220, 239,
252, 253, 262, 204, 265, 272, 276, 278, 282, 285, 288,
289, 291, 299, 303, 306, 308, 310, 411, 412, 459, 4c4,
465, 4e8, 469

mazmim 80n

migrab 448

mubarqa*t 252, 260-2, 285, 286, 344, 345, 459, 463, 4G4

mudraj 454

nufakhkham 334

mufrad: see jins

muhayyir husayni 44n, 82, 119, 120, 139, 146, 147, 167, 173,

175-7, 179, 211, 214, 217, 226, 240, 244, 245, 248, 249,
282, 301, 332, 333, 350, 351, 455, 457

muhayyir zirkesh 120, 184, 185, 219, 225, 240, 301

mujannab 51, 52, 53n, 64, 328, 345, 346, 405, 406, 410, 412,
429, 430, 451

mujannab alésabbéba, 51, 52

mujannab al-wustd 571

mujanneb wustd zalzal 51




N =g

mukhalif 7/7n

mukhdlif-i rast 87, 89

mukh@lifak 77

mukhammas 439

mukhtalas 35534

muld’im 154, 155, %66, %77, 379, 384, 385, 391, 463%

murakkab 131, 144, 145, 196, 281, 382, 410, 411, 455, 459,
467 (see also Jam®)

mursal 444

7

mushaddad 334

mushf 363, 369

mutabaddil %82, 392

mutala’*im 156, %86

mubanafir 71, 154, 371, 377, 382-4, 392, 408

muflag 51, 529, 346, 347, 366, 3567, 370, 403, 405, 406, 409,
410, 412, 429, 430, 451

nmuttafiq %71

n
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253, 258, 259, 261, 263-5, 268, 270, 230, 282-7, 289,
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(ab*83d) gughrd: see bu‘d
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