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by
Scott Lloyd Marcus
Doctar of Philosophy in Music
University of California, Los Angeles, 1589
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Professor Nazir A, Jairazbheoy., Co-~chair

The dissertation is a critical review of modern Arab
modal theory as presented in written sources, as taught in
present-day Cairo, and as conceptualized by contemporary
performers. The temporal focus of the study, the "modern
period," 2xtends roughly from the mid-eighteenth century to
the present day. The geographic focus is the eastern
Mediterranean region ranéing from Egypt to Syria and Lebanon.

The first chapter introduces the modern period giving
special attention to the changing position of music and music
theory in Arab culture. It also introduces the main Arabic-
language sources. The remainder of the dissertation is
divided into four parts dealing with notes, tetrachords,
modes, and modulation, respectively. Part aone considere the
notes as they are conceptualized in the indigenous system of

Arabic/Persian note names, discusses the introduction of

XV



Western solfege and Western notation into Middle Eastern
music culture, and anélyzes concepts of tuning and intonation
held by modern-period theorists and present-~day performe:rs.
Part Two discusses melodic intervals and modern tetrachordal
theory. Part Three analyzes 2 number of impartant issues
concerning the musical modes (the magamidt, s. magam) includ-
ing their number and classification. The essential elements
that contribute tc the definition of the individual modes arz
discussed in turn in a multisectioncd chapter ten; e.g.,
tonic, ambitus, starting notes, etc. Part Four examines the
role of and the ruwlse governing modulation in contemporary
practice. Within each chapter, discussions are organized
chronologically, beginning with concepts that existed in the
late-eighteenth, early-nineteenth centuries and ending with
those that exist today. A concluding chapter views aspects
of music theory from a cross-cultural perspective.

While the gquarter-tone scale has provided an important
element of continuity throughout the modern period, it is
found that the concept of mode has changed drastically over
the same period. This and other changes in the music theory
occurred in response to a variety of social, cultural, and
musical forces. In view of these changes, the modern period
is best divided ipto three subperiods f(early, middle, and

present-day)’.
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PREFACE

Tne modern period has bzen 2 time of tremendous change in
Middle Eastern culture and music. This work addressas the
question, "What has happened to the music theory during this
period?” From the earliest stages of this study it becazme
apparent- that the theory of the mod-rn period is
characterized by change. The study is thus based on the
understanding that a cuiture's music theorvy is a dynamic and
multifaceted entity, one that is susceptible to change as a
result of influences from a variety of differeﬁt sources, be
they musical, social; economic, politiecal, or philcsophical.
The aim is to identify the various elements of Arab modal
theory, ascertain patterns of continuity and change that have
occurred in modern theoretical thinking, and seek rzasons for
aspects of both continuity and change.

Focusing on how theorists, performers, and music
educators have conceptualized Arab music during the modern
period, the study divides the modal theory into four broad
parts: notes, tetrachords, modes, and modulation. The
exploration of these four parts, one after the other, is seen
as an organic progression: notes are organized into
tetrachords, tetrachords are joined together to form modes,
and modes exist in a state of constant interaction through
the process of modulation. By adopting a2 chronological

presentation of indigenous theoretical concepts, this study



seeks to introduce the reader to the main issues of modern
modal theory and to explore the immediate roots of the
contemporary theory. At each stage, the diverse approaches
and opinions found in the sources are noted, for, as will be
seen, consensus and diversity are both important aspects of
Arab music theorvy.

My interest in this topic dates from 1978 when, as a
student at UCLA, | took 4 series of classes on the music of
the Near East, taught by A. Jihad Racy. At the same time I
vegan to iearn the 'Gd from Professor Racy and played in his

Near East performance ensemble. After studying modern

1)

standard Arabic, the language of the thearetical sources, |
went to Egypt in 1982-83 for further study, funded by the
American Research Center in Egypt. This was the first of
three pefiods of study in Egypt, the others being in 1984 and
1387. My interest in Arab music was heightened by my earlier
study of North Indian ciassical music, first at Wesleyan
University, then in Banaras, a city in northern India, and
later with Z.M. Dagar and Professor Nazir A. Jairazbhoy in
the U.S.

The indigenous theoretical works surveyed (the earliest
dating from c.1840) are from Egypt, Lebanon, and Syria. In
addition to Arabic-language sources, the study is also based
on European-lianguage works, theory lesscons from individuals
who teach theory at Cairo's main music institutes, interviews

with theorists, performers, and music teachers, conducted in



the U.S. and Egypt, music lessons (on the ‘ud and nay) also
in the U.S. and Egypt, and my own observations as a student
and performer of Arab musie. Translations from French and

Arabiz are my own.

A comment should be made on the Arabic-language sources,
many of which are not readily available in either the U.3. or
Egypt. Most of the sources were obtained in Cairo, at the
institutes of music, at the national library, at occasiocnal
book fairs, of from the private collection of.Abmad Shafiq
AbG ‘Awf. Others works were obtained from American libraries
and from A. Jihad Racy's private collection. In all, | deal
with over fifty Arabic works. There 2re still a sma!! number
of works which [ have not succeeded as yet in obtaining, most
noteworthy being a group of treatises from the late-
nineteenth and early-twentieth centuries (see Rouanet
1822:2681-82 and D'Erlanger 1949:404-407). 1 was able,
however, to obtain copies of a number of significant works
from these years so that | feel sufficiently apprised of the

main issues current at that time.

The introductory chapter of this work establishes a
broad social-cultural perspective by introducing the modern
period, including the time frame and some of thg
socic-cultural forces that have characterized the period.
Special attention is given to the changing position of music

and music theory in Aralb culture, for many of the changes



that took place in the music theory occurved in conjunction
‘with larger cultural changes. This chapter also introduces
the main Arabic-language sources for the present study in
terms of three general schools of modern Arab music theory.
Part Gne of the dissertation focuses on different issues
concerning the notes used in Arab music and consists of three
chapters (11, 11, and [V). Chapter 1, on the Arabic/
Persian system of note names, has four sections. The first
sectioen (11.A) is a discussion of the earliest evidence of
the itwenty-four tone scale. The second section (I1]1.B)
introduces the scale itself. Inherent in the twenty-four
tone sczle is a three-tier classification of the pitches, the
result of the early theorists' perception that the notes are
not of equal importance. The seven notes per octave of the
fundamental scale occupy the first tier. Another seven notes

LS

per octave, called ‘arabst or angdf, occupy the sezond
position, while the remaining ten notes per octave are
reiegated to a third category called gimgg and tikit. These
three categories are introduced one after the other following
the manner in which this material is presented in the
indigenous Arabic literature. The third section (I11.C)
addresses the question, "Are all the twenty-four notes
actually used in practice?™ The last section (11.D) explores

he idea that t

t hié twénty-four tone scaie extends over a
two-octave ambitus.

In Chapter I[Il, the introduction of Western solfege and



Western staff notation into Arab music is discuzsed. The
Western systems of ncte namez and representational symbols
were wholeheartedly adopted in the twentieth century despite
aspects of conflict with the indigenous.;ystem of Arabic/
FPersian names and also with the tradition of aural music
transmission.

Chapter 1V, divided into two main sections, addresses
the issue of the exact intonation of the pitches as
conceptualized, first, by theorists and then, by musicians.
The first of the two sections (IV.A) is itself divided into
four parts: After briefly mentioning the most prominent of
thelpre-modern theories of intonation (A.1), the history of
the modern equal-tempered quarter-tone scale is presented
{A.2). Next, opposition to equal-temperament among both
Syrians and Egyptians is discussed (A.3). Lastly, the
rationale behind the new twenty-four-tone scale is considered
(A.4).

In the secorid section of this chapter (IV.B), comments
from musicians on the placement of the various notes are
analyzed. This results in the identification of several
"mini-systems" of variant intonation that coexist with the
prevailing theory of equal temperament. At the same time, a
number of notes beyond the standard twenty-four per octave
are identified.

Part Two consists of Chapters V and Vi. Chapter V

discusses the meloudic intervals that are recognized in modern



Arab theory. Chapter V] addresses such points as the revival
of tetrachordal theory in the twentieth century, the number
of tetracheords admitted in theory and practice, and the
joining together of two or more tetrachords to form larger
modal scales.

Part Three analyzes a number of important issues
concerning the musical modes (the magamat, s. magam) includ-
ing the various terms for "mode™ (Chapter VII!), the number of
modes (Chapter VIII1), and their classification (Chapter IX).
Chapter X attempts a systematic and comprehensive analysis of
the various elements which enter into the definition of the
individual magamat in the mocdern pericd. In all, ! have
isclated sixteen different elements; they are discussed in
separate sections of Chapter X. [1i] I do not mean to imply,
here, that these elements have all been recognized throughout
the modern period. On the contrary, some are mentioned in
only one or two of the period's three sub-periods. Starting
note; and specific paths for performance, for example, are
important issues in the first and second but not the third
subperiod; tetrachords are discussed in the second and third
but not the first; non-duplication at the octave is a
prominent aspect 0f the second but not the first or third
subperiods. Such shifts are a major part of the changes that
nave occurred in the concept of mode during the period.

O0f the sixteen elemen*s | have identified, a few are

commonly ignored by Arab thecrists but are recognized by



Arab musicians or Western scholars. Variant intonation is an
example of an issue largely ignored by theorists but
mentioned by musicians. Melodic motives have been an
important subject for Western scholars but they are not
gernerally mentioned by either Arab theorists or musicians.

By taking note of which issues are recognized and which are
ignoirazd, we can get a picture of the scope of modern Arab
theory in each of its three subperiods and in the period as a
whole. Because of the length of Chapter X, notes appear
after sach of the sixteen sections rathar than at the end of
the chapter.

Part Four examinas the role of modulation in contempo-
rary performance (Xl.A), reviews a number of concepts which
establish varicus two-fold classifications of the modulatiens
which occur in practice (X1.B), and discusses rules for
modulation that are mentioned in a few of the written
sources. Finally, | offer my own attempt at classifying the
modulations which occur in modern-day Arab music (XI.D).

Chapter XII offers concluding remarks on the findings of
the present study and then addresses a number of broader
issues such as the difference between descriptive,
prescriptive, and speculative approaches to music theory.

In this latter discussion, evidence from a variety of music
cuitures is considered. ffany of the forces wnich havé
affected modern Arab iheury, such as westernization and

modernization appear to challenge and influence cultures



throughout the world. Thus, it is hoped that the findings of
the present work will be relevant to studies of other music
cul tures, particularly by furthering our understanding of how
music theories develop and respond to the dynamics of change

in the modern world.

NOTE

1. Previous attempts at isolating the elements that contri-
bute to the definition of the individual magamat have been
significantly more limited in scope. {n all but one case,
the writer has confined him/herself to discussing a single
time period, i.e., the period in which he/she worked. For
example, Idelsohn wrote in the first part of the twentieth
century (see 1514:12-13); Berner studied in Cairo in 1931-33
(see 1937:42 and 57); D'Erlanger studied Arab music while
based in Tunisia from 1910 to 1932 (see 1949:99-110);

" al-Farugqi seems tc¢ base her analysis on D'Erlanger's
presentation (1974:90-105 and 1981:170). Elsner's study
(1973) is unique in that it attempts teo document changes in
the maqam concept over a period of time, specifically, in
Egypt, over the twentieth century.



TERMINOLOGY AND TRANSLITERATION

Some words of explanation are necessary about the
terminology used both in Arab music theory and in the present
study. A number of scholars have remarked about the fluid
nature of Arabic music terminology (see Shiloah 1981:20, for
example). Terms used for one concept are often also used to
name another concept. The terms for melodic mode, note, and
melady illustrate this point. Magam, naghamah, and laijn can
all be used toc mean 'mode'; naghamah and, in some cases,
magSim can also be used for 'note'; naghamah and lahn can aiso
both mean 'melody.' In this study I try to record the
existence of such variant uses. For the purposes of my awn
text | have chosen te use magdm (pi. magamit) to mean melodic
mede. This is in keeping with the present trend in scholarly
circles in Cairo.

I refer to the music under study as "Arab music.™ This
is a translation of ”al—mﬁsfqé al-‘Arabiyyah," a term that
has gained popularity over the last fifty years. (Scholars
have also referred to this music as "Arabic" and "Arabiap."
The former is herein reserved for references to the Arabic
language.) I also follow a long tradition of referring to
the region as "the Middle East™ while recognizing that many
use "the Near East™ and that "West Asia" is devoid of the

biases inherent in the other two terms.



When transliterating passages from Arabic sources, I
foilow the system of the Library of Congress Cataloging
Service (Bulletin 91, September 1570) with one exception.
Feminine relative-adjective (nisbah) forms are transliterated
with a2 double "y"; e.g., misigivyyah and ‘Arabiyyah.

In addition, please note the following paints: | do not
include the definite article "al-" in the Arakin~ names for
notes or melodic modes; thus "magam Rast™ rather than "magam
al-Rast.™ When referring to two or more of any Arabic noun |
use the plural form of that noun even when this goes against
standarc Arabic grammar. For example, when discgssing two
melcdic modes | use "magamat™ even though Arabic requires the
dual form, "magaman" or "magamayn". And when discussing the
twenty-four quartertones | use twenty-four arba' (pl. of
£ib') even though Arabic requires the singular noun for
quantities greater than.nine (thus, twenty-four rub' in
proper Arabic).

When referring to pitches in tables and in the text the
following conventions are observed. Notes in the various
octaves are indicated as follows: The central octave of Arab
music (i.e., the notes Rast to Awj, commenly transcribed
beginning with the low C of the treble clef) is represented
by capital letters: C, D, E, etc. The higher octave is

presenied by small letters: ¢, d, e, etc. The iowe~ octave

L

T
is indicated with doubled capital letters: CC, DD, EE, etc.

(see Harvard Dicticnary of Music 1969:679).
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in addition, because of the limitations of my computer
program, the Arab half-flat, commonly designated by a flat
sign with a siash through its stem (5'), is represented as
"-b-". The half-sharp, commonly designated by the symbol
"#", is represented as "=/="., The flat and sharp are
indicated by "b"™ and "%," respectively. In accordance with
these points, the two-octave fundamental scale is represented

as follcws:

GG AA BB~b~- C D E-b- F G A B-b- c d e-b- f g
i.e., the notes i.e., the notes from i.e., the notes
Yakah, ‘Ushayran, Rast to Aw) Kirdan and above

and ‘lIraq.

Finally, the Arabic letters hamzah and ‘ayn are
transliterated as (') and (') respectively; footnotes are
indicated with brackets (eg., [11); the word magim appears
without diacritical markings; names of authors and musicians
and titles of source material appear with diacritical
markings only in Chapter I and in "References"; and maqam and
note names are given diacritical markings only in Appendices

2 and 9.
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CHAPTER I: THE MODERN PERIOD

A. A DATE FOR THE BEGINNING OF THE MODERN PERIOD

The modern period of Arab music theory is commonly said
to begin with the re-conceptualization of the Arab scale in
terms of quarter steps (Farmer 1936:754; Shiloah 1981:33).
Arab music is based on a fundamental scale of seven notes per
octave. The third and seventh degrees of this scale are
neither natural or flat in the Western sense: in a scale
built on €, the third, a variety of E, occurs between E
naturai and E flat, and the seventh, a variety cf B, cccurs
between B natural and B flat. Today these notes are called
"hali-flat"™ or occasionaily "neutral™ notes. The unique

position of these notes is indicated in transcription by a

flat sign with a slash acrouss the stem.

IS

At the beginning of the modern period, the intervals
between C-D, F-G, and G-A were defined as containing four
quAarter steps; the other intervals in the fundamental scaie
were said to contain three quarter steps. Adding up these
quarter steps, Arab theorists determined that there are

twenty-four per octave. At the start of the period these
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twenty-four steps were conceptualized and each was named
using a system of Arabic/Persian note names. The note C, for
exaﬁple, is cailed Rast; the Arab variety of E is called
Sikahi eté. While many aspects of the music theory and
practice have changed during the wodern periond, the
quarter-tone system has remained and thus provides one of the
strongest points of continuity throughout the period. The
fundamental scale, itself, predates the modern period. It is
the re-conceptualization in terms of quarter steps which was
new and which marked the beginning of the modern period of
Arab music theory.

The gquarter~-tone system is thought to have been
formulated sometime in the 1700s. The earliest reference to
its existence is from the 17703 (Laborde 1780:436-439). The
present study thus assumes the modern period to begin roughly
in the mid-eighteenth century and uses Laborde's work as the
earliest source for modern Arab music theory. This is done
with the understanding that further reséarch may reveal
earlier sources which mention the quarter-tone scale and thus
lead to a more precise dating of the period's starting
point. (1]

The modern period is not a monolithic entity, however,
{2) and one could arrive at different starting dates
depending on which aspect or aspects of the music theory one
is considering. For example, while the quarter-tone scale .

seems to have appeared in the eighteenth century, modern

13



tetrachordal theory did not begin until the 1930s. The
starting date would aiso be different for different regions
of the area: it seems, for example, that the quarter-tone
scale appeared in Syria before it was accepted in Egypt (see

below).

B. A SOCIO-CULTURAL CVERVIEW WITH EMPHASIS ON THE PLACE
OF MUSIC AND MUSIC THEORY IN ARAB SOCIETY

The modern period of Arab music theory largely coincides
with an era defined by hisporians a3 the modern era, usually
dated from the arrival of Napoleon's troops in Egypt (1798),
and characterized by great change in virtually every aspect
of Middle Eastern culture. Modern Arab music theory was not
isolated from the developments that cccurred in Arab culture
as a whole: many shifts in theoretical thinking were in
direct response to changes that took place in Arab society.

(31

1. The Position of Music and Music Theory at the Beginning of
the Modern Period

The position of music and music theory in Arabk society
at the beginning of the modern period is discernable from
comments in five early works: Russell and Russell [1756] 1794
(based on years of residence in Aleppo, Syria); Villoteau

[1812-131 1823 and 1826 (based on fieldwork conducted in
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Egypt over three and a half years from 1798 to 1801}); Lane
1836 (based on two periods of residence in Egyrt, 1825-28 and
1833-35) [41; Shih3b al-Din (Cairo) 1840; and Mashaqah
(Damascus) ¢.1840. From two cf the works dealing with Egypt
it is clear that while music flourished in this country
during these early years it was held in low regard. Lane,
for example, wrote ({18361 1981:351i), "The Egyptians in
general are excessively fond of music; and yet they regard
the study of this fascinating art ... as unworthyv ta employ
any portion of the time of a man of sense ..." Villoteau's
observations confirh this lowly position and point out one of
the consequences: music theory was virtually ignored 25 2n
independent discipline.
Music ... is regarded in thic country as a

frivolous matter, unworthy of occupying the

spare time of any good Muslinm. Those who

practice it, debased in public opinion, are

cast in the contemptible class of jugglers and

jokers. Further, among the Egyptians there are

only people entirely deprived of resources,

without education; and without hope of obtaining

the least consideration in society who decide to

embrace the profession of musician; and the

knowledge of those in music does not extend

beyond the circle of the routine of ordinary

practice... (Villoteau 1826:7)
Elsewhere, Villoteau comments that Egyptians of that period
had "little habit ... of reflecting and reasoning" about

their music (ibid.:113). The musicians themselves "never

considered reflecting on what they did" (ivid.:114). And,

neither methodical nor well thought out; they [the notions]
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are merely ... the result of routine practice ..."
(ikid.:123). (5] In keeping with this overall situation,
Villoteau could not find anyone in Egypt who understood the
medieval Arabic treatises on music (ibid.:7-8).

This is not to say, however, that there was no music
theary in late-eighteenth, early-nineteenth century Egypt.
There was a performers' theory which was oral rather than
written. Musicians did know names of the seven fundamenta!
scale degrees (Villoteau 1926:124-25); they knew and named at
least twenty melodic modes (ibid.:128-130); and they
conceptualized about modal transposition and modulation
(ibid.:125-27). (6]

From a work by two Western medical doctors we get a
similar understanding of the position of music in 3yria.
Russell and Russell note that people from Aleppo "are fond of
musie™ (1794 v.1:150) but add, "0f the [finel arts, [poetryl
alone may be called reputable in Syria. Superstition has
banished painting; and music, degraded by fashion to a
mercenary profession, is rather tolerated than encouraged"
(ibid. v.2:111).

The Lebanese historian and music theorist, Mashaqah,
t211s us that music in Syria was in a state of decadence
([c.1840] 1899:149; 1913:69; see Ronzevalle 1913:3) but then
gives a different picture of the position of musi~ theory at
this time, for while Egyptians seem to have ignored music

theory as an independent discipline, Mashiqah tells of
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animated theoretical di;cussions in Damascus in the 1820s
(see Chapter Il). He also mentions having read "many books™
on the contemporary Arab music, books which he complains gave
only rudimentary descriptions of the Arab quarter-tone scale.
(Unfortunately, Mashiagah doss not name these books or their

authors; see Chapter [1)., [7]

2. The Position of Music and Music Theory Begins to Change

In both Egypt and Syria the position of music began to
change in the first half 5f the nineteenth century as the
region began a long process of westernization and
mocdernization. In the following pages | briefly describe
some of the relevant aspects of this westernization and
modernization and then turn to how the position pf music and

music theory was affected by these developments.

a. Westernization and Modernization of Arab Society

One of the most significant changes that occurred in the
Middle East beginning in the late-eighteenth, early-
nineteenth centuries was a shift in how Arab leaders and
intelleciuals perceived Middle Eastern culture in relation-
ship to European cul ture. For centuries they had felt the
East to be superior to the West. [8] Following the
Industrial Revolution and the Age of the Enlightenment in the

West there was a shift in the relative positions of the two
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reglons. The new reality was dramatically manifested by
Napoleon's conquest of Egypt in 1798. As contact with Europe
grew (aspecially during and after Napoleonis congquest), the
perception developed that the West was more advanced not only
in military and economic spheres but also in cultural! and
social realms. Many in the Middle East began to Jlook to the
West in order to learn what they perceived to be the
essential elements of the West's newfound dominance. A
period of modernization along Western lines began in the
early years of the nineteenth century and has continued up to
the present day.

Muhammad ‘AlT. ruler of Egypt from 1805 to 1848, is
considered one of the first great modernizers. He supervised
an-ambitious program of military, industrial and cultural
development with the help of European advisors. Military and
technical schools were opened, the first public schools for
children were founded; and the first printing presses and
newspapers were established (the former in Cajiro in 1822).
Many students and government deiegations were sent to Europe
to study the modern sciences and to lzarn about European
culture firsthand. ({91 Among those who went toc Paris for an
education was HuQammad ‘Ali's grandson, Ismé‘?l, who iater
ruled Egypt from 1863-1879. While in Europe, he

<.+ partook of the social and cultural life and
insisted upon creating a similar society in
Egypt. Hardly any facet escaped his attention.

His improvements in the cities and towns brought
residential quarters, squares, and parks along

18



with water cervice, gas supplies, and street
lighting. Societies were organized for archae-
ology, music, and poetry, for the construction
of libraries (the Khedivial Library in 1870) and
museums (the Egyptian museum in 1863) for the
advancement of Egyptoleogy, and in 1875 the
Khedivial Geographical Society for African
exploration. In 1868 Ismail opened a comedy
theater in Cairoc and brought European companies
to perform theatricals such as he had seen in
Paris. The next year the Cairo Opera House was
opened with a performance of Rigoletto followed
by the premiere of Aida in December 18[(711. At
the same time two theaters were built in
Alexandria. Newspapers were encouraged and the
famous daily Al-Ahram began in 1876. (Fisher
1979:292)

For many Egyptians, including Ism2'I1 2nd the later
writer Taha Husayn (b.1889), the Europeanization of the
Middle East became such a pressing goal that they came to
view Egypt as an integral part of Europe (Fischer
1979:289-90; Hourani 1970:329-30; Racy 1977:30). [10]

In Syria and Lebanon contact with modern Europe occurred

initially among the Christian pepulation.

In [this region] the leading role in revitalizing
Arab intellectualism was first played by Western
educators. Although Jesuits had arrived in the
seventeenth century to teach Maronite and Cathaolic
communities, little rejuvenation of Arab thought
occurred until 1820; when American Presbhyterian
missiovaries landed in Beirut. The latter
organized schools almost immediately. The
Catholics now increased their energies to compete
with the American Protestants, and lbrahim [who
together with his father, Muhammad ‘Ali, ruled
Syria from 1831 to 184037 furthered the educational
drive by establishing many elementary schools far
boys on the mode! of those in Egypt. Girls'
schools were also opened. In 1834 Americans set
up a printing press in Beirut. Goon a training
college for teachers was founded in Lebanon. In

19



1866 the Syrian Protestant College of Beirut
opened its doors. Later, as the American
University, it played an important rcle in
training young people (Musliim and Christian alike)
from every corner of the Arab world. Almost
simul taneously, Catholic missionaries, largely
from France, settled in Syriza in great numbers,
and schools spread from Beirut to Damascus,
Aleppo, and many cther towns. In 1875 the
University of St. Joseph in Beirut opened; it
would educate many osutstanding leaders of Syrian
riational and cultura! life. (Fisher 1979:369)

Accompanying these developments was the growth of new
socio-economic classes. In Egypt, a "tiny indigenous
bourgeoisie™ was greatly expanded as was the urban working
clags (Marsot 1877:6). By the turn of the century, political

events and the forces of education and westernization joined

affluent and well educated..." (ibid.:41:.

Growing nationalist movements brought about a number of
other changes in Arab society including the emancipation of
women in Egypt, better general education, and industrializa-
tion (Marsot 1977:197ff.). For example, in Egypt in 1825, "a
law was passed making elementary education compulsory in an
effort to wipe out illitteracy, ... which was recognized as a
barrier to the estatblishment of truly representative govern-
ment" (ibid.:201). Later, secondary education was also made
compuisory. All these factors contributed te building a new
and modern society in the region, fashioned in significant
ways along Western lines.

The perception that Europe represented a higher stage of
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military, economic, and cultural development carried over
into the realm of music culture. From the eariy years of the
modern period many in the Middle East came to believe that
European music represents a "more advanced stage of musical
evolution”™ than indigencus Middle Eastern traditions
(el-Shawan 1985:147). One of the earliest manifestations of
this belief occurred in Egypt in the early nineteenth century
when "Muhammad *‘AlT founded five schools of Western military
music as part of his vast program for the modernization of
Egypt" (el-Shawan ibid.:143). These schools, opened from
1824 to 1834, were staffed by European musicans who taught
Western band ingtruments and elements of Western music theory
and practice including Western notation and Western scalar
theories. The admiration for Western music played an
important role in changing lcong-held attitudes about music as
a whole.

From the 1850s to the 1850s the demand for

Western music instruction and performance ([in

Egypt] came from both the large communities of

Europeans ... and Western-educated Egyptians who

regarded Western music as a symbol of 'progress'

and their involvement in it as amateur musicians

and ligteners as one of the requisites for their

admisszsion te the upper echelons of Egyptian
society. (el-Shawan 1985:143-144)

Racy (1977:62) adds that "in post-[World War I Egyptl
the piano was viewed as a status symbol and thus became an
essential item in middle-class homes." Proper upbringing for

the daughters of these families included learning French and
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the piano (ibid-.). This was such a popular trend that in
1923, 3232 pianos were imported from Eurcope and sold in a
single Cairo store (Berque 1972, cited in Racy ibid.:63).

Perhaps the greatest "symbo! ¢f westernization in the
Islamic East" (Racy 1876:28) was the Cairo Opera House built
by the Khedive Ismazil to mark the opening of the Suez canal
in 1868. The Opera House presented yearly seasons of ltalian
opera until its destruction by fire in 1971 (el-Shawan

ibid. 144>, [11]

b. Arab Music, a New Respectability

i'he position of Arab mugic and music theory al

w

o changed
during the period when the above-discussed developments were
taking place. Shihdb al-Din, writing in Cairo c.1i84¢,
presents 298 pages of contemporary song texts (1892:22ff.)
{121, from which we can deduce that Aral wmusic performance
was flourishing in the first decades of the nineteenth
century. It is not clear, however, to what extent the vocal
music that Shih@b al-Din documents represents a renaissance
of Arab music in the early nineteenth century, or to what
extent it was but a continuation of earlier eighteenth-
century practice. Whatever the case, Shihab al-Din's work
can itself be seen as a manifestgtion of the intellectual
revival that began in the first haif of the nineteenth
century. [13]

There is also evidence that Muhammad ‘AlT supported Arab
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music to some extent for Farmer tells us (1854:895) that "the
greatest Egyptian musician of the {first half of the
nineteenth centuryi, Muhammad al-QabbEnTl was attached to the
court. Farmer adds that ™... Sak?na, the famed female singer
{mughanniyahl, became the rage"” during this period.

As for the state of music theory by mid-century, Shihab
al-Din's work gives us a mixed picture. For one, the theory
that Shih3b al-Din presents contains a number of advancements
upon the theoretical details described by Villoteau
(Villoteau had conducted his fieldwork ¢.35 to 40 years
earlier), but Shih3b al-Din gives only a brief and incomplefe
exposition, one which contains a number of inconsiztencies
and inaccuracies. At roughly the same time in Syria,
Mashaqah was writing a treatise that defined the state of the
art as far as theocry was concerned. In comparison Shihab
al-Din's presentation suggests that Arab music theory in
Egypt was still lagging behind the theory in Syria.

In the second half of the nineteenth century there is
evidence of a major flowering of Arab music in Egypt. Aided
by new levels of literacy, by the growing i;tellectual and
national movements, by the enthusiastic attention which
Western music had attracted, and by royal support, Arab music
began to gain new respectability. The realization that
European classical music was held in high regard in Europe
alsc =2rved to remove some of the stigma that surrounded

music in Arab society. Racy comments that "the social image
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and economic conditions of a number of Cairo singers and
instrumentalists improved considerably"™ at this time
1983a:166). Egyptian rulers, Isma‘il (r.1863-1879) and
Tawffq {r.1879-1892), concerned with Qpromoting the country's
overall cultural image, played an important role" hy
patronizing a aumber of Cairo musicians (ibid.).

New classes of people became involved not only in music

practice but also in wmusic theory:

Many Egyptians began to lock at music noct only as a
professional craft [part of a profession they had
previously despisedl], but also as a liberal art.
Musical amateurs were becoming conspicuous, espe-
cially among the learned well-to-~do Egyptians ...

The popular interest in music prompted the
appearance of news reports on music and musicians
in Cairo's newspapers... The scientific periodical
al-Mugtataf occasionally responded to readers
inquiries about music theory, and sometimes discuss-
ed the magamit or melodic modes (see al-Mugtataf
1887:680).

Musical books during this period played a
comparable role. In 1887 al-Mugtataf regretted
that there were no books in Arabic for teaching
music (European theory and notation), except those
used by the Royal Military Bands and a booklet
prerared by an American missionary ... (al-Mugtataf
1897:66). But about seven years later, an Egyptian
writer mentioned that there was already a book ...
for teaching the gantn, another ... for teaching
the nay, and a third ... for teaching the ‘4d
(al-Khula'il ¢.1804:56).

(Racy 1983a:165-66)

Noting these changes, D'Erlanger wrote (1947:378) that music
experienced a "rehabilitation among the intellectual classes
to whom [a few cultural pioneers) revealed that this art is

not only a 'distraction' (malhd) ... but also an intellectual

discigiine ...*"
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The new enthusiasm for Arab music was enhanced during
this period by renewed contact with Turkish music. For
example, Egyptian musicians including the singers/composers,
‘Abduh HamUli, Shaykh YGsuf al-Manyal3wl (185C-1S11}, and
Muhammad ‘Uthman traveled to Istanbul in the latter part of
the nineteenth century (Racy 1983a:166; Kamil 1975:94).
Isma‘il also brought a group of Turkish musicians to Egypt
(al-Khula'1 1904:142).

Inspired by the new intellectual climate and by the
recent contact with Turkish musicec, a number of Egyptian
coméosers began to use in a wider variety of melodic modes,
inciuding modes newly adopted from Turkish music. Among the
composers in this group were ‘Abduh al-ﬂimﬁl? (1843-1901),
Muhammad ‘Uthman (1845?-1900), Sal3amah ﬂijiz? (1852-1817),
K&mil al-Khula™i (1881-1938), Ibr3hTm al-Qabb3ni (1854-1927),
Sayyid Darwish (1892-1823), D&Ud Husni (1871-1937), and
Mahmud Subh (1897-1941). New music genres were also adopted
including the Turkish samd‘'iI (T. saz semaisi) and, to a
lesser extent, the bashraf (T. pesrev): indigenous genres
were also developed to new heights, especially the Arab dawr
{a vocal genre). Tnese developments, begun at the end of the
nineteenth century, continued through the first two to three
decades of the twentieth century, creating what might be
considered an "academic"™ period of Cairc-based Arab music.

At the turn of the century there was also a flurry of

scholarly activity: treatises were written by al-SafarjalEﬁ?
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(1881) in Damascus, a2nd by al-Jundl (1895}, Mupammad Dhakir
Bey (two in ¢.1895, one in 1803), Amin al-Dik (1802), Darwish
Mabmﬁd (19022), and al-Khula‘l (1904) in Cairo. (141 Much
cf this activity was stimulated by the publishing for the
first time of two earlier works, e.g., the treatises by
Shihab al-Din (c.1840) and Mashagah (c.1840). The former was
finally pubiished in Cairo in 1822, the latter in Beirut in
1899.. al-Xhuia'‘l (1804), for example, includes (without
citation) numerous passages either verbatim or with minor
alterations from both of these works.

Syria's Christian community played a significant part in
this schoiarship. in the first part of the nineteenth
century their contributions included the works by Mashﬁqah, 2
Melkite Greek who later converted to Protestantism, =nd Eli
Smith, an American Presbyterian missionary, who wrote a locse
English iranslation (1847) of Mashaqah's treatiée. £151 At
the turn of the century, it was P.L. Ronzevalle, a Jesuit
priest, who published Mashaqah's work, first with Arabic
commentary (1899) and later with a French translation and
commentary (1913). Both works were published in conjunction
with the University of St. Joseph, Beirut. Collangettes, a
professor of physics at this same university, contributed an
important study which reviewed medieval Arabic treatises as
well as modern works (iS04). [i6]

The growing interest in music among the new weli-ts-do

literate classes (Racy 1883:173) lead to two new
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developments, namely, the establishment of the first schools
for teaching Arab music and the first journals devoted to
music. The first school in the Arab world is said to have
been founded by Manfﬁr ‘Awwaq and Sﬁmf al-Shawwa in Cairo in
1906 (Kamil 1975:122). In 1913 it was replaced by the

Oriental Music Club (Nadi al-ﬁﬁsigé al-Sharai) (Kamil, ibid.

and p.26; see el-Shawan 1979:90). After a few years the
Egyptian government became invoivad in the new movement: a
new building was constructed and the Club was superseded by a

government supported institute, called The Oriental Music

Institute at its founding in 1929, then The Royal Institute

for Arab Music from 1933, and finally The Higher Institute

for Arab Music from 1852 ‘el-Shawan 1979:9% & 106). Today it

is the main Arab music institute in Cairo.

In Beirut, a new music school established in 1910 led
eventually to the Lebanese National Conservatory (Farmar 1954
v.8:257). In Damascus, music clubs and later institutes were
founded from 1928 (ibid.; see also [bn Dhurayl 1969:38). (171

The first Arabic music journal was Rawdat al-Balabil

(The Garden of Nightingales), a monthly published in Cairc
from 1920 to i827. The editor and frequent contributor was
Iskandar ShalfOn (d.1932), a Lebanese Christian from "the
congregation of Saint-Joseph"™ (D'Erlanger 1947:378). [18]
Mapﬁﬁd al-ﬂifnT started another journal in Cairc in 1935

- 4

(published twice monthly) called simply al-MisTgi at first,

and then al-Maijallah al-Misigiyyah or La Revue Musicale from
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18368. Thece and other journals included articles on Western
and Arab music--lessons, for example, on Western soifege and
Western notation, on how to haold and play various Uestearn and
Arab musical instruments, and on individual melodic mndes
(Western major and minor as well as a number of Arab
magamat). Biographical sketches of important music figures,
staff transcriptions of pieces of Arab music, and the
programs of some newly established radio stations were also
included. |

The enthusiasm for building interest in Arab music was
such that a new press devoted exclusively to.the cause was
founded in Alexandria in the iate 1920s. Called the Edition
Orientale de Musique (Ta'lTf Sharq¥ 1i al-MdsTqd), its
publications included music transcriptions and a collection
of articles by A. Hemsi (see Hemsi 1930).

In the twentieth century a number of other media were
founded, thereby dramatically expanding opportunities for
both performing and listening to musict: the musical theater
(begun in the second half of the nineteenth ceiitury: Racy
1983a:173), the record industry (the first commercial
recordings date approximately from 1904; see Racy 1577),
musical films (from 1832) and radio (from the 1820s; see
el-Shawan 1979:93ff.), and the audio-cassette ipdustries.
Cairo bzcame the main center for these new media causing
artists from throughout the Middle East to flock to Cairo in

order to build their careers in Arab music performance.
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Stars such as Umm Kulthum, Muhammad ‘Abd al-Wahhab, FarTd
al-A;rash (from Lebanon), 'Abd al-@al?m Hifig, and Wardah
(from Algeria) gained superstar status throughout the Middle
East.

Another factor that aided the surge of interest in Arab
music was feelings of national and Arab pride. For example,
nationalist movements encouraged governments tc support new
music conservatories and brought segments of the population
te the point where they were ready to study the indigenous
music, scmething they had traditionally shunned as an
inappropriate pastime. King Fuid of Egypt wanted his role in
the establishment of the Cairo music institute to be clear to
ong and all: he had it named The Royal Institute for Arab
Music (al-Ma‘*had al-Malak? 1i al-MGqué al-‘Arabiyyah).
Similarly, tne Beirut institute founded in 1924 was called
the National Music Conservatory (al-Kinsirfatwar al-MdsiqT
al-Wa;;nI) (Farmer 1954 v.B:257),

With the growth of Arab nationalism many also began to
use the name "Ar2b music® (al-mﬁsiqé zl-‘Arahiyyah) whereas
the music had, up to this point, always been referred to as
"Eastern”™ or "Oriental" (ai—mﬁsfqé al-Sharqiyyah! rather than

"Arab." [19]

c. Western Influences on Arab Music and Music Theory

Despite the multi-faceted flowering described above, the

overall situation was net all positive for the local
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traditions. A large precentage of the well-to-do classes
were o taken with the idea of Western cultural superiority
that they avoided their own musical heritage. The extent of
this bias was quantified in 1932 when a survey revealed that
there were more students and teachers of Western music in
Egypt (Cairo?) at that time than there were of Arab music
(2384 students of the former, 1789 of the latter; Kitab
al-Mu'tamar 1833:342, cited in Racy 1877:38). Even those
involved with Arab music were not immune to feeling the
presminence of Western culture and more specifically the
preeminence of Western musical culture. For many concerned
with the continued vitality of Arab music the situation was
considered to be of crisis proportions. Arab music was in
peril; its very survival was in question. From numerous
sources (Ronzevalle 1913; Hemsi 1830; KitSb Mu’tamar 1933;
etc.) we learn of animated discussions/debates on the methods
necessary to bring about a major renaissance of Arab music.
In these discussions one point was commonly agreed upon.
Accepting as fact the perception that Western music repre-
sented a more highiy evolved form of cultural expression,
they agreed that Arab music needed to adopt many of the
features that contributed to Western music's more "advanced"
state. We find this idea expressed as one of the main
objectives of numerous music clubs, institutes, conferences,
and publications from the 1920s to the present day. It also

served as the one of the main goals of the Egyptian State
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Radio, inaugurated in 1834, and of many Egyptian government
cultural and educational policies over the same period
(el-Shawan 1979:96ff.). For example, the main goals of the
Ingtitute of Oriental Music in Cairo were "the revival,
preservation, and dissemination of [Arab musicl and its
'...organization on an artistic basis comparable to Western

art music'"” (ibid. 286, qgueting from Kitidb Mu'tamar 1933:23).

Similarly, the 1959 and 1961-63 Cairo conferences were

convened

to research and study the reorganization of the

rules of theory and practice upon which Arab

music in Egypt is based so as to guarantee its

development and adjustment to the modern

renalssance of the country, seeking help in

this from that which the West has brought to the

foundation of Western music... (ai-Halgah
al-Thaniyah 1964:7) [201]

One of the most spectacular manifestations of the
perceived need for Western input was the Congress for Arab
Music held in Cairo in 1932 (see Racy, "in press"). The
Congress was called largely so that Arab music couid benefit
from the expertise of a number of the moest renswned Western
music scholars, including H.G. Farmer, Bela Bartok, Pau{
Hindemith, Von Hornbostel, Robert Lachmann, and Curt Sachs.
Arab musicians and scholars 2ssociated with the Congress
hoped that their Western counterparts would point out ways
that Arab music could incorporate essential "scientific"
aspects of Western music, thereby assuring the former's

renewed vitality and, thus, its continued survival (ibid.).
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Another remarkable example of Western input came in the
person of Rodolphe D'Erlanger, a wealthy Frenchman who
settled in Tunisia in 1910 and began extensive studies of
Arab music, past and present. Aided by his Western back-
grcund and biases, D'Erlanger compiled an Arabic-language
report on the Arab modal system which, for some thirty years,
was one of the most influential studies on the Arab modes
(D'Erlanger 1933; accomplished with the collaboration of “Ali
Darwish of Syria). D'Erlanger's study is based largely on
Syrian practice but can be considered as providing accurate
documentation of many aspects of the "academic™ period of the
Cairo-based performarnce practice (c.1880-1230) mentioned
above.

By the 1820s and 30s the desire to incorporate aspects
of Western music culture began to bring about changes in both
the form, content, and contexts of Arab music and music
theory. For example, the traditional performance ensemble,
the takht, consisting of from three to five or more
instrumentalists (especially players of the gidnun, ‘ud,
violin, ndy, and tambourine), began to give way to the large
"orchestral™" ensemble (the firqah) {see el-Shawan 1984:272ff.)
contalining a large violin section, two or three cellos, and a
contrabass. In time, cther Western instruments were added
including the guitar, the accordion, the bongos, and tﬁe
electric organ. The new ensemble, especially its large

violin section, in time eroded the traditional Arab aesthetic



of heterophony in favor of unisons and parellel octaves.

Arab modal theory was significantly affected. For
example, the concept of scale gained new prominence in Arab
moda! theory and affected the concepts of tonic, octave,
modal ambitus, and other elements which played a role in the
definition of the individual melodic mades. In addition, new
systems of modal classification were devised based on Western
principles such as key signature.

Traditicenal! patterns of teaching and learning also
changed. New schools of music founded on Western models were
now providing institutionalized training in music and music
theory. Western sclfege and staff nctaticon became the media
of transmission in these new institutes so that in time Arsab
music changed frum an oral to a largely written tradition.

Arab music theory was also affected by a Western
approach to scholarship which stimulated studies of medieval
Arab theory by both Westerners and Araks. Collangettes and
J.P.N. Land were among the scholars who worked in the
nineteenth century. In the first half of the twentieth
century Rodolphe D'Erlanger and Mabmad al-ﬂifn? stand out
"because they helped introduce aspects of medieval Arab theory
into the modern theory (mosi notably, tetrachordal analysis).
al-ﬁifn?, an Egyptian (d.19735, received Yestern musicology
training at the University of Berlir and completed his degree
with studies on the medieval theorists, Ibn Sina and

al-Kindi. D'Erlanger also introduced a new descriptive



element teo theoretical presentations of the individual
magamat. Using the new tetrachordal theory., he incorporated
in his writings a description of the manner in which each
mode was characteristically developed in performance. This
new method was adopted by a number of Arab thieorists from the
1930s to 1960s.

As a result of all the above-mentioned changes, Arab
music and music theory was significantly modernized along
Western lines. I refer to the new music theory which
developed in the 1820s and 1930s as the "middle-pericd”

theory.

Teaching of Arab Music and Music Theory

3. The Popularization and Institutionalization of the
h

By the first decades of the twentieth century, Arab
music had acquired new levels of respectability; it had
become identified as a significant component of Arab culture
and had attracted enough interest among the well-to-do
literate classes so as warrant the astablishment of music
clubs, institutes, and journals. Soon, however, the position
of music and music theory in Arab society began to changé
even more drastically when the Egyptian government mandated
"the formal instruction of the rudiments of Arabic and
Western music theory and performance ... in Egyptian public
schools starting with the academic year 1831-32" (el-Shawan

1979:89 citing the Kit3b Mu'tamar 1933:370). [21]1 Far from
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being "a contemptible art" (Villoteau 1826:41), music and
music theory were now considered to be essential aspects of a
wetill-rounded general education. Mu§§af5'Rig§, the director
of the Institute of Oriental Music and then the Royal
Institute for Arab Music until his death in 1950 (el-Shawan
1979:85) expressed the new understanding of the position of
music in Arad socicty: “music Is one of the most important

manifestations of civilization among nations"™ (Kit3b Mu'tamar

18933:23, quoted in Racy, "in press").

The introduction of music and music theory into the mass
education system necessitated a new type of music theory, a
pedagogical theory which explained the existing music in a
simplified, systematized, and standardized fashion. Prior to
this development, music performance and music theory were
concerns of the specialist (most commonly, two different
kinds of specialists, i.e., one who played the music and the
other who pondered questions of music theory). WVhen the
theory was oriented toward tihe specialist, aspects of
complexity were not something to be avoided in theoretical
expositions: one could expect the specialist to wade through
complicated issues and reach necessary levels &f
understanding. Bu: now with mass mucic education, previous
levels of complexity were no longer acceptable.

The extent of the problem was immediately clear to the
newiy established music teachers. al—@abbﬁgh, from Aleppo,

complained that various aspects of theoretical complexity
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were causing confusion in the minds uf his students
{1950:35). A concerned teacher from Beirut adds that
unnecessary complexities contribute to the "hesitation" and
even the "avoidance™ of his students to learn about Arab
music. The complexities, he tells us, cause students to turn
to the study of Western music because it "exceeds™ Arab nmusic
in terms of "the ease [with which one canl] learn about it and
understand it ..." (al-@ilﬁ [1961]) 1972:74 & 76). Thus, when
a number of Egypt's most renowned performers, theorists, and
music educators gathered for two conferences in 19538 and

1961-63 (the Halgah... and al—Haigah al-Thaniyah...), they

set as one of their majin goals "thez necessity to lower the
large number of melodic modes (magdmit) to a number that
would facilate their circulation and their teaching, and to
explore ways for their simplification ..." (al-Halgah
al-Thaniyah 1964:11).

Beginning in the 1930s (and possibly earlier) we find a
naw music theory "simpiified for the sake of the student."
See, for example, al-Hifn?'s al—MﬁsTgé al-Nazariyyah (Music
Theory; [15381 ;.1946=129). As Superintendent of Music in
the Egyptian government's Ministry of Public Education,
al-Hifni had the new public school teachers and students in
mind when he wrote this work. Or see Salah al-Din's

Mift3ah al-Alh3an al-*Arabiyyah (The Key to Arab Melodies)

about which the author writes, "... the mission of this book

is the simplification of the rules of Arab musi~ ..."
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(1950:176).

The new theory which emerged was informed by its
pedagogical orientation. Many of the levels of complexity in
the earlier theory which resulted from attempts to deseribe
practice were eliminated. There was, thus, a shift from a
descriptive to a prescriptive theory. The new theory was
al!so characterized by a pervasive usez of Western sclfege and
staff notation since these were seén as essential tocls for
facilitating the teaching/learning process. [ refer to the
new theory which emerged as the "present-day" theory; it is
the theory which is taught today in Cairo and other Arab
cities.

Another conseguence of the decision to include music
within the mandatory public school curriculum was the
founding in Egypt in 1935 of a school to train music teachers
(al-Ma‘had al-‘Alf lil-Tarbiyyah al-Mdsiqiyyah, i.e., The
Higher Institute for Music Education; see el-Shawan
1879:100). {221 This school has become the main center in
Egypt for theoretical studies of Arab and Western music,
producing masters theses and doctoral dissertations which
focus on a variety of sukjects such as the history and
davelopment of particular musical instruments and music
genres, studies of the contributions of prominent singers and
compocsers;, the role of improvisation in Arab music, the Arab
melodic modes, etc. Most of the present-day generation of

music theorists in Egypt are products of this school.
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With the new curriculum and new music institutes came
the need for new publications directed towards both students
and teachers. Thus, over the last fifty years a large number
of theory books, metihod books, and books of music transcrip-
tions appeared, most expounding the new pedagogically-
oriented theory.

With these books we notice a new trend: the authors of
these works are all teachers at the various music institutes
throughout the Middle East, be they in Caire, Beirut, Aleppo,
Damascus, or some smaller cities in the region. Contempcrary
theorists 2re ne longer individual, often isolated scholars.
Rather they are part of a class of educators trying to
further the teaching of music and music theory in public
institutions.

Over the last fifty years the rolé of these music
institutes has grown so that it is now commonly acknowledged,
especially in Cairo, that graduation from such an institute
has become a minimum requirement for a career in Arab music,
whether in performance or teaching (se2, for example,
el-Shawan 1878:26). In the field of music performance this
is largely because of the high standards of music literacy
that are required of a professional musician: today, live
performances or commercial recordings of brand-new pieces are
often done with only one or two rehsarsals. This requires
absolute competence in sightreading Western staff notation, a

skill that is commonly acquired only at music institutes.
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Qver the last fifty years, as a greatsr and greater
percentage of professional musicians and music teachers came
to be products of the various music institutes, the new
simplified, pedagogically-oriented theory spread so that it
became, first, the predominant form of music theery and then,
in time, the only "iiving" music theory. Today's musicians
and music teachers, with virtually no exceptions, look back
upon the theory that existed prior to the process of
simplification with little or neo comprehenéion. This is most
surprising as there were still theorists writing about the
pre~-simplified theory as late as the 1960s (ai-ﬁilﬁ 1961 and
Mabfﬁg 1963-84).

This brings us to the present day. I would like to
conclude this section with a brief assessment of the position
of Arab music theory in the Middle East today. The
present-day theopy is not based on an analysis of previous
generations’ thecretical treatises. Works written pricr to
the recent process of simplification are not commonly read;
when they are read they are not generally understood. Thus,
fer all intents and purposes, the only theory that exists
today is the present-day theory.

Theoretical discussions and scholarship continue but are
generally confined to music institutes. Those who graduate
and go on to teach continue to be involved in theoretical
issyes. Those who go on to become performers socon forget

many of the aspects of theory that they had to memorize in
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order to graduate. Many of the latter acknowledge it an
occasional pastime that two or three musicians would try to
remember some of the finer points of their theoretical
fraining. They test each other, but, they readily concede,
few remember many of the details.

This is not to say that theoretical scholarship is dead
or even moribund. The newest developments in Arab music
theory, namely the processzs of simplification and
standardization described briefly above, are all very recent
developmentis. For example, a new classificatory system for

the magamit (the system of fagd'il, s. fasYlah; see Chapter

IX), first intfoduced in the 1930s, had perhaps its most
deveioped and elagant exposition in a work published in 1984
(by Suhayr ‘Abd al-‘AgIm Muhammad, a teacher at the Cairo
teachers' college, the Kulliyyat al-Tarbiyyah al-MisTgiyyah).
One cannot foretell the next developments for Arab music and
music theory, but we can a{l be assﬁred that new developments
will indeed take place.

As for music practice in the present day, the trend
toward simplification is apparent in a number of ways. For
one, the simplified concept of the individual magqam that is
presented in the new theory came to affect the way musicians
and composers rendered the maqamat in their performances and
compositions (see Chapter X). The new theory, prescriptive
in intent, became descriptive of practice as graduates of

music institutes filled the ranks of Arzs: muszicians and
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composers. On a less subtle level, there is now a tendency
to use only a small numbér of melodic and rhythmic modes.
There are, however, a few "academic" composers whc continue
to incorporate little used magamat (many of which have been
neglected since the first decades of the twentieth century).
Alsa, in recognition of the passing ¢f certain modes and
music genres from the common repertoire, the Egyptian
government has founded two music ensembles which perform
older musie, i.e.,'music dating as far back as the late-
"nineteenth century (see el-Shawan 1879:105 and 1984). (23]
These modes and genres have beccme historical phencmena,
considered worthy of preservation.

In conclusion, we have seen that the developments in
music theory were driven on by a number of social, cultural,
and political factors, many of which were outside the normal
realm of musical and theoretical issues. ?he role of music
and music theory within Arab society changed dramatically
over the last ¢.200 years. A disreputable pastime at the
beginning of the mcdern period, Arab music became an art form
which was charged with positive cultural overtones on at
least two levels. First, music was recognized as an
"important manifestation of civilization," in a general
sense. Second, and more specifically, Arab music was
embraced for i{ts Arab-ness. It is something of which Arabs
should be proud, something that should be preserved,

something that should be taught tc children as part of their
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public schcol education. To the extent that the music was
embrac2d bzscause it was truly Arab, however, this element was
subverted as the music became imbued with aspects of Westarn
theory and practice, the result of efforts to emulate Western
models and make the music more widespread among the general

population.

C. THE MAIN SQURCES FOR MODERN ARAB MUSIC THEORY

 Based on the content cf their modal presentations, the
main sources for modern Arab music theory can be divided into
three schools or sub-periods. As these schools appear in
roughly chronological order 1 have labeled them simply the
"early,"™ "middle," and "present-day" schools of modern Arab
music theory. [24] This classification thus represents both
a diachronic periodization (though with significant overlaps)

and a developmental progression.
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1. Sources For The Early-Period Schoal

(see "timeline™ at the end of this chapter)

Laborde

Laborde’s Essai sur la Musique (Paris, 1780) is the
earliest known work to mention the Arab quarter-tone scale.
As such, it is here considered the earl!iest source for modern
Arab music theory. [251 Laborde states that his informatio
on "l'echelle de la Musique Arabe™ "was communicated to us by
the Baron de Tott, known for his talents in many fields, and
for the profound knowledge that he has about all that
concerns the Orient people” (p.4368). Shaw (1978:251) gives a
more detailed introduction: Hungarian by birth, Francois de
Tott (1730-1793) fled during a revolt to France where he rose
in the French army. In 1755 he was sent to Istanbul where he
worked for "almost a decade ... as agent of the French
embassy and inspector of French commercial establishments
throughout the Levant.™ Later, "he came to the attention of
Mustafa 1]l [ruler of the QOttoman Emﬁire, 1757-11741 who
hired him as [(anl] advisor ... until 1776 when he returmned to

France ..." Note that Laborde's work appeared soon after de

Tott's return to France.
Villoteau

Viiloteau was part of the large expedition of scholars

who accompanied Napolean to Egypt in 1798, Staying through
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to 1801, he was in charge of a study group whose task was to
document the state of music in Egypt at that time. The
results of the study appear in the multi-volume Description
de 1'Egypte ([1812-13]1 1823 and 1826). Despite the fact that
this work falls historically within the modern pericd,
Villoteau did not find the gquarter-tone scale to be in effect
in Egypt at the time. Thus, the music culture he documents
must be ciassified as pre-modern. Nevertheless, Vilioteau's
work is a major source for many aspects of Arab music and

music theory at the beginning of the modern period.

Mashagah

Mashdqah's al-Rigalah al-Shih3abiyyah fi al-Sina‘ah

al-Mbsigiyyah (The Shihabi Treatise on the Musical Art)
contains the first thorough exposition of the gquarter-tone
scale. Subsequent presentations of this scale differ only in
a small number of points, mostly with respect to terminology.
Mashaqah's description of the individual melodic modes
contains a number of primary characteristics which place this
work firmly within the "early"™ school. For example, when
describing the modes, one after another, Mashagah gives a
unique melodic phrase for each (see Appendix 4); such phrases
are not found in the "middle" and "present-day" schools. In
addition, Mashaqah does nct apply either the concepts of
scale or tetrachord in this section of his work; both of

these concepts play central roles ir later descriptions of
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the modes. [28]

It is not clear exactly when Mashaqah wrote this work.
Rouanet (1922:268!1) dates it as 1246 H., i.e., 1829-30 A.D.
Farmer states (1833:160 and 1954 v.5:1012) that the oldest
manuscript is dated 1840. Ronzevalle (1913:68) confirms the
existence of this 1840 manuscript. In this study [ will
indicate the daie as ¢.1840 with the understanding that it
could have been written some ten years earlier:=~Eli Smith
was the first to alert the West to this work with his free
English translation in 1847. A version of the Arabic tex*
was finally published in the Middle East (along with Arabic
commentary) in 1889 by P.L. Ronzevalle. It was this 1898
publication which brought the work to the attention of
al-Khula'i and other Middle Eastern theorists. Ronzevalle
later published a critical edition of the Arabic text based
on four avallable manuscript copies, along with a French
translation and brief introductory remarks, in 1913.

Masthah, born in Lebanon in 1800, spent three years

from 1817 in Damietta, northern Egypt, at the home of his

ot

paternal uncle. It was during this period that he began to
study music (he makes it clear that he knew absolutely
nothing about music up to this point), studying first the
ganun intensively with a master musician of that city, and
then learning "the rest of £he instruments"” on his own

([c. 18731 1955:w and 65). In 1820 he moved to Damascus and

continued his music studies under a scholar, a "master af
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many sciences," named Shaykh Mupammad al—‘A}{Er. Mashagah
wrote his treatise in Damascus and says that the modes he
describes are those used in Syria. Mashazaah went on to
become a physician, a historian, and an cft-quoted writer.
He was appointed vice-consul of the U,S5. in Damascus in 1855

(Shiloah 1978:278) and died in 1888. [27]

Shihab al-Din

Shihab al-Din's Safinat al-Mulk wa Nafisat al-Fulk (The
Royal Ship and the Sumptuous Boat)} was written in Cairo
at roughly the same time as Mashagqah's al-Riszlah. The major
portion of this work is a collecticn of song texts (with
melodic and rhythmic modes indicated for each); however, this
section is preceded by a brief (somewhat flawzd?)
introductioh to the quarter-tone scale [28] and followed by
discussions of varicus music-related topics (see Shiloah
1979:327-28 for a brie® list of these topics). Clearly pot
as significant as Mashaqah's work in terms of mcdal theory,
Shihd@b al-Din‘s treatise is important for indicating the main
melodic and rhythmic modes in use in Cairo at the time. The
"flawed" presentation of the quarter-tone scale might be
evidence of an early stage in the conceptualization of this
scale.

The author, a musician, poet, and writer, born in Mecca
in 1795, moved to Cairo where he worked on the first Arabic

language newspaper, initially as an assistant and later as
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editor. He died in Cairo in 1857.

As for the exact dates of the work, Shiloah (19728:328)
has found a manuscript dated iB540. The Egyptian music
historian Mapmﬂd Kami! (1975:25) dates the work 1251 H.,
i.e., 1835-36. 1%t seems that it was only with the appearance
cf a lithographed edition in Cairo in 1892 that the work came

to the attention of Arab scholars.

2. Sources for the "Middle-Period" Schcol

The main sources for "middle" pericd theory are the
works of D'Erlanger, al—ﬁila, Mapfﬁ?, and al-Shawwa. These
authors define a "middle-period" school by including many
levels of complexity which were not found in the early
period. For example, their presentations of the individual
magamat incorporate the concepts of scale and tetrachord and
also contain a description of the order in which each mode's
constituent tetrachords should be performed. These theorists
do not provide unique melodic phrases for each mode as
Mashaqah had done.

The "middle"” period school had its roots in two
different regions in the late nineteenth to early twentieth
centuries. The more prominent of the two was Syria,
especially Aleppo, where Turkish-influenced Mevievi musicians

and others preserved a2 rich musical heritage. The seconu
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setting was Cairo during the "academic" period when composers
began to explore a large number of newly discovered melodic

modes (see p. 25 above).

D'Erlanger

Tha main theoretical source for this school is the 148-page
Arabic-language report submitted by Rodolphe D'Erlanger to
the 1932 Cairo Congress. This report, written with the
‘collaboration of the Mevlevi nay player, composer, and music
educator, ‘Ali Darwish from Aleppo, was published in both the
1933 and 1934 editions of the Congress proceedings, i.e., in
the Kitab Mu'tamar and the Recueil. [29] A revised and
expanded French edition of this report was later published in
1948. While the French edition has had little impact on
modern Arab music theory, the Arabic edition was extremely
influential for a short time, leading to two works which copy
_D'Erlangér extensively (at times verbatim and at times with
substantial editing).

D'Erlanger, who was born in France in 1872, moved to
Tunisia in 191C where he lived until his death in 1932 (see
New Grove 1980 v.6:234 and Davis 1986:88-95). Besides his
1933/1834 Congress report, D'Erlanger worked with native
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nf tenth- to sixtzenth-century Arabic music treatises (18930,
1235, 1838, and 1938) and two volumes documenting

contemporary theory and practice (1849 and 1958). The first
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of these latter two volumes is the expanded version of his

Congress report.

al-Hilu and Mahflz

¢ I

The two works which copy much of D'Erlanger's 1933

report are al-Hilu's al*MGsEgg al-Nazariyyah (Theoretical

Music or Music Theory) published in Beirut in 1081 (reprinted

in 1972), and Mabfﬁg's Kithb Ta'lim al-Misiqa al-Sharqiyyah

wa_al-Gharbiyyah 1i-Dir@sat Alat al-‘Ud (The Book of Teaching

Eastern and Western Music for the Study of the Instrument the
‘Ud) v.3 and 4, published in Damascus in 1963 and 1964.
al-Hilu taught music and music theory at the National Music

Institute (al-Ma‘had al-Musiqi al-Watani) in Beirut.

al-Shawwa
An important middle period source which was written
entirely independent of D'Erlanger's work is Sémf 2l-Shawwa's

- s - -« = .
al-Qawa‘id al-Fanniyyah fi al-Misiga al-Shargiyyah wa

al-Gharbiyyah (Artistic Rules in Eastern and Western music)
written in Cairo in 1946. al-Shawwa, born in Aleppo in 1887,
moved to Cairo in 1904 where he quickly became the most
important Arab vioiinist of the first half of the twentieth

century. He died c¢.1960.
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3.a. lhe Roots of the Present-Day School

Certain essential features which typify the "present-
day"™ school of modern Arab music theory are found in a few
transitional works which appeared in the first decades of the
twentieth century in. Cairo. O0f these works, | here mention

four.

al-Khula'i

al-Khula'i (1881?7-1938) was an important composer during
the "academic™ period in Cairo. His Kitab al MdsTya
al-Sharai (The Book of Eastern Music) wzs published in 1322
H., i.e., 1804-05. [30]1 al-Khula‘l relies heavily on the
works of Mashaqah and Shihab al-Din for portions of his
cnapter on modal theory, especially those portions in which
he explains the quarter-tone scale. Prior to his writing
this work, al-Khula'l spent three years traveling with the

renowried composer, Abu Khaiil al-QabbEh;, to Syria, Istanbu!,

and ‘Iraq (Kamil 1975:96).

Dhakir Bey

Dhakir Bey received his music training at one of Egypt's
schools for Western military music (see p. 21 above). He
wrote at least three works on music including Tu?fat

al-Maw'ud _fi Ta'lim al-'Ud (The Promised Work on Teaching the

‘Ud) (1903). My references to this work are based on
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passages quoted by Fatap Allah (1971) as | have not myself

seen this work.

Shalfun and the Journal Régggt al-Balabil

Raw?gt al-Bal3bil, the first Arabic music journal
(published from 1920 to 1927), contains a number of articles
on Arab music theory. These were probably written by the
editor, iskandar Shalfun. Shal fUn (d.1832), was a Lebanese
Christian who moved to Cairo (see a brief biographical sketch

in D'Erlanger 1949:378-380).

The Report of the Institute of Oriental Music

The 1832 Congress publications contains a report
compiled by the Institute of Oriental Musiec, Cairo, which
describes fifty-two magamat used in Egypt at that time (giiég
Mu'tamar 1933 and Recueil 1934:529-581). The Institute's
rzpert was apparently drawn up during the third and fifth
meetings of the Congress' Committee on Mode, Rhythm, and
Compositiﬁn. Prominent Cairo musicians/composers including
Mug%afﬁ Riqg, Daud Husnf, and al-Khula‘T were present as were
Aleppo~born Sami al-Shawwa and ‘All Darwish. It seems that
*AlT Darwish was the ane who prepared the final report (see

Recueil 1934:143),
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3.b. Sources for the "Present-Day" School

While the present-day school had its roots in the first
years of the twentieth century, it was not until the 1S30s
and 1940s that most of the aspects which typify this school
appear together. The result of movements towards
simplification and standardization, the present-day theory
is characterized by modes which are presented as single-
octave scales composed of only two tetrachords {(middle-~period
theory commonly presents the modes as containing two-octave
scale and four or more tetrachords), by the absence of any
statement on the manner of perferming each mode (i.e..
starting notes or a specific path for the meiodic unfolding
of the mode, etc.), and by the all-pervasive use of Western
staff notation, now considered an integral part of Arab

music.

al-Hifni

One of the first of the present-day-school theorists was
Mabmﬁd al-@ifn? (1886-1973). Having finished his graduate
degree at the University of Berlin (see above, p. 33)
al-ﬁifn? returned to Egypt to play a major role in the 1932
Congress and the Egyptian Ministry of Public Education. He
wrote his al-MG%Tg; al-Nazariyyah (Music Theory) (first
edition: Cairo, 1938; sixth edition, 1972) as a manual for

teachers of music and music theory at three ievels, roughly
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equivalant to our junior high, senior high, and college
levels. The main concern throughout is the simple systematic
unfolding of the various aspects of the music theory so as
not to confuse or overburden the student (see, for example,

c.1946:161).

Salah al-Din

Mupammad §af§p al—D;n (1917-1965; dates in Kamil
1975:127), Supervisor of Music at the Egyptian Ministry of
Education (he succeeded al-ﬁifn? to this post?) and a teacher
at various Cairec institutes of music, used his training in

Western music to 4

b}

velop new ways of classifying Lhe magdamat
and systematizing other aspects of the present-day theory.
He wrote a number of works, four of which are relevant to the

present study. O0Of these, his Miftah al-Alhan al-‘Arabiyyah

(The Key to Arab Melodies) (Cairo, (19481 2nd printing,
1950), billed on its cover page as containing "new rules™" and
"simplified methods,” is the most important as it contains
the main ideas found in his other works. This book is
considered an important work by many in Cairo today because
it is perhaps the most comprehensive work available on the ,

present-day modai thecry. [311
al-Hnlaa_h_

%alah al-DIn was also an important figure in two music

conferences held in Cairo in 1959 and 1961-63, the
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publications of which were called the Halgat Bahth ai—MGéfaa

.

£i al-1glim al-Misri (The Study Circle on Music in Egypt)

(1959) {321 and al~Halgah al-Thaniyah li-Bahth al-MGé;q;

al-‘Arabiyyah (The Second Circle fur the Study of Arab Music)
(18€4), respectively. These conferences played a major role
by affirming many of the theorzstical stances that typify the
present-day school's approach to music theory. Passing
resolutions in favor of simplifying the definition of the
individual mecdes, limiting their number, systematizing the
method of modal analysis, etc., the conferees sought to

establish a standardized and uvniform theory.

al-?abbﬁgh

Although the present-day schooil hac been c¢entered in
Cairo, its basic principles have been embraced and advanced
by a number of important educators/theorists in Lebanon,
Syria, and elsewhere. Among them was the Syrian, Tawf?q

al-Sabbagh, a violinist, composer, theorist, and author of

al-Dalil al-Misiqi al-‘Amm fi_Atrab al-Angham (The General

Music Manual on the Most Pleasing Modes) (i950) and
al-Angham al-Shargiyyah (The Eastern Modes) (1954), the
latter being a second edition of parts cf the former
publicétion. Although he weorked independently from those in
Cairo and thus developed a number of unique theories, h2 was
guided in his treatment of the modes by the present-day

school's emphasis on new ways to codify a simplified theory,
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primarily for the sake of the new breed of students. [331]

al-ﬁila, again

Another writer who gives testimony to the presence of
present-day-school theories outside of Egypt is Sal;h
al-Hilu. Although i have included his al-Musiga
al—Nagarixxah among the middle-period works (see above),
al-ﬁila includes a number of statements showing that he is
documenting a past tradition. For example, he comments
on the fact that he gives two-octave scales and starting
notes far most modes (middle-perioa featuraes not found in the
nsresent-day theory) by saying that he does sc "only in order
to establish the system that was in use before the modern
musical renaissance which ceased to use [thesel] restrictions
and gave the freedom to the composer to proceed and to be
versatile and to begin from any note he wants ..." (1972:94
n.1). The "modern musical renaissance™ that he is referring

to is what | have labeled the shift from the "middle-period"

to the "presaent-day"” period schouls. [34]

-

‘Arafah and ‘Ali, Fatah Allah and Kamil
There are a large number of other present-day-school

works written over the last forty to fifty years, many of

which have been used as sources in this study. In these
introductory remarks | would like to mention just four of
these. Ths first twoc represent the large nuiiber of method
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books and books of music transcriptions that have appeared
cver this period, most of which are meant to be used as
textbooks in various institutionalized settings. The music

theory imparted in these works, often only in the

introductory pages, is that 9f the present-day school, i.e.,

standardized and simplified. Dirasat al-‘Dd (The Study of

the ‘Ud) by ‘Abd al-Mun‘in ‘Arafah and §afar ‘Al? first
appeared in 1942 and has since gone through six editions or

reprintings (the last in 1984). al-Manhaj al-Hadith f1

Dirdsat ai-'Ud (The Modern Method for the Study of the ‘Ud)
by Linda Fata? Allah and Mabmﬂd K3mii appeared in a second
printing in 1982. Both, written by music teachers at one or
more of Cairo's music institutes; are used gxtensively at

these schools.

Muhammad and Surur

The last two present-day-schnol works | would like to
mention serve to emphasize the fact that music theory is,
today, an ongoing tradition, not lost or dying. New studies
continue to appear, usually intended either as textbooks or
as masters theses or doctoral dissertations. (In Cairo the
latter would be for the Kulliyyat al-Tarbiyyah al-MGsfﬁiyyah,
i.e., the Faculty of Music Education, Halwan University.)
Suhayr ‘Abd al—‘AgTh Muhammad's Ajandit al-MGsiqa
al-‘Arabiyyah (The Arab HMusic Notebook), published in Cairo

in 1984, is an exampie of a textbook. The author teaches  ud
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at the above-mentioned university. Her work is praiseworthy
for containing the latest statement of the present-day
school's main system of maqam classification. An example of

student works is Qadri Surur's doctoral dissertation al-Magam

- - = ¢ - < - -

fi al-Musiga al-Arabiyyah Qadiman wa Hadithan fi Misr (Magam
in Ancient and Modern Arab Music in Egypt) (1988). Since
graduating, Surur, a professional n3y player, has taught ﬁéx

and music theory at two Cairo music institutes.

Ibn Dhurayl, Allah Wayrdi, and the Syrian School of
Intonational Theories

In addition to the three main schwvols of modern Arab
music theory, there exists a group of twentieth-century
Syrian theorists who define a separate Syrian school of
inrtonational theory. The members of thié school do not
accept the quarter-tone scale, perhaps the most dominant
feature of modern-period theory. Rather, they analyze the
Arab scale in terms of fifty-three commas per octave, taking
inspiration in this from both medieval Arab and contemporary
Turkish music theory. Ibn Dhurayl's al-Misiqa fi Sdriyyah
(Music in Syria) (Damascus, 1979) focuses on this school.
Allah WayrdT is author of Falsafat al—MGéﬁgé al-Shargiyyah
(The Philosephy of Eastern Music) (19489). The Syrian school
of comma-based intonation theories is discussed in Chapter

v,
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Western Sources

In addition to the above sources, there are a large
number of works written by Western scholars which played
major roles in helping me formulate my understandings of
modern Arab music theory. As is apparent in the preceding
pages, the scholarship of A. Jihad Racy and Salwa el-Shawan
contributed significantly to my perception of the changing
position of music in Arab society. As for my understanding
of the changes that cccurred in Arab theory,.the works of

Jurgen Elsner and Harold Powers are noteworthy. Elsner, 'in

his Der Begriff des magqam in Agypten in neurer Zeit (Leipzeg,

1873), analyzes the emergence of a simplified scalar
definition of the individual modes in Egypt. As his study
was limiteq in scope to a zmall numbar of twentieth-century
Egyptian socurces he did not investigate the larger picture
(including the three school=z) that the present work uncovers.
Insightful comments by Powers (1980 and elsewhere) concerning
the concept of mode, tonic, classificatory systems, etc.,
aided my understanding of fundamental shifts in Arab modal
theory. Jihad's music lessons and Nazir Jairazbhoy's
analysis of alternative notes in Indian music (1971) led
directly to my analysis of accidentals in Arab music. A
large number of other Western works have been used in
addition to those already cited. These works are referred to
in the text; documentation can be fcund in the attached

"References."
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In concluding this introduction to the main sources for
the present study and their division into three schools 1
would like to emphasize again that Arab music theory has
never existed as a monolithic entity. Variations in form and
content are a common feature, be they in the various written
sources of a given school or in discussions with present-day
theorists and musicians. In the iatter case this is true
even when talking with theorists and musicians whao teach in
the same schools or perform in the same ensembles. As
Rouanet (1922:2767) has noted, "no one individual [among
modern-period theoristsl has [everl] been invested by his
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could carry the weight of law." The aopportunity for
musicians or theorists to develop their own individual
understandings is an essential aspect of the Arab music
ethos. In the present study | try to acknowledge those
cifferences that have come to my atte%tion. For the most
part | do not consider these differences as negating the
reality of the three schools that I describe. When a given
work includes features from more than one school (al-Khula‘i

1904, for example) | do not hesitate to say so.
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A TIMELIME FOR THE THREE SCHOOLS UF MODERN ARAB MUSIC THEORY
WITH SOME UF THE MAIN SOURCES FOR EACH SCHOOL
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PRESENT-DAY-PERIiOD SCHOOL
Notes:

Early-Pericd School: begins with the reconceptualization of
the scale in terms of quarter steps; uses neither scale
nor tetrachords when defining the individual modes;
rather, gives a unique melodic phrase for each mode.
The apparent lack of overlap between this and the other
periods is probhably due to a lack of documentation for
the 'intervening period,

Middle-Period School: begins with D'Erlanger's work but
describes late-19th-, early-20th-century performance
practice; D'Erlanger's presentation uses a format found
in the Rawdat al-~Baiabil in 1921. Middle-period theory
is presenteéd in works written as late as the 1960s.
Definitions of the individual modes commonly include
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