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When in 31/651 Yazdgerd III, the last Sasanian king, left Iran fleeing from the
Arab troops, he took with him “1,000 cooks and 1,000 musicians” (Ta‘alebi,
Gorar,p. 742; Hamza Esfahani, Ta'rik seni 1, p. 63). This statement, along with
other historical accounts, testifies to the great importance given to music at the
Sasanian court. ‘Amr b. Bahr Jahez (d. 255/868) even used the fact that music
was considered an art among the Persians and the Greeks as an argument in
favor of music in Islam (Jahez, Ketab al-qian, tr., Beeston, pars. 28-31). Under
Arab-Islamic rule local musical traditions lived on in Iran, though on a
provincial level. Abu Yusof Kendi (d. after 256/870) saw a difference between
the languages and the musical styles of Persians, Turks, the people of Deylam,
Kazar “and others” (Kendi, Mo'allafat, p. 137; Idem, Resala fi’l-lohun, p. 26).
From pre-Islamic times on the Arabs had introduced Iranian elements into
their own music. They adopted the ‘Persian lute’ (‘ud faresi) and made it the
principal instrument of their urban and court music. After the predominance
of the harp in pre-Islamic Iran and the lyre in the Greco-Byzantine culture, the
lute came to personify a new period of music history in the Islamic world and
beyond. Its Arabic name ‘ud, whose etymology is not yet convincingly
explained, may well have been derived from the Persian word rud, since other
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terms belonging to the instrument like zir (highest string), bam (lowest string)
and dastan (fret) were also adopted from the Persian language, and the names
of the second and third strings, matna and matlat, may well have been
translated from the Persian terms dotar and setar.

The new art music of the Arab-Islamic world had emerged from older local
traditions, including Persian ones, and we know of a number of musicians of
Iranian origin who acted first in the early musical centers of Mecca and
Medina, and later in Baghdad under the ‘Abbasids as singers, composers, and
writers on music, such as NaSit (2nd half of the 1st/7th cent.), Yunos Kateb (1st
half of the 2nd/8th cent.), Dara Faresi (Ebn Kordadbeh, Moktar, p. 54), Salmak
Razi, who served under Harun al-RaSid (r. 809-13) and is said to have
introduced the musical meter ramal into Persian music (Abu’l-Faraj Esbahani,
Agani, I, p. 379) or Ebrahim Mawseli (d. 188/804) and his son Eshaq Mawseli (d.
235/850), who dominated the court music from the time of al-Mahdi (r. 775-85)
down to al-Motawakkel (r. 847-61). The main activity of the Mawselis,
however, was not directed towards Persian music but towards the heritage of
the great masters of Mecca and Medina. Eshaq defended an unadulterate
performance of the traditional Arab music against his colleague and rival
prince Ebrahim b. Mahdi (d. 224/839), who followed a less rigid, “romanticist”
style. Singing girls from Khorasan performing at the courts in Damascus and
Baghdad may have sung and danced in Persian as well as in Arab fashion.

According to Arab authors, who are our principal source for Persian music in
the early Islamic period, musicians such as Ebn Mesjah (d. ca. 90/710) and his
pupil Ebn Mohrez traveled to Iran and Syria to learn Persian and Byzantine
music respectively (Agani I, p. 378, III, p. 276). Though being of Persian
descent and living in the mixed Arabo-Persian society of Iraq, the young
Ebrahim Mawseli traveled to the cultural center of Ray to study Persian as
well as Arab music (Agani V, pp. 157-58). This is not astonishing when we
consider that an Arab composer such as ‘Abd-Allah b. Mo‘awia Baheli, who had
accompanied his tribesman Qotayba b. Moslem to Khorasan, lived himself in
Ray (Ebn Kordadbeh, Moktar, p. 24). Arab and Persian music existed side by
side and were handed down separately. Abu Nasr ‘Abd-al-Rahim QoSayri (d.
after 542/1147), a son of ‘Abd-al-Karim b. Hawazen QuSayri (d. 465/1072), the
author of the famous Sufi Resdla, compiled in NiSapur a Ketab al-agani
containing Arabic song texts (Emad-al-Din Esfahani, Karidat al-qasr... 11, p.
104).

The local Persian traditions were supported when, in the 3rd/9th century,
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Iranian dynasties regained power and music became once again “one of the
signs of rule” (yak-i az amarat-e padesahi, see Narsaki, Tarik-e Bokara, 1892, p.
258). The poet Rudaki, a boon companion of the Samanid Nasr II (r.
301-31/914-43), composed songs to his own verses and accompanied himself on
the lute or the harp (NarSaki, 1892, p. 251; Nezami ‘Aruzi, pp. 49-54). The same
is reported of his poet colleague Farroki Sistani (d. 429/1038). He served at the
court of Sultan Mahmud Gaznavi (r. 388-421/998-1030) along with a singer
called ‘Andalib and a tanbur player called Buqi. Mahmud’s son and successor,
Sultan Mas'ud (r. 421-32/1031-40), was entertained by the lute player
Mohammad Barbati and the songstress Setti Zarrin-kamar, also called Setti
Zarrin Motreba (Mashun, L, p. 163).

Several Saljuk rulers were fond of music. A famous lute player from Khorasan,
called Kamal-e Zaman (Perfection of the age), performed at the court of Sultan
Sanjar (r. 511-52/1118-57) in Marv (Juzjani, Tabaqat I, 1949, p. 308). ‘Ala’-al-Din
Kayqobad (r. 616-34/1219-37), the Saljuq ruler of Anatolia, presented the
Ayyubid ruler in Damascus, Malek Asraf Musa (r. 626-35/1228-37), who came
to visit him, a very capable and beautiful female harp player (Duda, p. 148).
The female poet and musician Ferdows Motreba from Samarqgand was favored
by the Kvarazms$ah ‘Ala’-al-Din Mohammad (r. 596-617/1200-20; Jovayni, II, p.
56). When, in 617/1220, Bukhara and Samargand were captured by Cengiz
Khan, Ferdows was taken over by the Mongol ruler, who is said to have saved
the artists of the towns he seized (Abu’l-Gazi Bahador Khan, II, 119).

During the rule of the Il-khans the main musical activities shifted west, and the
rulers became accustomed to Irano-Arab urban art and court music. After
capturing Baghdad in 656/1258, the Il-khan Hulegi (Hulagu) Khan (r.
654-63/1256-65) saved the life of the eminent musician and writer on music
Safi-al-Din Ormavi (d. 693/1294), who had served al-Mosta‘'sem (r.
640-56/1242-58), the last ‘Abbasid caliph (Neubauer, “Safi-al-Din,” p. 806).
Sams-al-Din Jovayni (d. 683/1284), Hiilegii’s saheb-e divan, made his own house
a center of musical activities. He not only supported Ormavi, who dedicated to
him his second book, al-Resala al-Sarafiya, but also three of his pupils, Hasan
Na’i, ‘Ali Seta’i, and Kvaja Zaytun, as well as other musicians such as Abu Bakr
Tawrizi and Yahya Garib Waseti (b. in 661/1263; Neubauer, 1969, pp. 251-60).
With the exception of Gazan Khan (r. 694-703/1295-1304), most of the Il-khanid
rulers were fond of music. Abu Sa‘id Bahador Khan (r. 716-36/1316-35) even
took lessons from his favored musician Kamal Tawrizi; he also played the lute
and composed songs. Another musician at his court, who still served under
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Musa Khan (r. 737/1336-7), was Nezam-al-Din b. Hakim (d. ca. 760/1360), a
pupil of Safi-al-Din Ormavi in the second generation (Neubauer, 1969, pp.
257-8). Several of Ormavi’s students had emigrated to places like Mardin,
Hamat, Damascus, and Cairo.

Musical instruments. While pointing to the sound of instruments as an
indicator of differences in musical taste, Abu Yusof Kendi mentions that “the
Iranians are not moved by the organ as the Indians or the Greeks are not
moved by the pandore from Khorasan” (tonbur korasani, see Kendi, Mo allafat,
p- 72). Long necked lutes (tanabir) were in favor “with the people from Ray,
Tabarestan, and Deylam. The Persians prefer the tonbur to most other
instruments” (Ebn Kordadbeh, Moktar, p. 16; Mas‘udi, ed. Pellat, V, p. 128). The
Arabs, who spelled the Persian word tanbur as tonbur, were ravished by the
sound of its two strings whose seven frets were said to match the number of
days and planets (Kendi, Mo’allafat, p. 74). Abu Nasr Farabi (d. 339/950)
described the different tunings of the instrument (see FARABI v. MUSIC). The
poet Ra‘i (early 2nd/8th cent.) called it “harsh-sounding,” while in a verse by
the Arab poet Du’l-Romma (d. 117/735) the instrument “raises its voice in
intoxication, its melody containing what is foreign to the dialects of the Arabs”
(Mofazzal b. Salama, Ketab al-malahi, tr., p. 15). The “agility” (keffa) and
“velocity’ (sor‘a) of tonbur players (Kendi, Mo‘allafat, p. 137) formed their
notion of Persian music more than anything else. Biographical and artistic
data of male and female fonbur virtuosi were collected in particular books
(e.g., Ketab al-tonburiyin by Jahza and Ebn Tarkan’s Akbar al-mogannin wa’l-
tonburiyin; Ebn al-Nadim, ed. Tajaddod, pp. 163, 173, tr. Dodge, pp. 319, 342).
Quotations from some of these titles have survived in Abu’l-Faraj Esfahani’s (d.
356/967) Ketab al-agani, and names of pandore players were listed by the
5th/11th-century Egyptian court musician Ebn al-Tahhan (Hawi al-fonun,p.
119).

The upper chested angular harp (cang) was one of the instruments favored in
Sasanian Iran and later. It formed, together with the lute (ud), the main body
of urban and courtly chamber music (Ebn Kordadbeh, Moktar, p. 15). Both
instruments are well documented in literary and iconographic sources. The
couple was completed by the instrument called nay(-e siah), which in those
days was not the rim-blown flute (nay-e safid) but a chalumeau (mezmar)
played with a reed (Ebn Zayla, Kafi, p. 78; Kasani, Kanz al-tohaf, p. 114). A
Persian ud player and a nay player are depicted in a fresco in Qasr al-Hayr al-
Garbi in Syria, which dates back to ca. 90/710 (Farmer, Islam:Musikgeschichte,
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p- 35). Other pairs of instruments used in Iran in early Islam were the reed
instrument zonami and the tanbur, sornay and tabl, mouth ogan and cang (Ebn
Kordadbeh, Moktar, p. 15). The rim-blown variety of the nay was used in folk
music. It was emancipated in Sufi circles and entered art music not much
earlier than in the 8th/14th century. In the early Islamic period, the barbat was
not identical with the ‘ud. It had a longer neck and a smaller body. It was
compared with the Roman balance (garastun, see Mofazzal b. Salama, Ketab
al-malahi, tr., p. 6-7), and may be depicted in Qosayr ‘Amra (see Farmer,
Islam:Musikgeschichte, p. 32). Only later, when the instrument had fallen into
oblivion, did the name barbat come to refer to the short necked lute (e.g., Ebn
Sina, Sefa’, p. 144). The best barbat players were said to come from Marv
(Jahez, al-Tabassor p. 37).

Among the instruments of chamber music mentioned or described in later
sources we find those with “open strings” like ganun (its tuning is first given in
Ormavi, Adwar, ms. Fatih 3662, fols. 22r-23r), santur (first mentioned by
Manucehri), the rectangular psaltery nozha “invented” by Ormavi and
described by Hasan Kasani (Kanz al-tohaf, pp 116-17), the lute type robab, a
“lute psaltery” called mogni (pp. 113-14, 118-19), which was a predecessor of
the Indian sarangi, and the four-octave hybrid Sahrud (invented near
Samarqgand in the early 4th/10th century, and described by Abu Nasr Farabi),
the bowed instruments kamanca (first? mentioned in a verse by the poet
Sand’i, d. 525/1131) and gesSak (Kasani, Kanz al-tohaf, pp. 112-13), the rim-
blown flutes Sabbaba (‘Alisah Bokari, Asjar wa-atmar, unpubl. transcription by
Amir Hosayn Pourjavadi, p. 3) and bisa (Kasani, Kanz al-tohaf, pp. 114-55), and
the daf that “takes care of the meter and rhythm of all the other instruments”
(‘AliSah Bokari, Asjar wa-atmar, transcription by Pourjavadi, p. 3). Descriptions
of these and more instruments were later given by ‘Abd-al-Qader b. Gaybi
Maragi (d. 838/1435). Pathbreaking studies on the development of musical
instruments in Iran were published by Henry George Farmer in The
Encyclopaedia of Islam and elsewhere (in particular Idem,
Islam:Musikgeschichte; idem, Studies in Oriental Music; see also Mallah,
Farhang, ssv.).

Music theory. The educated musicians who had access to Arabic books could
deepen their knowledge of music theory by reading the treatises of a great
number of authors active from the 2nd/8th century onward. Traditional
Arabic theory was distinguished from that inspired by Greek music theory.
The Greek and Byzantine traditions were present in the work of Abu Yusof



https://www.iranicaonline.org/articles/barbat
https://www.iranicaonline.org/articles/farhang

{é\ MUSIC HISTORY II. CA. 650 TO 1370 CE | Eckhard Neubauer

Kendi (d. after 256/870), Abu Nasr Farabi (d. 339/950), Abu ‘Abd-Allah Kvarazmi
(wrote ca. 375/985), the Ekwan al-Safa’ (4th/10th cent.), Ebn Sina (d. 428/1037),
Safi-al-Din Ormavi (d. 693/1294), and others. An abridged Persian translation
of the Rasa’el-e Ekwan al-Safa’ was made in the early 7th/13th century under
the title Mojmal al-hekma. Its chapter on music found a wide circulation. Both
titles by Safi-al-Din Ormavi, Ketab al-adwar and al-Resala al-sarafiya, were
several times translated into Persian and commented on in both languages.

As in other fields, the Arabian element was predominant even when the books
were written in Persian like the Danes-nama-ye ‘ala’i, composed in 428/1037 by
Ebn Sina in Isfahan, or Fakr-al-Din Razi’s (d. 606/1209) Hada'eq al-anwar fi
haqa’eq al-asrar, which was composed at the command of the Kvarazmsah
‘Ala’-al-Din Tekes$ and completed in 575/1179. A certain exception to the rule
can be seen in the Qabus-nama (written in Persian, 475/1082) of ‘Onsor-al-
Ma‘ali Kaykavus b. Eskandar and in Ebn Zayla’s Arabic Ketab al-kafi, in which
the Iranian element is recognizably represented. Some Persian versions of the
‘Aja’eb al-makluqat wa-gara’eb al-mawjudat by Zakariya’ b. Mohammad
Qazvini (d. 682/1283) contain additional sections on music. An important
Persian text on the subject was written by Qotb-al-Din Mahmud b. Mas‘ud
Sirazi (d. 710/1311), who was a pupil of Nasir-al-Din Tusi and knew Safi-al-Din
Ormavi, in his encyclopedia Dorrat al-taj le-gorrat al-Dobaj, composed on
behalf of the prince of Gilan, Dobaj b. Filsah.

Less original is the chapter on music in the Persian encyclopedia Nafa'es al-
fonun fi ‘ara’es al-'oyun, written in about 740/1340 by Mohammad b. Mahmud
Amoli for the Inju ruler Abu Eshaq b. Mahmudsah (d. 758/1357) in Shiraz.
Another book on music was written under the title Lata’ef al-asrar le-maqased
al-adwar for Jalal-al-Din Turans$ah, a vizier of Abu Eshaq. The author may
have been Yahya b. Ahmad Kasi, who translated Ormavi’s books into Persian
and dedicated them to Abu Eshaq. The Lataef al-asrar, which is closely related
to Ormavi’s work, has survived in only one copy (see Ra‘'na Hosayni, pp.
748-56). In about 750/1350, a certain Hasan Kasani wrote an impressive book
on the theory and practice of music entitled Kanz al-tohaf. He was the first in
Iran to deal in greater detail with musical instruments. Additional treatises
and anonymous titles are mentioned in the catalogues by Ahmad Monzavi
(1970), Mohammad-Taqi DaneSpazuh (1976) and Mohammad-Taqi Massoudieh
(1996).

The tonal system. Music theory proper may be divided into three disciplines:
the tonal, modal, and metrical systems. As to the first mentioned, later Persian
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sources have preserved traces of an archaic tonal system. From our limited
information we can conclude that it comprised eighteen pitches or bangs (lit.
voices, sounds, tones), divided into whole-tones (bang) and half-tones (nim-
bang). It seems to have been a method of music instruction inherited from pre-
Islamic times, and it remained unaffected by Arab influence. Abu Ahmad b.
Monajjem (d. 300/913) confirms that eighteen was also the number of notes of
the two-octave system of the “ancients.” As a consequence, the microtones
used in urban and court music since the 3rd/9th century were neglected. Still,
in the 7th/13th century and later the method served to define the melodic
modes by a standardized number of bangs. In doing so, the number eighteen
stood for the total number of bangs of the twelve main modes. The system was
related to the two-stringed tanbur that was used in Persian music theory
comparably to the use of the four-stringed lute (ud) in the Arab world, and it
was based on the scale of the mode rast. The method recalls that of Eshaq
Mawseli (d. 235/850) in Baghdad, who defined the modes according to the first
two or three notes of their course (majra) on the second string (matna) of the
lute. He also disregarded the microtones, but in contrast to the bang system he
gave the notes precise positions on the finger board. The term bang lived on in
Persian theoretical writings until the 11th/17th century. In some later texts the
bang figure was further specified by indicating the more precise fret (parda)
position.

In contrast to the bang method used in musical practice, the pitches were
exactly measured on the fingerboard of the lute and recorded by scholars such
as Abu Nasr Farabi, Ebn Sina, Safi-al-Din Ormavi, and Qotb-al-Din Sirazi in
their respective books. As a result of physical and mathematical endeavors the
tetrachord was divided into eleven steps by Farabi, and seven steps by Ebn
Sina and Ormavi. Qotb-al-Din adopted the figures of Farabi and Ormavi and
added some data of common (‘orfi) intervals from the practice of the time. The
final division of the octave into seventeen steps was recorded by Ormavi. It is
a Pythagorean scale, and it became the accepted norm of later Persian music
theory (Manik, Das arabische Tonsystem, pp. 63 ff.).

The modal system. The notion of bang was closely related to the local modal
systems, the oldest of which was inherited from Sasanian times. It was a set of
seven modes, whose names are listed in Arabic sources but are distorted by
copyists and only few of them can tentatively be identified, such as bahar,
nayruzi (nowruzi), and mehrajani (Farmer, “The Old Persian Musical Modes”).
Ebn Kordadbeh (d. 300/913), who speaks of eight traditional Persian modes but
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gives only seven names, describes some of their characteristic features in
detail (Moktar, p. 15).

The notion of seven modes survived in Iran even after the character and
names of the modes, now called parda, had changed. Four of the new names
were first mentioned by Ebn Sina in the chapter on music of his Ketab al-Sefa,
including the main mode rast in its Arabic form mostaqim. Nine additional
names (mada, ‘eraq, ‘ossaq, zirafgand, busalik, sepahan (= esfahan), nava,
godasta and rahavi) are listed by Kaykavus b. Eskandar (Qabus-nama, p. 237).
Additional names are found in poems by Manucehri Damgani (d. ca. 432/1041),
and Anwari Abivardi (d. 565/1170), and in Nezami Ganjavi’s Kosrow wa Sirin,
written ca. 581/1180. An enlarged system of two times seven modes is listed in
the music chapter of Asjar wa-atmar by ‘AliSah Bokari (Storey, 1972, pp. 61-62),
an astrological work written in 686/1287. Here the seven fundamental (asl)
modes and their seven branches (far) are both related to the seven planets.
The author also lists a fundamental (asl) group of avaz modes along with their
higher (tiz) counterparts, and he mentions that tarkib modes are composed of
the avaz modes. He describes this system as if it were the leading one in his
day while, at the same time, he highly praises the name of Safi-al-Din Ormavi,
who represented a quite different tradition.

In stages of development unknown to us, the older system of seven modes
developed into a system of twelve main modes (parda), six secondary modes
(avaz), and additional so’be or tarkib modes in sexagesimal order. It was also
connected with astronomy. Several sources confirm that the previous system
of seven modes, which had been a “planetary” one, changed into the more
sophisticated “zodiacal” system of twelve modes (Anon., al-Moktasar al-mofid,
p- 56). By the early 7th/13th century at the latest the new system had been
completely developed. It was described by the North African writer Ahmad b.
Yusof Tifasi (d. 651/1253) as a recent Persian system adopted by the Arabs and
containing twelve bardas (i.e., parda) and six avaz modes whose names are
mostly Persian (see Tanji, “al-Tara’eq,” pp. 96-97) but only partly identical with
those known from Ormavi and his school.

Sets of twelve parda and six So’be modes appear in the 7th/13th century in
slightly different versions. There was an eastern or Khorasanian tradition
transmitted by Mohammad b. Mahmud b. Mohammad Neysaburi, the master
of Khorasan (ostad-e Korasan, prior to 656/1258), who added the numbers of
bang to the main modes. There was another system of twelve modes called
adwar (sing. dawr) or Sodud (sing. sadd) plus six avaz modes in a western or
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Irano-Arab version recorded by Safi-al-Din Ormavi in the 13th century and, to
judge from its terminology, intended to represent the predominant Persian
and Arab local traditions, namely, 0§saq, nava, busalik, rast, ‘eraq, esfahan,
zirafgand, bozorg, rahavi, zangula, hosayni, hejazi. In contrast, the beginning of
Neysaburi’s series of pardas and bangs (rast, mokalef-e rast, mada, ‘eraq)
resembles more closely that given by Kaykavus b. Eskandar in his Qabus-
nama. Neysaburi emphasizes the importance of the mode rast as being the
“Sah of all the pardas” (ed. Purjawadi, p. 63). In other sources rast is compared
with a tree of which the other modes are the branches, or a town in which the
other modes are the streets (Anon., al-Moktasar al-mofid, p. 56).

Comparison of different tables of modes from the 7th/13th and 8th/14th
centuries reveals a relative similarity of the twelve main modes and a greater
difference between the avaz and so’be modes which, however, was a frequent
phenomenon in Persian and Arabic sources (cf. ms. Istanbul, Képriulu 1613, fol.
70b; Ebn Fazl-Allah ‘Omari, Masalek al-absar X, p. 3, 1. 10). Most unusual are
the avaz modes listed in the anonymous al-Moktasar al-mofid (ca. 755/1354).
Their number is eight instead of six and includes some old-fashioned terms.

One generation after Ormavi an important account of the modal system was
given by the versatile scientist Qotb-al-Din Sirazi (d. 711/1311) in the music
chapter of his Dorrat al-taj. In contrast to the other authors, he did not follow a
strict system. He only once names the twelve parda modes as ‘0§§aq, nava,
busalik, rast, nowruz, ‘eraq, esfahan, bozorg, zirafgand, rahavi, zangula, hosayni
(Dorrat al-taj, p. 124), and he mentions nine So’be modes “used by the
musicians” (dogah, segah, jahargah, banjgah, zavoli, ruy-e ‘eraq, mobarqa;
maya, sahnaz), the traditional system being of minor importance for his own
distinction between and classification of the modes. He is the first to use the
word maqam as a general term in the sense of mode (Dorrat al-taj, pp. 122,
124), and he is the first to describe the melodic development (sayr) of modes,
singling out characteristic notes such as the beginning (ebteda’, mabda), a
central pitch (wasat), and the ending (enteha’, mahatt, see Wright, The Modal
System, pp. 143-292). At the end of the chapter on music, he has written down
a song by Ormavi in the most sophisticated musical notation known from
Islamic lands (see below).

Among his sources Qotb-al-Din quotes the Ketab al-adwar by a certain Salmak
(Dorrat al-taj, p. 121). This was one of the books of the 6th/12th and 7th/13th
centuries that have not survived but could have helped to detect the unknown
predecessors and colleagues of Ormavi. Another book of this kind was written
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by a certain Saraf-al-Din b. ‘Al&’, a distinguished contemporary of Ormavi in
music theory, who is quoted in the anonymous Ketab al-mizan fi ‘elm al-adwar
wa-’l-awzan, written by a pupil of Ormavi.

Extra-musical phenomena. A specific aspect of the Persian modal system was
its association to a number of extra-musical phenomena such as the stars, the
seasons, or the hours of day and night. The musician was reminded to choose
a song or a mode in correspondence with the nature and condition of his
listeners, their age, complexion, status, and origin. The effect of music was
treated in books by Abu Yusof Kendi, by his pupil Abu Zayd Balki (d. 322/934),
by Ebn Hendu NiSaburi (d. ca. 420/1029), who was a student of Abu Zayd in the
second generation, and by later writers. In the Persian language, this topic was
first taken up in the Qabus-nama (“the greatest art of the musician is to meet
the nature of the listener”; Qabus-nama, p. 237), and continued to be regarded
as an essential aspect of musical practice down to the end of the Safavids. In
the 7th/13th century at the latest, a pseudo-scientific relation between the
twelve zodiacal signs, the twelve main modes, the twelve parts of the body,
and the hours of day and night was made into a system of musical dietetics
and music therapy that existed until the 8th/16th century (see Neubauer,
“Arabische Anleitungen”).

Musical meters. A characteristic feature of both Arab and Persian musical
practice in early Islam was the way (tariqa in Arabic, rah in Persian) of a
melody or a song. It was defined by a musical meter to which the melodic
mode was subordinated. The musical meters (iqa, osul al-iga)were described,
on the Arab side, as being either heavy (taqil) or light (kafif) versions of the
three basic forms (osul) called ramal, al-taqil al-awwal and al-taqil al-tani, and
a separate group of light meters called hazaj. Farabi brought these three layers
into a system of basic beats in the relation of 1: 2 : 4 or (in modern terms)
eighth note, quarter note and half note. Ramal was the first of the heavy
meters. It was described (in modern terms) as a sequence of two half notes
and a half-note rest. The two remaining heavy meters consisted of three and
four half notes respectively with again a half-note rest at the end. The three
light meters had the same structure as their heavy counterparts, but double
speed. The hazaj was described as a sequence of five quavers and a quaver
rest. The final rest could be filled up by notes, and the notes of the basic
patterns could be subdivided. Farabi’s system was abstracted, with slight
differences, from the patterns of the musicians as written down by Eshaq
Mawseli and others. According to Ebn Zayla (d. 440/1048), who was a pupil of
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Ebn Sina, these were “all the meters used by musicians in Arabic, Persian, and
Khorasanian [songs]” (Kafi, p. 62).

Abu Yusof Kendi had already described the Persian meters as “well-defined
ways (toroq maluma), similar to the [Arab] osuls” (Sabiha be’l-osul; Kendi,
Mo‘allafat, p. 137; Idem, Resala fi ‘I-lohun, p. 26). On their part, Persian writers
saw their meters in a similar manner. In the Qabus-nama (p. 232-33), Onsor-al-
Ma‘ali Kaykavus first distinguishes between the two basic levels of heavy
(geran) and light (sabok), then proceeds to a threefold division. The first layer
contains the “heavy” meters of the dastan-e kosravani that is performed in the
presence of kings, people of serious nature (kodavandan-e jedd), and for old
people. The second layer contains the “light meters” that correspond to light
prosodic meters in songs (sorud) performed for younger people. The third
layer is designated for the “delicate temper” (tab-e latif) of women and
children and contains the songs called tarana whose meter (wazn) is lighter
(latiftar) than those of others. Compared with Farabi’s metrical system, the
first layer can be assigned to the “heavy” meters, the second to the “light”
versions of the “heavy” meters, and the third to the meter hazaj. In later
Persian sources this threefold metrical system was reduced to cryptic
formulations such as: “There are three kinds of beat (zarb), one beat (yak zarb)
for old people, two beats (do zarb) for young people, and three beats (seh zarb)
for women and children” (ms. Tehran, Majles-e Sana 13682; ms. Istanbul,
Koprula 1613).

The metric system underwent a significant change between the 5th/11th and
the 7th/13th centuries, which was comparable to the development of the
melodic modes. At the end of this constitutive period, the meters had
increased in length following the general principle of augmentation that
governed the development of musical meters in Iran and, later, in Ottoman
Turkey. Most of the meters of the 7th/13th century retained the older names
while their form had considerably changed. In his Ketab al-adwar, Safi-al-Din
Ormavi distinguishes between four different lengths of notes: letter alef or
syllable ta is called sari‘and represents the time unit of hazaj (=1), letter ba’ or
syllable tan is called sabab or kafif (= 2), letter jim or syllables tanan are called
wated or kafif al-taqil (= 3), letter dal or syllables tananan are called fasela or
taqil (= 4). He also uses the mnemotechnic patterns of the root fa'ala known
from prosody. Accordingly, the basic form of al-taqil al-awwal, described in
Ketab al-adwar as tanan (= 3), tanan (= 3), tananan (= 4), tan (= 2), tananan (= 4),
is later recorded in al-Resdla al-Sarafiya as mafa‘elon (3 + 3), fa'elon (4),
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mofta‘elon (2 + 4). One period of al-taqil al-awwal (3 + 3 +4 + 2 + 4 = 16) equals
two periods of al-taqil al-tani (3 + 3 + 2 = 8) and four periods of kafif al-taqil (2 +
1+1,or1+1+2=4). APersian meter was called faketi. Ormavi gave it the
pattern4 + 2 +4 + 4 + 2 + 4 = 20, Qotb-al-Din listed the form2+4+4+2+4 +4
=20 and, under the name of faket'i-e zayed, an extended form 2 +4 +4 +4 + 2 +
4 +4 + 4 =28. Ormavi mentions that “very many melodies of the Iranians”
were composed in the meter moza'af al-ramal (= taqil al-ramal) in the version
of al-Resala al-Sarafiya (=4 +2+4 + 2 +4 + 2 + 4 + 2 = 24). Qotb-al-Din modifies
this statement by saying that the meter had been favored by the Iranians in
older days (dar qadim) and that the version recorded in Ketab al-adwar (=4 + 4
+2+2+2+2+2+2+4=24)was more common than that of al-Resadla al-
Sarafiya (Ormavi, al-Resala al-Sarafiya, p. 208; Qotb-a-Din, Dorrat al-taj, p. 137).

Eight meters are solely listed by Qobt-al-Din and referred to as being well-
known in his time. Among them is mokammas (2 + 2 + 4 = 8), zarb-e rast or
zarb-easl (2 + 2+ 2+ 2 +4=12),and caharzarb (8 + 4 + 4 + 4 + 4 = 24). In Sarh-e
adwar (pp. 266 f.) Ebn Gaybi Maragi (d. 838/1435) adds that ¢aharzarb was
“invented” by a certain Mohammads$ah Rababi. Qotb-al-Din (p. 138) also gives
a description of the meter torki “in theory” (3+3 +4 +4+ 3+ 3=20)and “in
practice” (2+2+21/3+21/3+2+2=12[2/3]). This is the earliest known
reference to a limping (aksak) meter in music theory. It was not repeated by
Qotb-al-Din’s successors Ebn Gaybi Maragi and his son, who content
themselves with the common theoretical description of torki and its variants
(12, 20, and 24 beats), nor by later Ottoman writers.

The above meters were still current, with some variants and additional forms,
in the theoretical writings of the Timurid period. Ebn Korr (d. 763/1362), who
had left Baghdad for Cairo, uses the same terms while most of his patterns are
different. In his book a variant of taqil al-ramal (6 + 6 + 6 + 6 = 24) is called
korasani, and he lists a meter called zarbkosravani with eighteen time units
(Gayat al-matlub, fols. 8r-9v, 19r-v).

Musical forms. The development of musical forms in the early Islamic period
was closely related to that of the modes and meters. Some of them were
inherited from Sasanian times and survived in a more or less altered form,
others developed under the new cultural conditions. Here also the mutual
stimulation between the Arab and the Persian ‘Eraq was the origin and the
center of the Irano-Arab symbiosis. The fundamental couple of an
instrumental introduction in free meter and the following metrical song was
expressed by Keykavus by the terms rah and nava. As mentioned above, the
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sequence of dastan, sorud, and tarana represented the gradation of heavy,
medium, and light meters in the respective types of song. The musical
performance of epic texts (dastan) in which the syllabic structure of the verse
determined the metric structure of the melody was taken up later by
professional reciters of the Sah-nama (Sah-namakvan) and practioners of
similar professions.

Bukhara was known for a musical style of its own, including amazing songs
(sorudha-ye ‘ajib) about the mythical Kayanid prince Siavos, and traditional
dirges transformed into songs of art music (Narsaki, Tarik-e Bokara, pp. 23-24,
tr. p. 23). Ebn Zayla distinguished between a Khorasanian style of dastan
singing and another one from Esfahan and lists some (distorted) names of
ravasin and dastanat. A verse of a dastan and of a tariqa could be followed by
a special formula called nagma (Kafi, pp. 66-67).

Sorud was a more general term, comparable to the Arabic sawt. The early
tarana was a light song. Later it became a part of the nawba (see below). The
name of another musical form, gazal, was borrowed from the poetical form
bearing the same name. The musical gazal was equated in the Qabus-nama (p.
235) with a ‘song without meter’ (tarana bi-wazn). Later it was also included in
the nawba.

A style of its own “unrivaled in the seven climates” with songs for all occasions
“that pleased Iranians and Arabs” was attributed to Esfahan by the 5th/11th-
century Mofazzal b. Sa‘d Mafarruki (Mahasen Esfahan, p. 71). Quatrains from
Transoxania (do-baytiha-ye ma wara’ al-nahri) were regarded as martial songs
by ‘Onsor-al-Ma‘ali Kaykavus (p. 236). Virtuosic instrumental pieces, called
ravasin, “which the human voice cannot imitate,” were considered
characteristic of the local style of Khorasan by Abu Nasr Farabi (al-Musiqi al-
kabir, pp. 69, 77; tr. d’Erlanger, I, pp. 17, 21). Ebn Zayla knew of both
instrumental and vocal ravasin: The latter were mainly melismatic and not
subjected to a strict musical meter (Kafi, p. 66). Lullabies in Persian (lalai) and
in Turkish (nenni, ninni) are alluded to in a satirical poem by Suzani
Samarqandi (d. 569/1174; Divan, p. 454). The musical form kosravani was
transformed into a melodic mode in 5th/11th century Egypt and in Muslim
Spain, where it led to a scordatura of the lowest string of the lute (fanji). The
Egyptian musician Ebn al-Tahhan (d. after 449/1057) corrected this concept by
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explaining the original meaning of the term as he understood it: “Some
[musicians] perform the kosravani in [the meter] ramal and [the melodic
mode] mo‘allag with certain strings being lowered... But this is not kosravani.
The real kosravani is a Persian way (tariqa) with many periods (adwar) and
beats (nagarat) that branch out from one species (naw’) to another. Its [correct]
metrical form can only be [mastered] on the Persian lutes (idan ‘ajamiya) with
their slim necks (daqiqat al-a'naq) on which the thumb performs an unusual
and admirable movement” (‘amal, lit. work (Ebn Tahhan, Hawi al-fonun, facs.
ed. p. 204). A few patterns of tariga and sawt melodies were set down by
Ormavi in a traditional notation by writing the pitch of the notes in letters and
their length in numbers. His successor Qotb-al-Din Sirazi followed him by
writing down a gawl composition by Ormavi in a much more elaborated,
score-like way that he called “fixing of melodies” (tabt-e alhan; see Dorrat al-
taj, pp. 148-49).

Kaykavus’s text about the metric system of Persian music describes the
traditional “sequence of performing music” (nawbati-e motrebi) for an
audience: It begins with “heavy” songs and ends with “light” songs to satisfy
any listener belonging to the three above groups. This was first testified to in
early ‘Abbasid court music and later led to the four-part musical form called
nawba or nawba-ye morattab (composite suite). Comparable with the
development of the metric and modal systems between ca. 400/1000 and
600/1200, the nawba-ye morattab was also a result of the Irano-Arab symbiosis
and was fully developed in the 7th/13th century at the latest. The texts and
musical indications of some nawba compositions by Safi-al-Din Ormavi and his
contemporaries and students are recorded in the 10th volume of the Masalek
al-absar by Ebn Fazl-Allah ‘Omari (d. 749/1349), which is devoted to music and
musicians (facs. ed., X, pp. 309 {f.). In its standard form the nawba consisted of
four parts performed in the same melodic mode and meter, first a gawl, sung
using Arabic verses, then a gazal, using Persian verses, followed by a tarana in
the meter roba’i and by a final forudast that returned to the form of the initial
qawl. The different parts of the nawba, which were also performed and
transmitted independently, were analysed in detail by Owen Wright (1992),
based on later Irano-Turkish song text collections. Descriptions of the nawba
in theoretical writings were collected and interpreted by Angelika Jung
(Quellen, pp. 141 ff.).

Dance. Among the different kinds of dance (raqs) mentioned in the sources
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(Farabi, al-musiqi al-kabir 1, pp. 78 {f; Hasan b. Ahmad Kateb, Kamal adab, p.
232; Ebn Zayla, Kafi, p. 71), the name dastband that alludes to a Persian dance
is mentioned by Abu’l Faraj Esfahani (Ketab al-agani XXII, p. 214), in the
Rasa’el-e Ekwan al-Safa’ (1, p. 234), and by Ebn Zayla (Kafi, p. 73). Ahmad b.
Mohammad Maydani (d. 531/1137) who, in his Persian-Arabic dictionary, lists
also cup-bazi among the names of dances and games, explains the word
dastband as “a kind of dance in which one holds the other by the hand,” and
he gives the word fanzaj (cf. the Spanish fandango) as its Arabic equivalent (al-
Sami frl-asami,p. 173). Mostly female dancers are depicted in the iconographic
testimonies that have survived since Sasanian times, and dance is mentioned
as an essential part of courtly and urban entertainment in many instances. It
was cultivated at the ‘Abbasid court in Baghdad and certainly also at the local
courts in Iran. Khorasan was well known for its dances (Mas‘udi, Moruj, ed.
Barbier de Meynard and Pavet de Courteille, VIII, p. 100, ed. Pellat, V, p. 132;
Maydani, pp. 173-74). When Bukhara was taken by Cengiz Khan he “sent for
the female singers of the town to sing and to dance for him, whilst the Mongols
raised their voices to the melodies of their own songs” (Neubauer, “Musik zur
Mongolenzeit,” p. 244).

Sama’. The dance of Sufi orders played an important part in the local dancing
culture as did their inclination for singing and instrumental music (sama’) in
general. The art of pirouette (carkidan), which is cultivated in the traditional
Persian gymnasiums (zur-kana) up to the present, may well have been part of
the dance repertoire of Khorasan at the beginning of the 7th/13th century
when Jalal-al-Din Mohammad Rumi (d. 672/1273), who later founded the order
of the Mawlawiya or “whirling dervishes” in Konya, grew up in Balkh. From
the 3th/9th century on a particular genre of literature written in favor of or
against musical activities accompanied the music history in Iran as in the
other Muslim countries. A positive landmark was the translation, made in
620/1223, of the moderate music chapter of Ehya’ ‘olum al-din by Abu Hamed
Mohammad Gazali (d. 505/1111) into Persian (see Massoudieh, nos. 32, 33),
followed by the likewise moderate ‘Awaref al-ma‘aref by Sehab-al-Din
Sohravardi (b. 539/1145, d. 632/1234?; see Massoudieh, no. 105) and its
abbreviated Persian translation Meshah al-hedaya by ‘Ezz-al-Din Mahmud
Kasani (d. 735/1335; Massoudieh, no. 62).

Military and ceremonial bands. From the 4th/10th century onwards, court
military and ceremonial bands (nawbat, mehtar) became one of the insignia of
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local rulers in Iran as in other parts of the Islamic world. They played at the
daily prayer times, at other official occasions, and during warfare (Farmer,
Tabl Khana). The bands are depicted on miniatures, their employment was
recorded by historians, and some of their instruments were later described by
Ebn Gaybi Maragi. The importance of the ruler’s band was stressed by
splendid craftsmanship. So the kettledrums in the nawbat of the powerful
Kvarazmsah °‘Ala’-al-Din Mohammad (r. 596-617/1200-20) were adorned with
silver and gold (Dawlat$ah, Tadkera, p. 147).
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Tehran, 1965, pp. 99-103; ed. Amir Hosayn Purjavadi, Maaref 12/1-2, 1995, pp.
32-70.

Abu ‘Amr Menhaj-al-Din ‘Otman b. Seraj Juzjani (comp. 658/1260), Tabaqat-e
nasert, ed. ‘Abd-al-Hayy Habibi, Lahore, 1954, 2nd ed., Kabul, 1963.

Baba Afzal Kasani (d. prior or in 666/1268), “Fasl az ‘elm-e musiqi,” in idem,

Mosannafat-e Afzal-al-Din Kasani, ed. Mojtaba Minovi and Yahya Mahdawi, 2
vols., Tehran, 1952, 2nd. ed. 1987, 11, pp. 653-54.

Zakariya b. Mohammad Qazvini (d. 682/1283), ‘Aja’eb al-maklugat wa-garaeb
al-mawjudat, Pers. version with chapter on music, manuscripts, London,
British Library, Or. 7968, Or. 13935, Add. 16739, and Washington, National
Library of Medicine, P2.

‘AliSah Bokari (comp. 686/1287), Asjar wa atmar, unpublished transcription of
the chapter on music (“dar nesbat-e ‘elm-e musiqi”) by Amir-Hosayn
Purjawadi, Tehran.
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Anonymous (7th/13th cent.), Mojmal al-hekma (Pers. adaptation of the music
chapter from the Rasa’el Ekwan al-Safa), in Taqi Bines, ed., Seh resala-ye farsi
dar musiqi,Tehran, 1992, pp. 31-54, 150-61.

Qotb-al-Din Sirazi (d. 710/1310), Dorrat al-tajle-gorrat al-Dobaj, ed. M. Meskat, 5
vols., Tehran, 1939-45, IV, pp. 1-149; partial ed. and tr. Owen Wright, The Modal
System of Arab and Persian Music A.D. 1250-1300, Oxford, 1978, pp. 168-93,
282-92.

Mohammad b. Mahmud Amoli (comp. ca. 740/1340), Nafa'es al-fonun fi ‘ara’es
al-oyun, ed. Abu’l-Hasan Sa‘rani, 3 vols., Tehran, 1957, I1I, pp- 73-109.

Karamat Ra'na Hosayni, “Latayef al-asrar le-maqased al-adwar,” Rahnema-ye
ketab 13/11-12, 1971, pp. 748-56.

Hasan Kasani (comp. ca. 750/1350), Kanz al-tohaf, in Taqi Bines, ed., Seh resala-
ye farsi dar musiqi, Tehran, 1992, pp. 55-128, 162-97.

Anonymous (comp. ca. 755/1354), al-Moktasar al-mofid fi bayan al-musiqi wa
osul ahkamehi, ed. Amir Hosayn Purjavadi, Maaref 13/1, 1996, pp. 49-58.

Anonymous (8th/14th cent.?), Untitled treatise on music, Ms. Istanbul, Koprula
1613 (fols. 70v-73r).

Anonymous (8th/14th cent.?), Untitled treatise on music, Ms. Tehran, Majles-e
Sena Library 13682 (fols. 164b-67a), unpublished transcription Amir-Hosayn
Purjawadi.

‘Abd-al-Qader b. Gaybi Maragi (d. 838/1435), Maqased al-alhan, ed. Taqi Bines,
Tehran, 1966.

Idem, Jame® al-alhan, ed. Taqi Bine§, Tehran, 1987.

Idem, Sarh al-adwar, ed. Taqi Bine$, Tehran, 1991.
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Najib Mayel Heravi, Andar gazal-e kVi$ nehan kvaham gastan (sama-namaha-ye
farsi), Tehran, 1993 (texts on sama‘by 26 authors).

Selected Arabic texts (in chronological order; eds. and trs.).

‘Amr b. Bahr Jahez (d. 255/868-69), Ketab al-qian, ed. Joshua Finkel, in Talat
rasael le-Abi ‘Otman ‘Amr ...al-Jahez, Cairo, 1926; ed. ‘Abd-al-Salam Mohammad
Harun, in Rasa’el al-Jahez 11, Cairo, 1965; tr., Charles Pellat as “Les esclaves-
chanteuses de -ahiz,” Arabica 10, 1963, pp. 121-47; ed. and tr. Alfred F. Landon
Beeston as The Epistle on Singing-Girls of Jahiz, Warminster, 1980.

Idem, Tabaqat al-mogannin, excerpt made by ‘Obayd-Allah b. Hassan, latest ed.
by ‘Abd-al-Salam Mohammad Harun, in Rasa'el al-Jahez, 111, Cairo, 1979.

Idem, Ketab mofakarat al-jawari wa-’l-gelman, ed. ‘Abd-al-Salam Mohammad
Harun, in Rasa’el al-Jahez 11, Cairo, 1965.

Pseudo-Jahez, Ketab al-taj fi aklaq al-moluk, ed. Ahmed Zeki Pacha, Cairo, 1914,
repr., 1949; tr., Charles Pellat as Le livre de la couronne, Paris, 1954.

Abu Yusuf Kendi (d. shortly after 256/870), Mo allafat al-Kendt al-musiqiya, ed.
Zakariya Yusof, Baghdad, 1962.

Idem, Resalat al-Kendi fi’l-lohun wa-’l-nagam, ed. Zakariya Yusof, Baghdad,
1965.

Idem, Resalat al-Kendi fi ajza’ kabariya fi’'l-musiqi, ed. Mahmud A.

Hefni, Cairo, n.d.; ed. Zakariya Yusof, in Mo’allafat al-Kendi al-musiqiya,
Baghdad, 1962; tr., Henry George Farmer as “Al-Kindi on the ‘EUthos’ of
Rhythm, Colour, and Perfume,” Transactions of the Glasgow University Oriental
Society 16, 1955-56 (publ. 1957), pp. 29-38.

Idem, Resalat al-Kendi fi kobr send‘at al-ta'lif, ed. Yusof Sawqi, Cairo, 1969; ed.
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Zakariya Yusof, in Mo'allafat al-Kendi al-musiqiya, Baghdad, 1962; ed. and tr.,
Robert Lachmann and Mahmud A. Hefni as Ja'qub Ibn Ishaq al-Kindt: Risala fi
ubr ta'lif al-alhan/Uber die Komposition der Melodien, Leipzig, 1931; facs. ed.
and tr., Carl Cowl as “The Risala fI Oubr Ta’lif al-Alhan of Ja‘qtb ibn Ishaq al-
Kindi (790-874),” The Consort 23, 1966, pp. 129-66.

Idem, Moktasar al-musiqi fi ta'lif al-nagam wa-san‘at al-'ud allafahu le-Ahmad b.
al-Motasem (Resala fi ’l-lohun wa-’l-nagam), ed. Zakariya Yusof, in Moallafat
al-Kendi al-musiqiya, Baghdad, 1962; tr. Amnon Shiloah as “Un ancien traité
sur le @d d’Abu Yusuf al-Kindi,” Israel Oriental Studies 4, 1974, pp. 179-205.

Ebn Abi’l-Donya (d. 281/892), Damm al-malahi, ed. and tr. James Robson, in
Tracts on Listening to Music: Being Dhamm al-malahtby Ibn abUl-Dunya
andBawariq al-ilma’by Majd al-Din al-Tust al-Ghazali, London, 1938.

Mofazzal b. Salama (d. after 290/903), Ketab al-malahi wa-asma’eha, facs. ed.
and tr. James Robson and Henry G. Farmer as Ancient Arabian Musical
Instruments as Described by Al-Mufaddal ibn Salama (9th Century) in the Unique
Istanbul Manuscript of the Kitab al-malahi in the Handwriting of Yaqut al-
Musta'simi (d. 1298), Glasgow, 1938; ed. ‘Abbas ‘Azzawi, in al-Musiqa al-eraqiya
fi ‘ahd al-Mogul wa-"l-Torkoman men sana 1258 ela sana 1534, Baghdad, 1951;
ed. S. M. Jomayli, al-Mawred 4/3, 1984, pp. 35-64; ed. Gattas ‘Abd-al-Malek
Kasaba, Cairo, 1985.

Ebn Kordadbeh (d. 300/912), Moktar men Ketab al-lahw wa-’l malahi, ed. 1.
‘Abdoh Kalifa, Beirut, 1961.

Ebn al-Monajjem (d. 300/912), Ketab al-nagam, several eds. and trs., latestfacs.
ed. and tr. Eckhard Neubauer, in Arabische Musiktheorie von den Anfingen bis
zum 6./12.Jahrhundert, Frankfurt, 1998, pp. 43-126.

Abu Nasr Farabi (d. 339/950), Ketab al-musiqi al-kabir, ed. Gattas ‘Abd-al-Malek
KaSaba and Mahmud A. Hefni, Cairo [1967]; facs. ed. Eckhard Neubauer,
Frankfurt, 1998; tr. in Rodolphe d’Erlanger, La musique arabe 1, Paris, 1930, II,
Paris, 1935, pp. 1-101, 247-51; Pers. tr. of the introd. (unfinished), HuSang
MorSedzada as “Ketab al-musiqi al-kabir,” Muzik-e Iran 9/11, pp. 4-5, 12, pp.
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9-10; 10/1, pp. 17-18, 3, pp. 10-16, 4, pp. 18-26, 6, pp. 14-16; Pers. tr. Adartas
Adarnas as Ketab-e musiqi-e kabir, Tehran, 1996.

Idem, Ehsa’ al-'olim, ed. and Eng. tr. of the music section, Henry G. Farmer as
Al-Farab?Us Arabic-Latin Writings on Music, Glasgow, 1934.

Idem, Ketab al-iqa‘at, facs. ed. and tr. Eckhard Neubauer, in Arabische
Musiktheorie von den Anfingen bis zum 6./12.Jahrhundert, Frankfurt, 1998, pp.
128-84; Pers. tr., ‘A. Gorji, Mahoor 23, 2004, pp. 9-49.

Idem, Ketab fi ehsa’ asnaf al-iqaat, facs. ed. and German tr., Eckhard Neubauer,
in Arabische Musiktheorie von den Anfingen bis zum 6./12.

Jahrhundert, Frankfurt, 1998, pp. 185-308.

Abu’l-Hasan ‘Ali b. Hosayn Mas‘udi (d. 345/956), Moruj al-dahab wa ma'aden al-
jawhar, ed. and tr. Charles Barbier de Meynard and Abel Pavet de Courteille as
Macgoudi,Les prairies d’or (Murij al-dhahab), 9 vols., Paris, 1861-77, VIII, pp.
88-103; rev. ed. by Charles Pellat, text, 7 vols., Beirut, 1966-79, V, pp. 126-32, tr.,
3 vols., Paris, 1962-71 (contains two lectures on music history, theory and
dance given, the first by Ebn Kordadbeh at the Baghdad court of al-Mo‘tamed)
separate ed. ‘Abbas ‘Azzawi, in al-Musiqa al-‘eraqiya fi ‘ahd al-Mogul wa-’l-
Torkoman men sana 1258 ela sana 1534, Baghdad, 1951.

Abu’l-Faraj Esbahani (d. 356/967), Ketab al-agani al-kabir, 24 vols., Cairo,
1927-74, partial tr. Armand Pierre Caussin de Perceval as “Notices
anecdotiques sur les principaux musiciens arabes des trois premiers siecles de
I'Islamisme,” JA, sér. 7/2, 1873, pp. 397-592; partial Pers. tr. M. H. M. Faridani,
as Bargozida-ye al-agani, Tehran, 1990.

Ebn al-Nadim (d. ca. 385/995), Ketab al-fehrest, ed. Gustav Fliugel, 2 vols.,
Leipzig, 1871-72; ed. Reza Tajaddod, Tehran, 1971, pp. 157 ff.; tr. Bayard Dodge
as The Fihrist of al-Nadim: A Tenth-Century Survey of Muslim Culture, 2 vols.,
New York and London, 1970, I, pp. 307-42;tr. of the chapter on music literature
by Henry G. Farmer as “Tenth Century Arabic Books on Music: As Contained in
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‘Kitab al-Fihrist’ of Abu’l-Faraj Muhammad ibn al-Nadim,” The Annual of Leeds
University Oriental Society 2, 1959-61, pp. 37-47.

Ekwan al-Safa’ (2nd half 4th/10th cent.), Rasa’el Ekwan al-Safa’, ed. Kayr-al-Din
Zerekli, 4 vols, Cairo, 1928, I, pp. 132-80; ed. in 4 vols., Beirut, 1957, music
chapter, vol. 1, pp. 183-241; tr., Amnon Shiloah as “L’épitre sur la musique des
Ikhwan al-Safa’,” Revue des études islamiques 32, 1964, pp. 125-62; 34, 1966, pp.
159-93; tr., Amnon Shiloah as The Epistle on Music of the Ikhwan al-Safa’, Tel-
Aviv, 1978.

Abu ‘Abd-Allah Mohammad Kvarazmi (late 4th/10th cent.), Mafatih al-'olum, ed.
Gerlof van Vloten, Leiden, 1895, repr. 1968, pp. 235-46; tr. Henry G. Farmer as
“The Science of Music in the Mafatth al-Ulim,” Transactions of the Glasgow
University Oriental Society 17, 1957-58 (publ. 1959), pp. 1-9.

Abu ‘Abd-al-Rahman Solami (d. 412/1021), Ketab al-sama’, ed. Nasr-Allah
Purjavadi, Maaref 5/3, 1988, pp. 22-30, 40-72; tr. of the introd. N. Pourjavady as
“Zwei alte Werke Uber sama’,” Spektrum Iran 3/2, 1990, pp. 37-59, 3/3, pp. 36-61.

Abu Mansur Esfahani (d. 418/1027), Ketab adab al-moluk, “Bab sama"‘ al-
Sufiya,” ed. Nasr-Allah Purjavadi, Ma‘aref 5/3, 1988, pp. 30-50, 73-78; see also N.
Purjavadi “Zwei alte Werke tiber sama;,” (see above).

Ebn Hendu (d. 420/1029), Meftah al-tebb wa menhaj al-tollab, ed, Mahdi
Mohaqqgeq and Mohammad-Taqi DaneSpazuh, Tehran, 1989, chap. 8 (on
medicine and music), facs. ed. and tr. Amnon Shiloah as “Ibn Hindua, le
médecin et la musique,” Israel Oriental Studies 2, 1972, pp. 447-62. Ebn Sina (d.
428/1037), [Ketab] al-Sefa’: al-Riaziyat3, Jawame" ‘elm al-musiqi, ed. Zakariya
Yusof, Cairo, 1376/1956; ed. and study, Mahfuz Ali El-Tawil, “Ibn Sina and
Medieval Music,”Ph. D. diss.,University ofExeter,1992; tr., in Rodolphe
d’Erlanger, La musique arabe 11, Paris, 1935, pp. 103-245, 251-57.

Idem, Ketab al-najat, ed. and Ger. tr. of the music chapter, Mahmoud el-Hefny
as Ibn Sina’s Musiklehre hauptsdchlich an seinem “Nagat” erldutert, Berlin,
1931; ed. and study, Mahfuz Ali El-Tawil, “TIbn Sina and Medieval Music,”Ph. D.
diss., University ofExeter,1992.
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Ebn Zayla (d. 440/1048), al-Kafi fi’l-musiqi, ed. Zakariya Yusof, Cairo, 1964.

Ebn al-Tahhan (d. after 449/1057), Hawi al-fonun wa salwat al-mahzun, facs.
ed., Fuat Sezgin and Eckhard Neubauer, Frankfurt, 1990.

Abu’l-Qasem ‘Abd-al-Karim QoSayri (d. 465/1072), al-Resala al-Qosayriya,
printed several times; Pers. tr., ed. Badi-al-Zaman Foruzanfar as Tarjama-ye
Resala-ye Qosayriya, Tehran, 1966.

Idem, Ketab al-sama’, ed. Pir Mohammad Hasan, in al-Rasda’el al-Qosayriya,
Karachi, 1964.

Hasan b. Ahmad b. ‘Ali Kateb (early 5th/11th cent.), Kamal adab al-gena’, ed.
Zakariya Yusof, al-Mawrid (Baghdad) 2/2, 1973, pp. 101-54; ed. Gattas ‘Abd-al-
Malek KaSaba and Mahmud A. Hefni, Cairo, 1975; tr. Amnon Shiloah as La
perfection des connaissances musicales, Paris, 1972.

Abu’l-Qasem Hosayn Rageb Esfahani (d. in the early 5th/11th cent.), Mohazarat
al-odaba’ wa muhawarat al-so‘ara’ wa’l-bolaga’, 4 vols., Beirut, 1961, II, pp.
715-723.

Abt Hamed Mohammad Gazali (d. 505/1111), Ehya’ ‘olum al-din, printed
several times; Eng. tr. of the chap. on sama’, Duncan B. Macdonald as
“Emotional Religion in Islam as Affected by Music and Singing: Being a
Translation of a Book of the Thya’ ‘Ulim ad-Din of al-Ghazzali,” JRAS, 1901, pp.
195-252, 705-48; 1902, pp. 1-28.

‘Omar Kayyam (d. 517/1123), al-Qaw!l ‘ala ajnas alladi bi-’l-arbaa, in Jalal-al-Din
Homa', ed., Kayyami-nama: Resala fi Sarh ma aSkala men mosadarat ketab
Oqlides. Tehran, 1967, pp. 338-44; ed., Pers. tr. and study S. HuSyar and M.
Bager1 as “Resala-ye Kayyam az didgah-e riaziyat,” Rahpuya-ye honar 43, 1997,
pp. 43-63; Rus. tr., see B. A. Rozenfel’d and N. G. Khayretdinova, “Rech’ o
rodakh, kotorye obrazuyutsya kvartol Omar Khayyam,” Istoriko-
matematicheskie issledovaniya 19, 1974, pp. 279-84.
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Nasir-al-Din Tusi (d. 672/1274), fragment on intervals and pulse, ed. Zakariya
Yusof as Resala fi ‘elm al-musiqi, Cairo, 1964.

Ahmad b. Mohammad Tusi (7th/13th cent.), Bawareq al-elma fi ’l-radd ‘ala man
yoharremo’l-sama’ be’l-ejma’, ed. and tr. James Robson, in Tracts on Listening to
Music: Being Dhamm al-malahiby Ibn ab?Ul-Dunya andBawariq al-ilma’by Majd
al-Din al-Tust al-Ghazalt, London, 1938; Pers. version by the author as al-Hadia
al-sa‘dia fi ma‘ani ’l-wajdia, and another tr. by ‘Abd-Allah Sattar Qaderi as
Bawareq al-sama’, Tehran, 1994.

‘Abd-al-Mo’'men Safi-al-Din Ormavi (d. 693/1294), Ketab al-adwar, facs. ed.
Hosayn ‘Ali Mahfuz, Baghdad, 1961; ed. Gattas ‘Abd-al-Malek Kasaba and
Mahmud A. Hefni, Cairo, 1968; ed. HaSem Mohammad Rajab, Baghdad, 1980;
facs. ed. Eckhard Neubauer, Frankfurt, 1984; tr. with commentary, in
Rodolphe d’Erlanger, La musique arabe, 111, Paris, 1938, pp. 183-566, 573-588;
Pers. tr. Mirza Mohammad-Esma‘il bh. Mohammad-Ja‘'far Esfahani, Sepahsalar
Library, Ms. 564, ed. Yahya Doka’, “Ketab al-adwar fi’l-musiqi, ta’lif Safi-al-Din
... Ormavi,” MJ, 3rd series, nos. 46-56, 1960-61 (10 parts); anon. Pers. tr., Melli
Malek Library, Ms. 831, ed. A. Rostami, Tarjama-ye Adwar-e Ormavi/Ketab al-
adwar fr'l-musiqa (Persian Translation and Arabic Text), Tehran, 2001.

Idem, al-Resala al-sarafiya fi’'l-nesab al-ta'lifiya, ed. HaSem Mohammad Rajab,
Baghdad, 1982; facs. ed. Eckhard Neubauer, Frankfurt, 1984; ed. M. al-As‘ad
Qari‘a (Lassaad Kriaa), Ph.D. diss. Kaslik, Lebanon, 2004; Fr. paraphrase by
Bernard Carra de Vaux as “Le Traité des rapports musicaux ou 'Epitre a
Scharaf ed-Din, par Safi ed-Din ‘Abd el-Mumin Albaghdadi,” JA,8th series, 18,
1891, pp. 279-355; tr., in Rodolphe d’Erlanger, La musique arabe 111, Paris, 1938,
pp. 1-182.

Ebn al-Katib Erbeli (fl. 729/1329), Jawaher al-nezam fi ma'refat al-angam, ed.
Louis Cheikho, Majallat al-masreq (Beirut) 16, 1913, pp. 895-901; ed. ‘Abbas
‘Azzawi, al-Musiqa al-‘eraqiya fi ‘ahd al-Mogul wa-’l-Torkoman, Baghdad, 1951.

Ebn Fazpl-Allah ‘Omari (d. 749/1348), Masalek al-absar fi mamalek al-amsar,
facs. ed., Fuat Sezgin et al., 27 vols., Frankfurt, 1988, X, on musicians.
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Anonymous (first half of the 8th/14th cent.), Ketab al-mizan fi ‘elm al-adwar
wa’l-awzan, ms. Gotha, orient. A 85, fols. 40b-62a.

Ebn Korr (d. 763/1362), Gayat al-matlub fi ‘elm al-angam wa-’l-Zorub, ms.
London, British Museum, Or. 9247.

Studies.

Ja'far Aghayani Chavoshi, “Omar Khayyam et la musique théorique,” Lugman
16, 1999-2000, pp. 92-108.

Human As‘adi, “Negah-i ejmali ba piSina-ye tariki-e musiqi dar Ma-wara’-al-
Nahr,” Mahur 5, 1999, pp. 59-88.

Idem “Negah-i ejmali ba sayr-e tahawwol-e mafthum-e ‘lahn’ dar musiqi-e
jahan-e Eslam,” Mahur 13, 2001, pp. 57-68.

‘Abd-al-Mohammad Ayati, “Eshaq Mawseli,” Amuzes wa parvares, no. 54/2,
1975-76, pp. 153-57.

Mahdi Barkechli, “La gamme de la musique iranienne,” Annales des
téléecommunications 5, 1950, pp. 195-203.

Idem, “Musiqi-e Ebn S1na,” in jasn-nama-ye Ebn Sina 11, Tehran, 1955, pp.
466-77.

Idem, “Nazariyaha-ye qadim dar bara-ye ‘molayamat’-e fawasel-e musiqi,” MJ,
3rd series, no. 3, 1956, pp. 5-15.

Idem, “Parda-bandi-e tanbur-e Korasan asas-e gam-e musiqi-e masreq wa-
magreb,” MJ, 3rd series, no. 6, 1956, pp. 5-16.

Idem, “Gam-e musiqi-e Iran,” MJ, 3rd series, no. 12, 1957, pp. 4-12.
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Idem, “Les rythmes caractéristiques de la musique iranienne,” in Hellmut
Federhofer, Gerald Abraham, and Suzanne Clerc-Lejeune, eds., Bericht tiber
den 7. Internationalen Musikwissenschaftlichen Kongress Koln 1958, Kassel etc.,
1959, pp. 61-63.

Idem, “Molayamat yak-i az payaha-ye ‘elmi-e modawamat-e tariki-e musiqi-e
irani,” Honar o mardom, new series, nos. 107-8, 1971, pp. 70-75.

Idem, “Payagodaran -e mabani-e ‘elmi-e musiqi-e Iran,” in GuSa-i az sima-ye
tarik-e tahawwol-e ‘olum dar Iran, Tehran, 1971, pp. 216-37.

Idem, “Recherche des degrés de la gamme iranienne a partir de la sensation
subjective de consonance, ” in Acta Iranica 3, 1974, pp. 339-60.

Idem, “AndiSaha-ye ‘elmi-e Farabi dar bare-ye musiqi/Les idées scientifiques
de Farabi dans la musique,”in idem, Majmu a-ye sokan-raniha, Tehran, 1974.

Idem, darajat-e molayamat-e fawasel-e musiqi az nazar-e Farabi,” Kerad wa
kuses 6/1, 1975, pp. 106-33.

Idem, Modawamat dar osul-e musiqi-e Iran: gamha wa dastgahha-ye musiqi-e
irani/La continuité historique des principes dans la musique iranienne: les
gammes et les systémes de la musique iranienne, Tehran, 1976.

Idem, “Maban-e ‘elmi-ye musiqi-e irani,” Nasriya-ye Anjoman-e farhang-e Iran-
e bastan, no. 19, 1977, pp. 18-42.

Idem, “Gam-e kamel-e zaman-e Farabl wa-gamha-ye piSnehadi-e u,” Honar o
mardom, new series, nos. 177-78, 1977, pp. 14-23.

Idem “Ebn Zayla Esfahani, musiqgi-Senas-e ‘ali-maqam-e garn-e panjom,” in
Mohammad-Rasul Daryagast, ed., Majmu‘a-ye sokanraniha-yehaftomin
kongera-ye tahqiqat-e irani IV, 1978, pp. 21-33.
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Manucehr Bastani, “Ketabha-ye katti dar bara-ye musiqi dar ketab-kana-ye
Madrasa-ye ‘Ali-e Sepahsalar wa Ketab-kana-ye Majles-e Sura-ye Melli,” MJ,
3rd series, nos. 104-5, 1966, pp. 29-36.

Anna L. F. A. Beelaert, “The Complaint of Musical Instruments: The Evolution
of an Image in Classical Persian Poetry,” in Bert G. Fragner, ed., Proceedings of
the Second European Conference of Iranian Studies Held in Bamberg, 30th
September to 4th October 1991, Rome, 1995, pp. 81-96.

Taqi Bines, “Sarh-e Adwar-e Yahya Kasi,” Arj-nama-ye Iraj II, Tehran, 1998, pp.
321-26.

Ebrahim Borhan-azad, “Seh tawsif-e Sa‘erana az Cand alat-e musiqi az do
Sa‘er,” Payam-e novin 6/3, 1965, pp. 51-55.

]J. Christoph Burgel, “Musicotherapy in the Islamic Middle Ages as Reflected in
Medical and Other Sources,” in Hakim M. Said, ed., History and Philosophy of
Science, Karachi, ca. 1980, pp. 33-38.

Idem, The Feather of Simurgh: The “Licit Magic” of the Arts in Medieval Islam,
New York and London, 1988, pp. 89-118 (“Music, Nourishment of the Soul”).

Nelly Caron and Dariouche Safvate, Iran:les traditions musicales, Paris, 1966.

Jean-Claude Chabrier, “Eléments d’une approche comparative des échelles
théoriques arabo-irano-turques,” Revue de musicologie 71, 1985, pp. 39-78.
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