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Transliteration system

The transliteration system that has been used in this dissertation is based on
the system employed by the Library of Congress with some modifications.
Concerning h̚urǌf al-šamsiyyah, there are different opinions concerning
transliteration of the sun-letters among philologists and other scholars who
have to transliterate Arabic and Persian words. In any case, I have chosen
not to write the form of these letters as pronounced but rather the form in
which they are, e.g. Durrat al-tƗj instead of Durrat ut-tƗj. Regarding Persian
names, I will not use iz̜Ɨfah between names of a person; however, I am going
to add iz̜Ɨfah (-i [-yi if the word ends in a long Ɨ, Ư or ǌ]) in other cases.
Because of the fact that in this dissertation different books written by
different authors who have employed different transliteration systems have
been used, I will point out that there are differences between the systems
used in these books and mine in quotations. In such cases I refer the reader
to the translation systems that have been employed in these books.
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List of transliteration

Consonants
˯ ’
Ώ b
̟ p
Ε t
Ι t
Ν j
̧ þ
Ρ hҖ
Υ x
Ω d
Ϋ Ī
έ r
ί z
̫ ž
α s
ε š
ι sҘ
ν zҘ
ρ tҘ
υ z
ω ‘
ύ ƥ
ϑ f
ϕ q
̭ k
̱ g
ϝ l
ϡ m
ϥ n
ϭ w
ϩ h
̵ y

Short Vowels
˴ a
˶ i
˵ u
Long Vowels
 Ɨ
ϯ˶ Ư
ϭ˵ ǌ
Diphthongs
Ϯ˴ aw
ϯ˴ ay
Others
ϴ˷ iyy
ϮΧ XwƗ

3

Abbreviations

The following Abbreviations will be used in the study. As regards libraries, I
will employ the sigla that have been applied in the Series B of RISM
(Répertoire international des source musicales, 1964-1999) published by
“The International Musicological Society and the International Association
of Music Libraries”.

Libraries
D-B
GB-Lbl
GB-Lio
GB-Ob
IR-Tm
IR-Ts
IR-Tss
NL- Lu
RF-SPan
S-Uu
T-Ino
T-Is
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Deutschland, Staatsbibliothek zu Berlin
Great Britain, London, British Library
Great Britain, London, Library of the India Office (now a part of
British Library)
Great Britain, Oxford, Bodleian Library
Iran, Tehran, KitƗbxƗnah-i Malik (Malik Library)
Iran, Tehran, KitƗbxƗnah-i Majlis-i ŠawrƗ no. 2 (Majlis-i ŠawrƗ
Library, no. 2)
Iran, Tehran, KitƗbxƗnah-i ŠahƯd Mut́ahharƯ (former SipahsƗlar)
(ŠahƯd Mut́ahharƯ Library)
Nederland, Leiden, Rijksuniversiteit (Universiteits Bibliotheek)
(Leiden University Library)
Rossijskaja Fereracija (Russian Federation, St. Petersburg),
Biblioteka Akademi Nauk (Library of the Academy of
Sciences)
Sweden, Uppsala, Uppsala Universitietsbibliotek (Carolina
Rediviva) (Uppsala University Library)
Turkey, Istanbul, Nuruosmaniye Kütüphanesi (Nuruosmaniye
Library)
Süleymaniye Kütübhanesi (Süleymaniye Library)

Books
CHI
EI
GEWM
MA
SRFM

The Cambridge History of Iran
The Encyclopedia of Islam
The Garland Encyclopedia of World Music
La Musique Arabe
Se RisƗlah-i FƗrsƯ dar MǌsƯqƯ (Three Persian Treatises on Music), ed. BƯniš
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Introduction

Prelude
The New Persian language belongs to the few languages in the world that
possess significant and substantial bodies of musical literature. Today we
have a corpus of almost 200 treatises on music in Persian which has survived
the ravages of history in a region which today is divided into different
countries, among others Iran, Afghanistan, Tajikistan, parts of Uzbekistan,
Turkmenistan, Turkey, Pakistan and India. In spite of the opposition that
existed and to some extent still exists in this region towards music and
musical activities, this corpus of surviving musical literature gives us a better
picture of music during the almost ten centuries when this corpus was
created. This extant body of musical literature reflects and displays both the
intellectual discussion on music and musical activities and even the
development of the different approaches to music. This corpus not only
belongs to the realm of Persian literature, but it is also part of the Persian
musical heritage, and therefore it carries a major importance for our
knowledge of the musical and intellectual development of the region.
The emergence of New Persian began during the period of decline in the
Abbasid caliphate and the decentralization of political power in the Eastern
Islamic Empire towards the end of the 9th century. At that time the local
traditions and cultures and thereby local languages had an opportunity to
develop and flourish. This development resulted in the formation of Persian
scientific writings or “learned literature” (Tauer [Rypka 1968: 421]). This
new type of literature had three different roots:
x the Arabic adab and scientific literature;
x pre-Islamic Sasanian scientific writings;
x Greek scientific literature.
This literary activity embraces all written materials that had scientific and
educational purposes including writings on various subjects such as
philosophy, philology, history and biography, as well as geography, the
exact sciences, natural sciences, medicine and pharmacology, astronomy,
music, religion (Islam). However, it was subjects such as history, e.g. TƗrƯx-i
Bal‘amƯ, geography, e.g. H̕udǌd al-‘Ɨlam min al-mašriq ila al-maƥrib and
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religion, e.g. TafsƯr-i T̔abarƯ, that flourished first because of political and
religious interests.
Persian writings on music emerged somewhat later, during the 11th
century, and then not as an independent genre of scientific literature. With
the growth of the language and expansion of branches of knowledge writing
on music became successively an independent genre in Persian learned
literature. During its long and interesting history this genre has passed
through many stages of change and development. This dissertation is going
to study a part of this long, fascinating and unstudied history.

The scope of the work
As the title of the dissertation indicates, this study will deal with treatises,
tracts and works that are written on music in Persian. Consequently, the
Arabic works written by the Persians during the 8th and 9th centuries, and
even later, will not be included in this study. On the other hand, a number of
compositions and treatises that were written in Persian in the regions that
form present-day Pakistan, India and Turkey, dealing partly with particularly
Indian and Turkish music, will be included in the study. This inclusion is
motivated by the fact that cultural exchange between these regions has
always been intense, and Persian has affected and has been affected by these
regions. Furthermore, this inclusion is valuable and interesting both from a
musicological and a musico-historical point of view.
According to Massoudieh (1996), ca. 200 treatises, tracts and works
found in more than 2000 Mss written on music between the 11th and the 20th
centuries have come down to us. This study will deal with treatises and
works written from the first half of the 11th century up to ca. the end of the
15th century, when a new cultural era in Persian-speaking areas and thereby a
new period of writing on music was embarked on. The beginning of a new
era concerning writing on music from ca. 1500 has been one of the main
reasons why I have chosen this terminal date for the study. In addition, most
of the treatises and works written prior to the 16th century have been edited
and published, which provides necessary sources and materials for a
creditable and scientific study of the subject. By contrast, the number of
critically edited and published works from the 16th century to the end of the
19th century is so scanty that in order to have a good picture and a
scientifically acceptable study of this period, we should have to wait for
more editing and publishing of the treatises and works from that period.1 I
1

One explanation of the scarcity of critically edited and published works from this phase is
the general negative attitude towards this phase of the development of writing on music and in
general of music itself. It should be pointed out that according to Massoudieh (1996), this
period, i.e. from ca. the 16th century to the end of the 19th century, has been the most productive period in writing on music in Persian. During the 16th to the 19th centuries as many works
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want to emphasize here that I have confined my study to the period between
the 11th century and 15th century, not only because of the generally accepted
point of view on this period, which regards it as the only Golden Age of
Persian writing on music and in general Persian literature, but because of the
reasons I have given above.
Concerning Persian writings on music, one can find two main approaches
to music, to wit:
1. a religious approach;
2. a non-religious approach;
Two types of format that have been applied are:
1. as a separate and independent work or treatise;
2. as a part or chapter (fas̞l, bƗb, baxš and so on) of a larger work, such
as an encyclopaedia, a history book or a theological work.
In a number of literary works (particularly verse, but also prose), writers
and poets have employed some musical terms, often the names of maqƗmƗt
(modes), musical instruments and musicians, unsystematically and
sporadically as a kind of “literary decoration”. For example, ManǌþihrƯ
DƗmƥƗnƯ in his poems mentions names of modes like nawrǌz-i buzurg,
nawrǌz, rƗst, bƗdah and the names of musical instruments like þang,
mǌsƯqƗr, t́anbǌr (ManǌþihrƯ DƗmƥƗnƯ 1370 H.Š./1991: 165). FirdawsƯ in his
monumental work ŠƗh-nƗmah also mentions the names of many musicians,
among others BƗrbad, Sargaš (Sarkaš) (FirdawsƯ 1335, vol. v: 2489), the
names of instruments, among others barbat́, þang, nƗy (ibid. vol. i: 194),
tabƯrah (ibid. vol. iii: 999), jƗm (ibid. vol. ii: 604), rabƗb (rubƗb) (ibid. vol.
iv: 1892), and the names of modes like sabz-dar-sabz, xusrawƗnƯ, ganj-ibƗdƗwar, ganj-i-sǌxtah (ibid. vol. v: 2491-2497). There is a very interesting
story in VƗmiq u ‘AĪrƗ by ‘UnsҗurƯ (c. 970- c. 1040) about the first
construction of the barbat̛ (see Hägg & Utas 2003: 106-112).
In addition, a number of religious works, written by learned, Islamic
authorities and Sufis, have dealt with the subject samƗ‘ (audition, listening to
music, music), even though no particular chapter or section in their works
has been devoted to the subject. Among these works can be mentioned AsrƗr
al-tawh̚Ưd fƯ maqƗmƗt al-šayx Abǌ Sa‘Ưd by MuhҖammad b. Munawwar,
TaĪkirat al-awliyƗ’ by FarƯd al-DƯn Abǌ-Bakr IbrƗhƯm ‘AtҗtҗƗr NayšƗbǌrƯ,
were written as the period from 1000 to 1500 AD. However, almost half of the treatises and
the works written during this period were composed in India and are on Indian art music
(partly or entirely), and perhaps that is another reason for the lack of interest among Persianspeaking scholars in editing and publishing them. Unfortunately, the interest among the Pakistani and Indian scholars in editing and publishing these treatises and tracts has also been very
low.
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Mirs̚Ɨd al-‘ibƗd min al-mabda’ ila al-ma‘Ɨd by Najm al-DƯn RƗzƯ, Ma‘Ɨrif
by BahƗ’ al-DƯn MuhҖammad b. HҐusayn XatҗƯbƯ BalxƯ. The treatment of the
subject in these works is, generally, very concise (sometimes only a few
lines), unsystematic and fragmentary. These works are consequently of
minor importance in the development of the subject and generally the genre.
At any rate, works of prose and poetry that do not have a separate or
distinguishable chapter or section or part on music will not be included in
this study.2 This approach is justified by the fact that it has generally been a
custom in this region regarding writing learned literature to divide the work
into defined sections or parts, i.e. fas̜ls, baxšes, bƗbs and so on, with their
own headings, in order to emphasize the importance of the subjects that have
been dealt with.3 In other words, if a writer of a learned literary work wanted
to deal with a subject profoundly and the subject was important enough for
him and it was partly the purpose of his study, he would usually put a
heading for that subject and would devote a defined chapter, section, or part,
to that subject in his work.
Nevertheless, there are a few exceptions where the authors have dealt
with music extensively (often 100 to 250 words) without devoting a chapter
(part, section) to the subject. Among these works can be mentioned, the
Indian work JawƗhir al-asmƗr by ‘ImƗd b. MuhҖammad al-Na‘arƯ (written
some time between 1296 and 1315),4 AƥrƗz̜ al-siyƗsah fƯ i‘rƗz̜ al-riyƗsah by
al-SamarqandƯ (written some times during the second half of the 12th
century),5 and AxlƗq-i JalƗlƯ (1467-1468) by JalƗl al-DƯn MuhҖammad
DawwƗnƯ (830/1426-908/1502) (PǌrjawƗdƯ, 1375 H.Š./1996: 30-42). In any
case, these works will, as was mentioned above, not be included in this
study. Moreover, one work, namely Majmǌ‘ah-i lat̜Ɨyif wa safƯnah-i zarƗyif
by Sayf JƗm HarawƯ (written in ca. 803/1400) will not be included in this
study, because the main part of the treatise is in Arabic, and only at the end
of the work has the author employed a Persian poem (ƥazal) by a certain
MawlƗnƗ Mas‘ǌd SҚafƯ.6
2

However, I have to emphasise that for musico-historical studies these literary works will
have value.
3
In a considerable number of the copies of works the titles and headings have even been
written in another colour, often red, than the text itself.
4
The author writes concisely and fragmentally on the origin of the science of music, the
instruments, pardah and rƗga (mode), the number of modes and their relations to the days of
a week and the months of a year and their connections to certain hours of a day (see Massoudieh 1996: 179).
5
The writer tells us about the invention of barbat̜ by Pythagoras, and if the subtlety of the
words and the beauty of the voice join together, samƗ‘ will reach its highest perfection of
beauty. He mentions the relation between the (four) strings of instruments and the four elements of nature and the four moods (see Massoudieh ibid.: 207).
6
He (JƗm HarawƯ 1379 H.Š./2000: 138 f.) has also arranged a list of pardah-hƗ (the Persian
main modes) and rƗgas (the Indian modes) before the mentioned poem. The list is as follows:
sar-pardah
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rahƗwƯ

s̜afƗhƗn

The following six works are introduced in different treatises and
catalogues:
I. ƮqƗ‘ by SҚafƯ al-DƯn al-UrmawƯ (629/1230-693/1294) which was
probably written after 1250 and which is introduced by Tarbiyat
(1314 H.Š./1935: 236), DƗnišpažǌh (1332 H. Š./1953, vol. iii/1:
106), MunzawƯ (1348-1351 H.Š./1969-1972: 3887);
II. a commentary (Šarh̞)Қ on al-AdwƗr by MawlƗnƗ NasҚrallƗh QƗyinƯ
which was mentioned in Šarh̞ al-AdwƗr by al-MarƗƥƯ (1370
H.Š./1991: 110);
III. a work with the heading QƗnǌn-i istƯfƗ by AmƯr Xusraw DihlawƯ
(651/1253-725/1325), is introduced in MunzawƯ (1348-1351
H.Š./1969-1972: 3910);
IV. XulƗs̞at al-afkƗr fƯ ma‘rifat al-adwƗr (Summarised thoughts concerning the knowledge of the modes) by a certain ŠihƗb al-DƯn
SҚayrafƯ which is introduced by MahҚšǌn (1373 H.Š./1994, vol. 1:
185), MunzawƯ (1348-1351 H.Š./1969-1972: 3894);
V. a book on the allowing of samƗ‘ by an anonymous writer written
presumably during the 11th century, is mentioned in Kašf al-mah̞jǌb
by al-HujwƯrƯ al-ƤaznawƯ (1926: 524);
VI. a Persian translation of a work with the title FarƯd al-zamƗn fƯ
ma‘rifat al-alh̞Ɨn (The unique master of all times on knowledge of
melodies) by the anonymous author of Ƥunyat al-munyat (1978: 4).
Except for SҞayrafƯ’s XulƗs̞at al-afkƗr fƯ ma‘rifat al-adwƗr, where we know
more about the work and its lost Ms, none of these treatises and works will
be included in this study, because our knowledge about these works is next
to nothing. Even in the cases of QƗyinƯ’s commentary, which is mentioned in
dƝsƗkha

lalita

bibhƗsa/vibhƗsa

yak-bang-wa-nƯm
h̛usaynƯ
dhanƗsrƯ/dhanashri

du-bƗng-wa-nƯm
muxƗlif
barƗrƯ

yak-bang-wa-nƯm
rƗst
basanta/vasanta

yek-bƗng
ĪƯl-afkan
gujarƯ

du-bƗng
h̛ijƗz
ramakarƯ

nƯm-bƗng
zawul
mƗlau/mƗlava

du-bang
šabƗb
-

yak-bang-wa-nƯm
‘irƗq
malƗra

du-bƗng-wa-nƯm
‘uššƗq
kƗnhara

yak-bƗng-wa-nƯm
bǌsalƯk

du-bƗng-wa-nƯm
nahƗwand

yak-bƗng
bƗxarz

In the poem, which is in the form of ƥazal, the poet names different Persian modes and suggests which modes should be played at which parts of a day.
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Šarh̞ al-AdwƗr by al-MarƗƥƯ, and the book on samƗ‘, by an anonymous
author that is mentioned by HujwƯrƯ, we are not altogether sure that they
were in Persian. As regards SҞafƯ al-DƯn al-UrmawƯ’s and Xusraw DihlawƯ’s
works, it is questionable whether these works existed at all.
As for FarƯd al-zamƗn fƯ ma‘rifat al-alh̞Ɨn, we do not know who the
author, or rather the translator, of the work is. The only information we have
about the author is that he wrote another treatise on the theory of music
entitled Ƥunyat al-munyat (ibid.). In that work he points out that his patron,
the Governor of GujarƗt, AmƯr Šams al-Dawlah wa’l-DƯn IbrƗhƯm HҐasan
Abǌ RajƗ, during the reign of FƯrǌz III (1351-1388) of the Tuƥluq dynasty
(1320-1431), had a short time before the composition of Ƥunyat al-munyat
persuaded him to translate the FarƯd al-zamƗn fƯ ma‘rifat al-alh̚Ɨn from
Arabic into Persian (ibid.). In the KitƗb al-mƯzƗn fƯ ‘ilm al-adwƗr wa’lawzƗn (Shiloah 1979: 394 f.), which is an Arabic music treatise, the author,
who is also anonymous, mentions two works which he has used to write his
treatise. The second work that he mentions as his main source is a treatise on
music with the heading FarƗ’id al-zamƗn fƯ ‘ilm al-alh̞Ɨn by Šarf al-DƯn b.
‘AlƗ’ al-HҐusaynƯ al-BaƥdƗdƯ. Presumably, it is the original Arabic work that
our Persian translator has rendered. Unfortunately, no Ms of the original
Arabic work has survived.7 Our knowledge about the Persian translation is
also nil. Therefore, I have decided not to include this work in this study.
According to Massoudieh (1996), MunzawƯ (1348-1351 H.Š./1969-1972),
DƗnišpažǌh (1349/ H.Š./1970), there are a number of short writings on
music in Persian where the dates of composition and the authors are
unknown. There are many indications that they were written after the 15th
century, but we cannot be altogether sure. It is probable that in the future we
will manage to find out the names of the authors or the date of these concise,
anonymous and undated treatises and tracts, and that we will then discover
even further works and treatises. I therefore want to emphasize that this
study is based on our present gathered knowledge of the treatises, tracts and
works that have come down to us and where we are to a large extent sure
about the date of their composition. However, I believe that the main picture
that this study provides will not be changed considerably in the future.
The past is chaotic, and in order to make some kind of order out of this
chaos and make it understandable, the most important element is some
concept of time. Here, in order to bring order to the chaos concerning
Persian writing on music and to have a time perspective I will employ, as a
starting point, a chronological division of works based on the Christian
reckoning of centuries, which is to some extent an “artificial chronological
7

It seems that the work was a celebrated treatise, because the author of the KitƗb al-mƯzƗn fƯ
‘ilm al-adwƗr wa’l-awzƗn mentions it as the main source for his work beside al-AdwƗr of alUrmawƯ, which was an epoch-making work in the theory of music. In addition, to translate the
work into Persian in India is further evidence of the significance of that treatise.
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division” without any direct connection with the development and changes
of the genre. Nevertheless, in the last part of the study, that is “Summary,
Conclusions and Periodization”, this division will be revised to a division
more relevant to the development of the genre. Concerning the dates of birth
and death of authors and the dates of composition of their works, I will apply
the lunar-Islamic calendar, i.e. al-hijrƯ al-qamarƯ, before the solar-Christian
one with a slash between them. However, as concerns the solar-Islamic
calendar, i.e. al-hijrƯ al-šamsƯ, I will mark them by the initials H.Š.

Purpose and method
This dissertation is a multipurpose study due to its interdisciplinary nature.
The work on this dissertation began as an attempt to supplement
Massoudieh’s work Manuscrits Persans concernant la musique and my
purpose at the beginning was to update part of that catalogue8 and publish
my work as an addendum to the catalogue. However, during the work I have
become increasingly interested in the development of Persian musical
literature, particularly the topical development of this learned literary genre.
The result of this increasing interest is the present dissertation. It will make
an attempt to illuminate the development of Persian writing on music
between the 11th century and 15th century. This period has often been called
the classical period of Persian literature by scholars and researchers in the
field of Persian literature and we can also consider the period between the
11th century and 15th century as the classical period of Persian writing on
music.
The first step towards creating a picture of the development of Persian
musical literature is to introduce the works and treatises chronologically and
to date them as accurately as possible. This step will not be easy due to the
fact that a number of the treatises and tracts are undated, but fortunately we
know who the authors of the works were. In such cases, I am going to take
the day of birth and death of the writers as a guide to determine when the
work may have been written. In some cases, the dates of the oldest extant
copies of the works are starting points to determine a possible date of
composition. In addition, I will go further and by means of the authors’
approaches and treatments of topics as well as a number of linguistically
characteristic tendencies I will try to determine the date of compositions of
these works as exactly as possible.
Persian writings on music touch on three different fields, viz. music,
religion and literature. Inevitably, these fields will also be dealt with more or
less thoroughly in this study.

8

From the 11th century up to ca. the end of the 15th century.
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At any rate, the main purpose of the study is to map out and analyse the
different stages of the development and change that the genre has passed
through between the 11th century and the 15th century focusing on the
thematical and topical development of it. My ambition is that this study will
hopefully provide a better understanding of the mechanism of the
development and changes of the genre. To achieve these purposes, a number
of questions will be answered in the study. The most important and
significant questions are:
x what types and categories of works dominate during each stage in the
development of the genre?
x What kinds of topics are treated during each stage of development?
x What works mark turning points in the development?
x Are there some characteristic features during a certain period?
x Is it possible, based on these characteristics, to periodize writings on music?
x What other facts than musical ones played important roles in the changes
and development?
x Why were certain categories, subjects and topics dominant during a certain period?
x What stages of development or changes did the genre pass through during
the time frame of the dissertation?
x What trends dominated each stage of the development, and how did they
affect the choice of approach, types of texts and topics?
x What will a periodization of the genre look like?
In order to grasp the development of the genre I will partly try in the last
chapter to classify Persian writings on music with some help of
Massoudieh’s (1996: 29 f.) and Shiloah’s classifications (1979: 12-14). It
should be pointed out that although the study will mostly focus on the
thematic and topical development of the writings on music, other aspects of
the genre will also be discussed to the extent that they are relevant and
significant.
The nature of this study involves different disciplines, i.e. philology,
musicology and even to a limited extent religion and literary history.
However, it is the written text that is the starting point for the study. It
inevitably engages philological approaches and methods, i.e. textual
analysis, textual comparisons, and, to a limited extent, textual criticism.
Furthermore, this study also concerns the art of music, which to some extent
involves a musical analytic approach to the body of material. This
particularly applies to the theoretical and practical development of the music,
e.g. change and development of the construction of modes, musical
instruments, rhythmical modes, definitions of musical terms and music
forms.
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This study does not have the intention of editing and publishing works on
music that are still in manuscript form. Nevertheless, a few treatises and
works on music that were written during the period covered by this
dissertation are still in manuscript form, and in order to show and discuss the
topics that have been dealt in these works I have to some extent to establish
the texts of these Mss (see below). In addition, because of the difficulty of
access to two published treatises, i.e. a Persian translation of TaqwƯm als̚ih̚h̚ah and Šajarah wa Tamarah, I have been obliged to use Mss of these
works in this study.
The Mss that will be used in this study are thus as follows:
I
II
III
IV
V
VI

D-B, Ms. Or. Oct. 3511 (TarƗnahƗ-i Mawlawiyyah);
D-B, Petermann 712 (Šajarah wa Tamarah);
NL-Lu, Cod. 271 Warn (A collection of songs);
S-Uu, Ovet 23 (A Persian translation of TaqwƯm al-s̞ih̞h̞ah);
T-Is (4044) (RisƗlah-i mǌsƯqƯ by ‘Abd al-RahҚmƗn JƗmƯ);
RF-SPan (C 612) (RisƗlah-i mǌsƯqƯ by MuhҚammad NayšƗbǌrƯ)9.

There are different Western and indigenous10 concepts and theories on
what should be considered as literature and, based on these theories and
concepts, on what a literary genre is or should be. I do not have any intention
here to enter into any deep discussion about the different theories on
literature and the various definitions of the concept genre, which is beyond
the scope of this study. But in order to avoid confusion it is necessary to
explain what I mean by literature and literary genre in this study.
For a long time fiction was considered as the only characteristic of
literature and indeed literature was defined as fiction. This was, initially, the
view of Greeks like Aristotle and Plato. However, this definition of literature
has changed and developed over time, particularly after the 1950s. The more
recent view considers fiction as “one of the properties of literature rather
than its definition” (Todorov 1973: 7 f. [taken from Fowler 1982: 6]).
In this study, I employ the concept of literature in its broadest sense as it
has also been used in the book History of Iranian literature by Rypka and in
TƗrƯx-i adabiyyƗt dar ƯrƗn (The history of literature in Iran), a multi-volume
book by SҖafƗ. According to this concept, almost all types of written
materials (except letters) which are addressed to a public can be considered
as literature. In other words, non-fiction works and consequently also
writings on music are considered as literature. This definition of literature
will, naturally, widen the dimension of our definition of a literary genre.
9
As for this work, I have used both the manuscript and the the published version of the work
by PǌrjawƗdƯ (NayšƗbǌrƯ, 1374 H.Š./1995).
10
For a very interesting discussion on the concept of literature and genre in Persian literature
the readers are referred to the forthcoming article “‘Genres’ in Persian literature 900-1900”
by Bo Utas.
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An ideal taxonomy of literature into different types or genres has been a
major concern of many writers, researchers and literature critics from the
time of Plato and Aristotle (Fowler 1982: 235 f.), down to the present and
many admit that “[g]enre is not an easy matter to discuss” (Chamberline &
Thompson 1998: 1). Fowler (1982: 54) points out that our definition will
vary with our purpose and knowledge. This is a pragmatic approach to the
concept and a definition of it which can be a starting point for the definition
of genre in this study. The term genre will here be used in the sense of a
class, type or species of literature (for the definition of literature used in this
dissertation, see above) which is characterized by dealing with a particular
subject and having a definite and specified purpose. Here, two principal
criteria for calling writings on music a literary genre have been that this
corpus of written material has treated the subject music, although through
different approaches, and that it has a general definite purpose, namely an
educational and instructional purpose.
The final part of the last chapter of the study, where I will first try to
periodize each category (which can be called the micro periodization) and
then the whole genre (the macro periodization) regarding its development,
can be considered as the core of this study.
To some extent, I agree with the notions that “[periodization] can give an
impression of a facile totalization” (Jameson 1981: 27) and “it misrepresents
the value of individual works” (Patterson [Besserman 1996: 51]).
Nevertheless, even the severe critics of periodization have been obliged to
admit that “it can be a ‘welcome and productive’ subject of study”
(Besserman ibid.: 5). My point of view on the matter of periodization is that
it is, despite the above-mentioned risks of misrepresentation and
misinterpretation, a necessity for this type of study. I regard it as a necessity
because, without a periodization, we remain in a “mess of details” and we
will consequently fail to provide a total picture of the process of the change
and development.
It is my hope that this study will not only contribute to the illumination of
Persian musical literature and its topical development but also the history of
Persian (and even Arabic, Turkish and Indian) music and at the same time
partly a contribution to the history of Persian learned literature.

Sources
The importance of the Persian musico-literary heritage has come under focus
in the works of a number of scholars, among others DƗnišpažǌh, BƯniš,
Massoudieh, MunzawƯ, who have tried to draw attention to this literary
heritage over the past 40 years. Despite these efforts nobody, however,
knows how many works and treatises and tracts have been lost or are still
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lying unpublished somewhere in private collections or hidden from sight in
libraries.
Here I am going to deal with almost the total corpus of Persian works and
treatises on music from the 11th century up to the end of the 15th century.
This corpus consists of some 50 treatises, tracts and essays which are either a
part of larger works or independent treatises. Some of these treatises and
works are preserved only in one manuscript, in other cases the number may
run into tens. My concern from the beginning was that if it had been possible
I would have tried to obtain all the Mss of works that I have dealt with here.
However, after a closer consideration I realised that this would be unrealistic
within the scope of this study, and therefore except in the cases of a few
works (see above) this study will be based on published critical editions of
the treatises and works. These published critical editions have, generally,
been made by persons who have a good knowledge of the field, and the
editors have also tried to compare as many old and reliable Mss as possible
to establish the texts in published works. Therefore these critically edited
and published works are, to a large extent, reliable materials to refer to.
These primary sources, both in the form of manuscripts and edited and
published works, are the main sources that the study will be built on. In a
few cases, where I have not been able to gain access to the original works, I
will refer to pieces of information that are found in different secondary
sources, for instance in various catalogues. I was obliged to use these
secondary sources, generally because of the unwillingness of the libraries
where the Mss of the works are kept to allow access to these Mss or, in other
cases, because of difficulties in establishing contact with these libraries.
As has been pointed out above, in some cases I have had to use Mss of the
works. In such cases I have tried to obtain and use the oldest available Mss,
but I am aware of the fact that this does not mean that these Mss are the most
reliable and correct Mss of the works in question.
The most significant and applied secondary sources in this study will be
various catalogues that have been published by different libraries. Three
catalogues which have been compiled by Massoudieh (1996), MunzawƯ
(1348-1351 H.Š./1969-1972) and DƗnišpažǌh (1349/ H.Š./1970) have been
of particular use in this study. Furthermore, the main sources for the first
sections of each chapter (i.e. Background) are five books, namely: CHI, vols.
4 & 5; EI; SҖafƗ (1338-1366 H.Š./1959-1987); Browne (1951-1956) and
Rypka (1968).

Previous research
During the second half of the 20th century intensive and fruitful efforts were
made, particular by a number of Iranian scholars, in to edit and publish musical treatises and tracts that were written before the 16th century. However,
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the first attempt to introduce the total corpus of Persian manuscripts on music, which is the first step towards illuminating and mapping out the development of Persian writing on music, was made by DƗnišpažǌh towards the
end of the 1960s. The result of this endeavour was published in the magazine
Hunar wa mardum, nos. 95 – 100, under the title S̜ad-u sƯ-u andƯ atar-i fƗrsƯ
dar mǌsƯqƯ (Some one hundred and thirty Persian works on music). The next
attempt, which was based on DƗnišpažǌh’s work, was made by A. MunzawƯ.
He has devoted part of the fifth volume of his work “Fihrist-i nusxah-hƗ-yi
xat̛t̛Ư-yi fƗrsƯ” (A catalogue of Persian manuscripts) to Persian Mss on music,
introducing some 169 treatises and compositions. This volume was published in 1972. Four years later DƗnišpažǌh published his second work on
Persian writings on music entitled Numǌnah-Ư az fihrist-i ƗtƗr-i danišmandƗn-i ƯrƗnƯ wa IslƗmƯ dar ƥinƗ’ wa mǌsƯqƯ (Example of the catalogue of the
Iranian and Islamic scholars on ƥinƗ’ and music) (1355 H.Š./1976). In this
book, he has introduced the works and given samples from them. Besides
these catalogues and lists of works on writings on music in Persian, MašhҚǌn
(1373 H.Š./1994) presents and discusses in his book TƗrƯx-i mǌsƯqƯ-yi ƯrƗn
(The music history of Iran) many works written on music theory. The book
is a valuable source above all for an understanding of the musical history of
Iran.
The only scholar outside the borders of Iran who has tried to introduce
some Persian works on music and their Mss is Storey. In his work “Persian
literature: A bio-bibliographical survey” (Storey 1977) he introduces briefly
some 47 Persian writings on music. Furthermore, one can find much
valuable information on particular Mss in many excellent descriptive
catalogues written in England, France, Germany, Russia, India, Pakistan,
Tajikistan, Uzbekistan. Nevertheless, the most comprehensive catalogue that
introduces almost the total corpus of Persian musical Mss was written by M.
T. Massoudieh (1996).
This study is the first study that tries not only to bring together all our
present knowledge of Persian writings on music but to introduce a number of
works that have not been noted in the above-mentioned catalogues. Another,
and perhaps the most important aspect of the study, is also to try to penetrate
and analyse this corpus of writings in order to throw light on the
development of the genre and particularly its various approaches, categories
and topics during the five first centuries of its development. As far as I
know, it is the first study that deals with writings on music as a genre of
learned literature with its own internal and external processes of change and
development.
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The arrangement of the work
This dissertation consists of a main part and five appendixes. The main part
starts with an introductory chapter (chapter one), dealing with the possible
roots of Persian writing on music in the ancient world. Each chapter from the
second chapter up to the sixth chapter will be divided into two sections. In
the first section of each chapter I will discuss cultural, social, political, religious and economic circumstances and situations that directly or indirectly
have an impact on the development of this genre of learned literature. In the
second section of each chapter, which is headed “Exposition”, biographies of
authors and their works will be presented. Some examples from the works in
question will also be introduced in this section. The structure of these expositions is the same as that of a sonata form, in which generally speaking just
the themes (here writers and works) are introduced. Detailed analyses of the
works and deeper discussions of them will be presented in the last chapter of
the dissertation. However, I shall devote a few words on the most characteristic features of the works at the end of their presentation. The last chapter of
the dissertation is headed “Summary, Conclusions and Periodization”, in
which I will attempt to summarize and draw conclusions from what has been
presented in the previous chapters. Here, I will also try to periodize the development of the Persian writings on music particularly in connection with
its topical development.
The last part of the dissertation consists of five appendixes and a
bibliography and an index.

Definitions, explanations and other remarks
In this study, I will use Persian (PƗrsƯ-yi DarƯ, or just PƗrsƯ) for the language
that was spoken and written during the 11th century up to the 15th century in
a geographical area that stretched from what now forms the Iranian border to
Iraq in the west, beyond the city of Delhi in the east and from present-day
Uzbekistan in the north to the Persian Gulf in the south. In other words,
Persian includes what now is called FƗrsƯ in Iran, TƗjikƯ in Tajikistan and
DarƯ in Afghanistan. I have chosen to employ the phrase “Persian-speaking
areas” to denote the areas that have been mentioned above. Nevertheless, I
am aware of the fact that the employment of these terms is, to some extent,
problematic. Still, it causes fewer problems than the usage of the word Iran
that has often been misunderstood.
Because of the interdisciplinary nature of the study, its readers will
largely represent two groups of people with different backgrounds of
knowledge, namely Iranists and musicologists. Consequently, sometimes
some definitions and explanations of terms, concepts and pieces of
information may seem unnecessary for one group, while for the other group,
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who are unfamiliar with those terms and concepts, they are necessary and
essential. One example is biographies of authors, which for a literary
historian and a philologist who is familiar with Persian literature and is
accordingly acquainted with these authors and writers, are unnecessary,
while for a musicologist these biographies are necessary and, to some extent,
essential pieces of information. Therefore, in order to create a balance
between readers with different areas of knowledge, I am going to explain
and define what I consider indispensable, necessary and essential for the
understanding of the study by both groups.
A number of musical and Sufi terms and concepts that have been
employed in different treatises and tracts have been defined, explained and
translated by experts and scholars, among others Farmer, Shiloah,
Nicholson, BƯniš, Wright. However, a considerable numbers of these terms
and concepts have not previously been translated or defined in English. In
this regard I have met with two problems. Firstly, this study has, as pointed
out, a time frame which covers the period from the 11th century to the end of
the 15th century, and geographically a vast area which now forms different
countries. Consequently, the usage and employment of one and the same
term and concept differs from time to time and from place to place. To find
an exact definition for these terms is almost impossible, and therefore
definitions and explanations will differ according to time and place in the
study. Secondly, owing to the fact that these terms belong to another culture,
it has sometimes been difficult to find appropriate English equivalents, and
therefore some translations and definitions have the nature of suggestion and
interpretation rather than the explicit definition and translation. In a few
cases, I will not define or translate the terms because this is beyond the scope
of this study. In such cases I have just transcribed the terms without any
definition.
As regards the translations, I have tried to use already existing English
and French translations of the works in question. The names of translators
will naturally be mentioned after each cited translated passage. However, a
considerable number of translations have been done by myself. In such
cases, I am not going to mention my name after the translated passage(s).
The terms “musica speculativa” and “the Systematist School” which will
occur several times in this study need to be defined and explained,
particularly for those who are not musicologists or music anthropologists.
The Latin term musica speculativa is used to name an approach to music
theory that was established in ancient Greece by the Greek philosophers and
scientists. It was based on a merely scientific and mathematical approach to
music theory with very little connection to the music that was practised
during that period, and it was an ideal musical system that the Greek
scientist-philosophers used to speculate on. It was a part of encyclopaedic
knowledge and thereby encyclopaedic works.
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During the 13th century a new musical system and consequently a new
“musical school” was established in the region. This school, which was to be
termed the Systematist School, was presumably founded by SҚafƯ al-DƯn ‘Abd
al-Mu’min al-UrmawƯ. This system had another approach to the division of
an octave into intervals which differed considerably from that of the earlier
system. In the earlier system that had been established by al-FƗrƗbƯ and Ibn
SƯnƗ an octave had been divided into 22 intervals, while in the new system
an octave was divided into 17 intervals. The result of re-division of the
octave into 17 intervals was that the intervallic relation between tones of a
mode were changed, which, in turn, changed the division and arrangement of
the modes into main modes, secondary modes and auxiliary modes. One
explanation for the emergence of the new system in the works of music
theorists of the 13th century is that the theorists gave up, to some extent, the
speculative approach to music, grounding their work on a more practical
approach to music (for further information see also the last chapter of this
study).
The term samƗ‘ has often been translated audition, listening to music and
even music. However, samƗ‘ and samƗ‘-sessions began as simple gatherings
where Sufis merely read and listen to the Koran. Nevertheless, during its
development other activities and elements (e.g. [vocal, instrumental] music,
dance) were gradually adopted and added at these gatherings and became
parts of this Sufi religious session. This process of change and development
was still going on during the period that this dissertation studies. Therefore,
a fixed definition of the term samƗ‘ is not correct and valid for different
periods of the process of the development, and we have to take this process
of change and development into consideration. For this reason I will not
define the term here but refer readers to the definition of various authors and
writers in the text in the following chapters, thus putting the definition into
its historical context.
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Chapter 1

Roots

In the Introduction I have discussed briefly the roots of Persian learned
literature. In this chapter I will first discuss the roots of Persian writing on
music focusing on the development of this literary genre in the ancient world
including pre-Islamic Iran and the Islamic world prior to the 11th century.

Writing on music prior to the rise of
the Arabic musical literature
The geographical situation of the Iranian plateau (and the lowland XǌzistƗn)
played a very significant role for the cultural development of the people who
lived there. Continuous cultural exchanges and contacts between these
people and other ancient civilizations, i.e. the Mesopotamian civilizations
(Sumerian, Akkadian, Babylonian, Assyrian), Indian, Chinese, Egyptian, and
Greek, to a considerable extent determined the cultural development of the
country. To find the roots of any cultural development and progress (and in
our case writing on music) in Iran, Afghanistan and Tajikistan, we have to
take this geo-cultural circumstance into consideration. Therefore, a brief
history of writing on music among the neighbouring peoples and cultures
prior to the 11th century will also be presented here.
The textual evidence from ancient Mesopotamian, particularly Sumerian
and Akkadian cuneiform texts, reveals that there existed much activity in the
field of musical theory in Mesopotamia during the ancient period. According
to Kilmer (Sasson 1995, vol. iv: 2601), many Sumerian and Akkadian
cuneiform tablets inscribed with information relating to all aspects of music
have come down to us. These texts describe, among other things, musical
instruments, scales, tunings (Kilmer, [Reallexikon der Assyriologie 19931997: 463-482]). The most significant texts among these written materials
are, Neo-Assyrian Ikribu, Middle Babylonian NabnƯtu, and eight cuneiform
texts, which were written between the early second millennium and the
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middle of the first and which describe the Akkadian “modal system” (Kilmer
[Sasson 1995: 2606]).11
Concerning Egypt, it is interesting to note that in spite of the Egyptian
concern about documentation of all aspect of their lives (Anderson [Sasson
1995, vol. iv: 2555]), no written document or text devoted to music has
come down to us, which indicates that this activity was not established
among the ancient Egyptians (ibid.). However, there are fragments of hymns
that refer to music. For instance, the hymns from Hathor’s temple at
Dendara, show the role of music in the religious services. In one of the
hymns in Hathor’s honour, in which there are references to music and
musical instrument, one reads:
We play the drum for your spirit,
We dance for your majesty,
We uplift you to the skies.
For you are the mistress of the arched sistrum,
Of the menat and the naos sistrum,
The mistress of jubilation,
For whose spirit music is performed.

[Ibid.]
It seems, according to our present knowledge, that in ancient China writing
on music was not as established as in the ancient Mesopotamian
civilizations, and that this literary activity began fairly late there. Lam
(GEWM vol. 7: 128) mentions a document from the end of the fifth century
BC, in which is discussed the use of music “as a means of governance and
self-cultivation”. He (ibid.: 129) introduces another work on music written in
ca. 907, namely Yuefu zalu (Miscellaneous notes on music) which partly
deals with court music, musical instruments and musicians of the Tang
dynasty (618-907) written by Duan Anjie. Another noteworthy work is Sima
Qian’s historical work Shiji (Records of the grand historian), which was
written about 100 BC and in which a chapter is devoted to Yue (music).
Yingshi (ibid.: 115) notes that after this work Chinese writing on music
became a part of the official histories of most dynasties. He introduces also
another work on music, namely Yueshu yaolu (Treatise on music) written
and published around the eight century. It is probable that the work was a
result of the Greek impact on Chinese writing on music.
Sanskrit writing on music in India also began fairly late, and almost all of
the works that have come down to us were written after the first century AD.
However, the problem is that we are not sure about the exact dates of
11

In these Akkadian texts the following seven modes are described, išartu, kitmu, embǌbu,
pƯtu, NƯd qabli, nƯš gabarî, qablƯtu (see also Kilmer [Reallexikon der Assyriologie 1993-1997:
472-474])
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composition of the works. One of the earliest works on music in India is a
part, or rather the third section of the third Khan̚d̞a of Vis̜n̚udharmottara, of
the PurƗn̞a. The work treats of vocal and instrumental music. As mentioned
above, it is not clear when the work was composed; nevertheless, Rocher
(Gonda 1986: 252) mentions that al-BƯrǌnƯ used it extensively, suggesting
that the text was written between the fifth and eleventh centuries.12 Another
early significant Sanskrit work on music, which we also do not know the
exact date of its composition, is NƗt́yaĞƗstra. The oldest commentary on the
work by Udbhata (the 7th century) indicates, however, that the work was
written prior to that century. It seems that the work was written between the
1st and 2nd centuries AD (Rowell [GEWM vol. 5: 23]). NƗt́yaĞƗstra is the
oldest and most comprehensive work on Indian dramaturgy. It is divided into
thirty-six chapters of which six (in some editions seven), or rather from
chapter 28 to 33, are devoted to music. According to the translation of the
work (NƗt́yaĞƗstra 1999: 218-329), the chapters that deal with music have
the following topics:
The chapter XXVIII: Instrumental music
Types of instruments; GƗndharva music; The svara-s; GrƗma;
MǌrchanƗ-s; The tƗna-s; The SƗdhƗranҖa svara; JƗti-s; AmҏĞa-s;
The ten characteristics of jƗti-s; The NyƗsa and ApanyƗsa.

The chapter XXIX: Stringed instruments
Application of jƗti to rasa; VarnҖa and alankƗra; AlankƗra-s; The
characteristics of alankƗra-s; Songs and their characteristics;
DhƗtu-s; VrҖtti-s, Three kinds of VƯnҖƗ playing; The karanҖa-s of
VipanҠcƯ; The bahirgƯta-s.

The chapter XXX: Hollow instruments
Svara and Ğruti; ĝruti-s and the placing of fingers; SvarasƗdhƗranҖa and kƗkalƯ

The chapter XXXI: Rules of tƗla
TƗla; Two types of tƗla; CƗpaputҚa; TƗla of six syllables; The Caturasra Tryasra; The hand and finger movements (pƗta);
UdghatҚtҚa tƗla; Method of showing tƗla; The ƗsƗrita-s; VardhamƗna (origin); The characteristics of VardhamƗna; LayƗntara
and three ƗrsƗrita-s; The limbs of the ƗsƗrita; VardhamƗna and
LayƗntara; The short ƗsƗrita; Mukha (Upohana); GanҘa-s; ƖsƗrita
concluded; VardhamƗna, its limbs and their tƗla-s; The tƗla-s of
12
Three other suggested dates are: between A.D. 600 and 1000 (Kane 1962: 910), between
A.D. 450 and 650 (Shah VisҖnҖdharmottrara 1958: xxvi), between A.D. 400 and 500 (Hazra
1958: 212). (For further information see Rocher, [Gonda 1986: 252]).
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the limbs; The general rules of medium and long ƗsƗrita-s; Song
and vastu; VidƗri and vastu; Uses of the limbs; VrҖtta; Uses of the
VidƗri-s; Seven kinds of songs; The tƗla of vastu-s in songs; The
AparƗntaka; Ullopyaka; PrakarƯ; OvenҖaka; Rovindaka; Uttara;
More details of the songs; The lƗsya-s; The varieties of lƗsya;
Geyapada; SthitapƗtҘhya; ƖsƯnapƗtҘhya; PusҘpaganҘdҘikƗ; Pracchedaka; TrimǌdҖhakƗ; Saindhavaka; DvimǌdҖhaka; Uttamottamaka; Uktapratyukta; The importance of tƗla; Laya-s; Yati-s;
The three panҖi-s.

The chapter XXXII: The dhruvƗ songs
The dhuruvƗ songs; The limbs of the dhuruvƗ songs; The seven
limbs of the dhuruvƗ; The AvasƗnikƯ dhuruvƗ; Types of dhruvƗ-s;
The Nibaddha and Anibaddha pada-s; The vrҖtta-s of dhruvƗ-s;
Description of the vrҖtta-s; Distribution of the ganҖa-s and mƗtrƗ-s;
The ganҖa-s of the divisions; The ganҖa-mƗtrƗ-s of the Druta
dhruvƗ-s; The ĝƯrsҘaka-s; The vrҖtta-s of the Narkutѽa (ka) class;
The vrҖtta-s for the KhanҠjaka; The minor dhruvƗ-s; The five aspects of dhruvƗ-s; The five occasions; The occasions and rasa-s of
the dhruvƗ-s; Six types of dhruvƗ-s and their use; The subject of
dhruvƗ-s; DhruvƗ-s suggesting time and movement; The vrҖtta-s
for dhruvƗ-s; The language of dhruvƗ-s; The procedure of
dhruvƗ-s songs; The rules about the graha-s; About songs; The
qualities of singers and instrument players; The VƯnҖƗ player; The
flute player; Performance of men and women; Varied characteristics.

The chapter XXXIII: The Avanaddha instruments
The Avanaddha instruments; The invention of Avanaddha instruments; Use of these instruments; Details of the instruments;
The svara-s; Rules of PusҘkara instruments; Details of these; The
syllable sounds in the PusҘkara-s; The five kinds of PƗnҖiprahata-s;
The four mƗrga-s; The playing of the Dardura and the PanҖava;
The combined playing of the three PusҘkara instruments; The
karanҖa-s of the three PusҘkara-s; The three Yati-s; The three mƗrjanƗ-s; MƗrjanƗ of VƗmaka and the ǋrdhvaka with earth; The
three samҐyoga-s; The three gata-s; The eight sƗmya-s; The eighteen jƗti-s; Playing of the gata-s in the dhruvƗ-s; The order of playing; Playing of pusҘkara-s in dance; The twenty prakƗra-s; The
seating of the singers and the instrument players; The performance of the pǌrvaranga; Playing for walking and other movements; Playing for female characters; Playing of interludes (antaravƗdya); Playing for the PrƗsƗdikƯ and other dhruvƗ-s;
UdghƗtya; The concluding; Special characteristics of the instru-
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ments; the qualities of hide; The preparing of the instruments; the
installing of the instruments; Various details.

Rowell (GEWM vol. 5: 24) introduces four other Sanskrit works on music
written prior to the 10th century. These works are: the Dattilam, which deals
with svara and tƗla, focusing on the ritual music during the Gupta Empire
(320-535); the NƗradiyyaĞiks̜Ɨ, which was compiled between the 5th and 6th
centuries and which is partly on music, dealing with the history of the
development of Vedic chant, the system of musical modes, the qualities of
good and bad singing and instructions for young priests who are learning to
chant the hymns of the SƗmaveda; the Br̚haddeĞƯ (The great treatise on daĞƯ),
which was composed in the 9th century, is a description of provincial music
(daĞƯ); and AbhinavabhƗratƯ, which is a commentary on NƗt́yaĞƗstra written
by Abhinavagupta during c. 1000.13
Undoubtedly, one of the most important civilizations in the development
and establishment of writing on music was Greece. The Greek influence on
Arabic and Persian writing on music is obvious and well documented. It is
probable that they inherited part of the Ancient Mesopotamian tradition of
writing on music theory.14 The great ancient Greek philosophers, and
scientists such as Aristotle, Euclid, Aristoxenus, and Plato, contributed to the
definite establishment of scientific or speculative writing on music. One of
the oldest Greek music theory works is Harmonika stoicheia or Elementa
Harmonica (Harmonic elements) by Aristoxenus (b. 375 or 360 BC d. ?). It
is the first part of his large work, On music, which has been lost. In this work
(Barker 1989, vol. 2: 126-184) the author discusses among other things, the
definition of the science of “music”;15 melody (melos);16 intervals
(diastƝma);17 tetrachord; mode, scale (systƝma);18 also the theory (theǀria-)
of scales (systƝmatƝ); tonoi (note); species of consonances. Furthermore,
fragments of his Elementa rhythmica, have come down to us. The author
13

For further information on these works see Rowell, ibid..
Abraham (1988: 28) points out that Pythagoras, who is generally considered as the founder
of the musica speculativa or the scientific theory of music, “... May have learned of the connection between mathematical ratios and musical intervals from the Babylonians ...”
15
He (ibid.: 126) writes: “The science concerned with melody has many parts and is divided
into several species, of which the study called Harmonics must be considered one: in order it
is first, and its character is like that of an element. For it is the study of first principles, which
include whatever is relevant to an understanding of systƝmata and tonoi.”
16
Concerning melody, Aristoxenus (ibid.: 128) explains that: “… melody has several different natures, but only one out of all of them is that of the kind that is attuned [hƝrmosmenon]
and capable of being sung.”
17
He (ibid.: 136) defines diastƝma as follows: “An interval [diastƝma] is that which is
bounded by two notes which do not have the same pitch, since an interval appears, roughly
speaking, to be a difference between pitches, and a space capable of receiving notes higher
than the lower of the pitches which bound it, and lower than the higher of them. Difference
between pitches lies in their having been subjected to greater or lesser tension.”
18
The definition of systƝma according to Aristoxenus (ibid.) is that: “... A systƝma is to be
understood as something put together from more than one interval.”
14
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(ibid.: 185-189) in this treatise deals with time (chronos), different durations,
i.e. primary (prǀtos), two-unit (disƝmos), three-unit (trisƝmos), and four-unit
(tetrasƝmos).
This philosophical musico-literary activity continued and was developed
during the Hellenistic period and the early Middle Ages by music theorists.
Among the most important and influential works written during this period
can be mentioned Ptolemy’s Harmonics (written some time during the
second century AD). He in that work (ibid.: 275-391) has dealt with the
following topics:
Book One
• Concerning the criteria in Harmonics
• What the aim of the student of Harmonics is
• How the height and depth that relates to sounds is constituted
• Concerning notes and their differences
• Concerning the principles adopted by the Pythagoreans in their
postulates about the concords
• That the Pythagoreans reason incorrectly about the causes of
things to do with the concords
• How the ratios of the concords may be more correctly defined
• In what way the ratios of the concords will be demonstrated beyond dispute by means of the single-stringed kanǀn
• That the Aristoxenians are wrong in measuring the concords by
the intervals and not by the notes
• That they [the Aristoxenians] are wrong in assuming that the
concord of a fourth consists of two and a half tones
• How the octave can be shown, through perception, to be less
than six tones, by the use of the eight-stringed kanǀn
• Concerning the division of the genera and of the tetrachords in
each, according to Aristoxenus
• Concerning the division of the genera and the tetrachords according to Archytas
• A demonstration that neither of the divisions [i.e., those proposed by Aristoxenus and by Archytas] preserves what is truly
melodic
• Concerning the division of the tetrachords by genus, according
to what is rational [eulogon] and evident to perception [phainomenon]
• The genera more familiar to the hearing - how many there are,
and which ones they are

Book Two
• How the ratios of the familiar genera can also be found through
perception
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• Concerning the use of the kanǀn in connection with the instrument called the helikǀn
• Concerning the forms [eidƝ, ‘species’] of the first concords
• Concerning the complete systƝma, and that only the double octave is of this kind
• How the names of the notes are understood in relation to thesis
[‘position’] and to dynamis [‘function’,‘capacity’]
• How the magnitude of the octave conjoined with a fourth acquired the reputation of being a complete systƝma
• Concerning modulations with respect to what are called the
tonoi
• That the outermost tonoi must be bounded by the octave
• That we must posit just seven tonoi, equal in number to the species [eidƝ] of the octave
• How the differences between the tonoi may be soundly established
• That one should not increase the tonoi by the semitones
• On the difficulty of using the single-stringed kanǀn
• Concerning the alterations to the kanǀn proposed by the musictheorist Didymus
• An exposition of the numbers making up the division of the octave in the changeless tonos and for each of the genera individually
• Exposition of the numbers that make up the divisions of the familiar genera in the seven tonoi
• Concerning the things played on the lyra and the kithara

Book Three19
• How the ratios throughout the whole [system] can be employed
and assessed by means of the fifteen-stringed kanǀn
• Methods for the division of the double octave by means of eight
notes only
• In what class the power [dynamis] of harmonia, and the science
of it, are to be located
• That the power of attunement [to hƝrmosmenom] is present in
all things that are more prefect in their natures, but is revealed
most fully through human souls and through the movements in
the heavens
• How the concords are attuned to the primary distinctions in the
soul, along with the species proper to them
19
Parts of the theory which is presented in this chapter is called “music of the spheres” and
attributed to the Babylonians. We find this approach to music and music theory in early Arabic works like RasƗ’il al-ixwƗn al-śafƗ.
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• A comparison between the genera of attunement [to hƝrmosmenom] and the genera to which the primary virtues belong
• How the modulations of attunement resemble those of souls in
crises of life
• Concerning the similarity between the complete systƝma and the
circle running through the middle of the signs of the zodiac
• How the concords the discords of attunement [to hƝrmosmenom]
are similar to those in the zodiac
• That continuous sequence [to ephexƝs] among notes resembles
the longitudinal movement of the stars
• How the vertical movement of the stars is comparable to the
genera in harmonica
• That the modulations between tonoi correspond to the lateral
movements of the stars
• Concerning the correspondence [analogia] between the tetrachords and the configurations in relation to the sun
• Which are the first numbers in which the fixed notes of the
complete systƝma may be compared with the first spheres that
there are in the universe
• How the ratios of the movements proper to each can be found in
terms of numbers
• How the interrelations of the planets are to be compared with
those of the notes

Two other influential music theorists during the Hellenistic and early
Middle Ages periods were Aristides Quintilianus (with his celebrated work
Peri mousikƝs, written during the second century AD) and Boethius (the
author of De institutione musica, written some times during the beginning of
the sixth century AD).

The rise of Arabic musical literature
The Arabic-Islamic writing on music began with the subjects that were,
roughly speaking, based more on native traditions. The Arabic writings on
music prior to the 16th century20 can be divided into three distinct periods.
The first period begins from the rise of the Umayyads up to the beginning of
the 9th century and the emergence of the Greek influenced speculative writing on music. Among the works which were written during this period can

20
Because of the importance of the Arabic writing on music in the development of Persian
writing on music even after the 11th century I will deal with it up to the end of the 15th century.
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be mentioned Yǌnus al-KƗtƯb’s KitƗb fƯ al-aƥƗnƯ, al-XalƯl’s kitƗb al-naƥm
and KitƗb al-ƯqƗ‘ (Farmer 1940: 14).21
The second period runs from the emergence of Greek influenced
speculative and scientific writing on music to the development of the
“Systematist School” in the mid-13th century. In keeping with Shiloah (1979:
2), the speculative writing on music theory emerged during the 9th century
through the translation of ancient Greek and Roman music theory into
Arabic first by the Christian philosopher and physician Hunayn b. IshҖƗq (d.
873). The genre was rapidly established and reached its highest perfection
through the works of al-KindƯ, (with his work RisƗlah fƯ ajzƗ’ xabariyyah fƯ
al-mǌsƯqƯ), al-SaraxsƯ (with his KitƗb al-madxal ila ‘ilm al-mǌsƯqƯ)22. Two
other key figures in this period were al-FƗrƗbƯ and Ibn SƯnƗ. The most
significant work of al-FƗrƗbƯ is KitƗb al-mǌsƯqƯ al-kabƯr, in which he deals
with following topics (MA):
Livre de l’introduction
Premier discours
Définition de la mélodie; Musique théorique et musique
pratique; Les instruments – Disposition musicale; Invention de la mélodie – Divers genres de musique produisant
sur l’ame différents effets – Le talent musical: La voix et le
jeu des instruments – Origines de la musique – Invention
des instruments – Éducation musicale – La science théorique; Art musical théorique – Jugements des sens et de
l’intelligence; Principes premiers; Ce qui est «natural» en
musique.
Deuxième discours
Suite du précédent paragraphe: Sensations sonores
«naturelles», Harmonie ou concordance; Sensations discordantes – Recherche des notes «naturelles»; Les intervalles musicaux; L’octave – Instruments destinés a produire les notes naturelles; Le ŠƗhrǌdh – Le Luth – Groupements de notes Homogènes, Gammes – Les intervalles
premiers: L’octave, La quinte, La quarte et le ton –
L’intervalle de «reste» ou limma – Division de la quarte en
trios intervalles, Les genres – Discussion sur le demi-ton;
Échelle formée de douze de demitons – Causes de l’acuité
ou de la gravité des sons – Représentation des notes par
des nombres; Idée théorique et pratique des notes – Les

21
22

No Mss of these works have come down to us.
Unfortunately, no Ms of the work has come down to us.
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consonances – Les rapports simples; Produit et division
(addition et soustraction) des rapports.

Livre premier
Premier discours
Principes de physique: Production du son; Sa transmission
– La note; Sa définition; Corps qui produisent des notes –
Causes de l’acuité et de la gravité; Causes que l’on peut
mesurer et causes que l’on ne peut apprécier; Rapports
des notes – De l’intervalle musical: Double octave, Quarte,
Quinte, Ton; Rapports consonants; Rapports dissonants;
Les intervalles grands, Moyens et petits – Règles arithmétiques pour l’addition, La division et la soustraction des intervalles – Les diaphones, Différentes espèces d’intervalles
consonants: Les grands ou les moyens ou symphones et les
petits ou emmèles – Les genres.
Deuxième discours
Groupes plus grands que la quarte; Le groupe parfait ou
double octave – Noms des notes dans le groupe; Notes fixes
et notes mobiles – Tonalités – Mélange des notes et des intervalles; Mélange des groupes et des tonalités – Évolution
de la mélodie a travers les notes – Le rythme – Construction d’un instrument pour la vérification expérimentale de
la théorie – De la finalité dans les mélodies.

Livre duexième: Ou livre des instruments
Premier Discours: le Luth; Ses toughes; Son échelle; Ses accords
Les instruments considérés comme contrôle experimental
de la théorie – Description du Luth; Ses touches et ligatures; L’accord usual; Notes a l’octave – Intervalles réalisés sur le Luth – Echelle du Luth; «Dynamis» et «notes
singulières»; Leur Nombre – Consonance des notes du
Luth entre elles – Sur la consonance du «limma» et du
quart de ton; Consonance «accidentelle» – Extension de
l’échelle de Luth; la cinquième corde – Accords autres que
l’accord usual.
Deuxième discouse
Les Tҏunbǌrs; Le TҖunbǌr de BaƥdƗd; Touches équidistantes et touches variables – Autres accords; Fixation des
genres sur cet instrument – Le Tҏunbǌr du HǌrƗsƗn – Correspondance des notes du Tҏunbǌr de HǌrƗsƗn avec celles
de l’échelle du Luth – Autres accords – Les flutes; Acuité
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et gravité dans les flutes – Variétés de flutes – Le RabƗb –
Autres accords du RabƗb – Les harpes.

Livre III: La composition musicale
Premier discours
Définition de la mélodie – Les groupes complets et incomplets – Tableaux des groupes; Consonances et dissonances
– L’évolution – Le rythme – Rythme fondamental; Percussions – Génération des rythmes en partant du rythme
foundamental – Les rythmes conjoints – Rythmes disjoints
– Percussions répépées – Percussions supplémentaires –
Rythmes traditionnels des Arabes – Composition des mélodies.
Deuxième discours
Mélodies vocales; La voix humaine – Les phonèmes – La
phrase – Adaptation de la parole a la mélodie; Notes vides
et notres pleines – Chants a notes vides – Chants a notes
pleines – Chants mixtes – Chants conjoints et disjoints –
Composition des mélodies vocales – Début et finale d’un
chant – Effets des mélodies; Leur embellissement; leur
rapport avec les passions – Finale de l’ouvrage.

As for Ibn SƯnƗ, the two important works of his on music theory are sections
on music in al-ŠifƗ’ and al-NajƗt. In the chapter on music in al-ŠifƗ’ he
(ibid., tom. ii: 105-245) deals with the following topics:
Prémier discours
(art. I): Avant-propos
(art. II): Définition de la musique; Causes du son; Son acuité; Sa
gravité et leurs causes
(art. III): Sur la connaissance des intervalles
(art. IV): Les intervalles consonants de première classe
(art. V): Les intervalles consonants de deuxième classe

Deuxième discours
(art. I): De l’addition et la soustraction des intervalles; Addition;
Soustraction;
(art. II): Du Redoublement des intervalles et de leur division par
moitié

Troisième discours
(art. I): Du genre et de sa classification en espèces
(art. II): Du nombre des genres
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(art. III): De ce qui reste a dire des genres forts

Quatrième discours
(art. I): Du groupe
(art. II): De l’èvoluion de la mélodie a travers les notes

Cinquième discours
(art. I): Les notes musicales (la rythmique)
(art. II): Du rythme déclamé
(art. III): Énumération des espèces de rythmes conjoints et
disjoints (rythmes en faveur)
(art. IV): Les rythmes Quaternaires, quinaires et sextaires
(art. V): De la poésie et des mètres poétiques

Dernier discours
Article premier: De la composition de la mélodie
Article deuxième: Des instruments

This period can, in its turn, be divided into two phases. The first phase
covers the period from the emergence of scientific treatises on music at the
beginning of the 9th century to the beginning of the 10th century. The works
written during this phase show clear influence from Greek music theorists,
particularly Ptolemy, and their approaches to music. Among the most
prominent authors of this phase can be mentioned al-KindƯ, and the authors
of RasƗ’il ixwƗn al-śafƗ. The second phase runs from the beginning of the
10th century up to the emergence of the Systematist School during the 13th
century. Under this phase the Arabic writers tried to approach music and
music theory in a more strictly scientific way, rejecting topics like
relationship between notes and parts of the soul, the relationship between
harmony of the spheres and that of music. The two most significant persons
during this phase are al-FƗrƗbƯ and Ibn SƯnƗ.
The third period began with the emergence of the Systematist School and
combination of musica speculativa and practica continuing up to the end of
the 15th century, i.e. 1490s, and the decline of the Systematist School, and to
some extent, also speculative music theory. The most celebrated works
during this period belong to SҞafƯ al-DƯn ‘Abd al-Mu’min al-UrmawƯ who is
probably the founder of this new school. The most siginificant work of his is
KitƗb al-adwƗr fƯ al-mǌsƯqƯ (The book of the cycles [of modes] in music) in
which al-UrmawƯ (1986) deals with the following topics:
ϞϘ˷Μϟϭ ΓΪΤϟ ϥΎϴΑϭ Ϣϐ˷Ϩϟ ̶ϓ ϝ˷ϭϻ Ϟμϔϟ
Chapter one: On the acuity and gravity of notes
ϦϴΗΎγ˷Ϊϟ ϢϴδϘΗ ̶ϓ ̶ϧΎΜϟ Ϟμϔϟ
Chapter two: On the division of frets
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ΩΎόΑϷ ΐδϧ ̶ϓ ΚϟΎΜϟ Ϟμϔϟ
Chapter three: On the ratios of intervals
ήϓΎϨ˷ΘϠϟ ΔΒΟϮϤϟ ΏΎΒγϷ ̶ϓ ϊΑήϟ Ϟμϔϟ
Chapter four: On the causes of dissonances
ϢϼϤϟ ϒϴϟ΄Θϟ ̶ϓ βϣΎΨϟ Ϟμϔϟ
Chapter five: On the composition of consonance
ΎϬΒδϧϭ έϭΩϷ ̶ϓ αΩΎδϟ Ϟμϔϟ
Chapter six: On the cycles and their ratios
ϦϳήΗϮϟ Ϣ̰Σ ̶ϓ ϊΑΎδϟ Ϟμϔϟ
Chapter seven: On the rule [of tuning] of two-stringed instruments
ϪϨϣέϭΩϷ ΝήΨΘγϭ ΩϮ˵όϟ έΎΗϭ ΔϳϮδΗ ̶ϓ ϦϣΎΜϟ Ϟμϔϟ
Chapter eight: On the tuning of the ‘ǌd and the derivation of the
cycles from it
ΓέϮϬθϤϟέϭΩϷ ˯ΎϤγ ̶ϓ ϊγΎΘϟ Ϟμϔϟ
Chapter nine: On the names of the common modes
έϭΩϷ Ϣϐϧ ϙέ˵ ΎθΗ ̶ϓ ήηΎόϟ Ϟμϔϟ Ϟμϔϟ
Chapter ten: On the partnership of the modes
έϭΩϷ ΕΎϘΒσ ϰϓ ήθϋ ϯΩΎΤϟ Ϟμϔϟ
Chapter eleven: On the transpositions of cycles
ΩϮϬόϤϟ ήϴϐϟ ΏΎΤτλϻ ϰϓ ήθϋ ϰϧΎΜϟ Ϟμϔϟ
Chapter twelve: On the uncommon tunings
ωΎϘϳϻ έϭΩ ϰϓ ήθϋ ΚϟΎΜϟ Ϟμϔϟ
Chapter thirteen: On the rhythmic cycles
ϢϐϨϟ ήϴΛΎΗ ̶ϓ ήθϋ ϊΑήϟ Ϟμϔϟ
Chapter fourteen: On the influence of modes
ϞϤόϟ ΓήηΎΒϣ ̶ϓ ήθϋ βϣΎΨϟ Ϟμϔϟ
Chapter fifteen: Advice on musical practice

However, the above-mentioned periodization is very rough, and I believe
that a deeper study of the subject will show the necessity of a more detailed
periodization of writings on music in Arabic before the 16th century.
Besides the theoretical approach to music, other approaches, e.g. the
religious, didactic and even medical, to music were also developed in Arabic
from the 9th century onwards. Perhaps the most important approach to music
after the theoretical one was the religious approach. And a corpus of treatises
on the unlawfulness and lawfulness of music (malƗhƯ, ƥinƗ’, samƗ‘) was
written by religious authorities and different writers from the 9th century
onwards. With the formation of Sufism this approach developed during the
10th century and many works on samƗ‘ were written by Sufi leaders. Some
of the most celebrated treatises on the unlawfulness and lawfulness of music,
which were written during the 9th and 10th centuries, are: ĩam al-malƗhƯ (The
censure of instruments of diversion [Robson 1938]) by Abǌ-Bakr b. ‘abdAllƗh b. AbƯ al-DunyƗ, KitƗb al-SamƗ‘ (The book of SamƗ‘) by ‘Abd-al34

RahҚmƗn al-SulamƯ, al-Ta‘arruf li-maĪhab ahl al-tas̚awwuf (The knowledge
of the doctrine of the followers of mysticism) by al-KalƗbƗĪƯ. (For a
periodization of the development of samƗ‘ see PǌrjawƗdƯ 1367 H.Š./1988:
18-22).

Old- and Middle Persian and writing on music
The immigrating Iranian-speaking people, who successively displaced the
Elamites in the south and lowland XǌzistƗn and inherited their cultural
achievements, had continuous cultural exchanges and contacts with the
above-mentioned civilizations during their history, and they were affected by
them and affected them. However, no written materials from pre-Islamic,
and especially pre-Sasanian times have come down to us, and it is, therefore,
difficult to obtain a good picture of the extent of cultural exchanges and,
generally, cultural circumstances during the period. Even our knowledge of
the Sasanian period is limited and insufficient. The most well documented of
such cultural contacts and exchanges the Iranian people had were those with
Greece and India and to a limited extent with China and Egypt.
As we have seen above, in almost all of the neighbouring ancient
civilizations writing on music had been established either as a part of
scientific or religious or literary activities. Judging from the materials which
have come down to us, it must, however, be mentioned that despite the
constant contacts with these civilizations during the pre-Islamic period the
Iranian peoples were not interested in writing on music in their own
languages (Old Persian, Parthian, Middle Persian or other minor Iranian
languages) until the eleventh century. Even when cultural exchanges with
one of the most influential civilizations in this regard, i.e. the Greeks, were
accelerated through a number of events,23 the Iranians did not show any
interest in writing on music in Middle Persian, a genre that was already a
part of learned literature or scientific writings in Greece.
Regarding cultural exchanges with India, we know that Iran and India had
constant cultural exchanges particularly during the Sasanian period. For
instance, a number of Indian literary works were translated into Middle
Persian under the Sasanians (Klíma [Rypka 1968: 53 and 55]),24 which
suggests that the Iranians were not unacquainted with Indian literature. In the
field of music, the import of many Indian singers and dancers during the
BahrƗm Gǌr of the Sasanian also indicates the high level of the cultural
23

Perhaps the most mentionable such events were the exile of the Nestorians from Byzantium
and their settlement and establishment of many schools in Sasanian territories and the refuge
of seven philosophers of the Academy in Athens in 529, in the Sasanian capital, Ktesiphon.
24
Klíma (ibid.) mentions that there is a report in the DƝnkart stating that “King ShƗpǌr I
caused translations of Greek and Indian works to be made, which translations were to be
incorporated into a collection of religious texts.”
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exchanges between Iran and India during the Sasanian period. However,
judging from the written materials that have come down to us, we can state
that the Iranians did not show any interest in writing on music in Middle
Persian even after the intensification of cultural exchanges with India, where
writing on music to some extent was established, under the Sasanians.
Middle Persian was a poor language where scientific terminology was
concerned (TҐabarƯ 1361 H.Š./1982: 85), and therefore, Iranian scientists
probably preferred to write in other languages, e.g. Syriac, Greek, than
Middle Persian. BahƗr (1369 H.Š./1990, vol. i: 158) also points out this
tendency among Iranian authors and writes that many Iranian authors wrote
their works in Syriac in particular. This is probably an explanation for the
lack of writings on music in Middle Persian. It should also be pointed out
that the destruction by Arab-Muslims was enormous regarding books and
written materials, which they considered as unnecessary and superfluous for
a Muslim and other people. Many books, treatises and tracts were burnt and
destroyed particularly during the first three decades after the Arab-Muslim
conquest of Sasanian territory. However, the last word has not yet been said,
and perhaps later studies will show another picture of literary activities
during the pre-Islamic period in Iran concerning writing on music.
At any rate, one finds very short passages on music and references to
music in different texts and writings in Middle Persian literature. For
example, in Draxt-i asǌrƯk (1346 H.Š./1967: 77) the names of a few
instruments are mentioned in verses number 101 and 102. The verses are as
follows:
101. ýang ud win ud kannƗr ud barbat ud tambǌr
The þang [the harp] and the vin [a type of Indian lute] and the kannƗr
[the lute] and the barbat [a type of lute] and the tambǌr [a type of long
necked lute]
102. HamƗg zanƝnd pad man sarƗyƝnd
All (who) play, play on me.

In the Manichean (Parthian) text “grƯwžƯwandagƯg bƗšƗh (hymns to the
living self)” (Boyce 1975: 105) found in Turfan, we read the following
passage:
- tbyl šnng ’wt nd pdxwn’d, srwd’n nw’g ’c hrw ’gwc.
- The tabil (a type of drum), the þang (the harp) and the naį (a type of
flute) were played, songs (and) melody (were) everywhere.

In Xusrǀv i KavƗtƗn ut RƝtak (1982: 65) there is a very interesting passage
on music, musicians, and musical instruments:
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§ 13. 'pat-þ sǌr-vin' ut barbǌt ut tambǌr ut kannƗr ut 'har srǀt þikƗmak
ut 'pat-þ patvƗþak guftan ut pƗdvƗzƯk kartan' avistƗt 'mart 'h-om.
Also I am master of playing the sǌr-vƯn (banquet vina), the lute, the
sƯtƗr (?) and the kannƗr, and of giving answer (i.e. responding with
song to instruments) and in dancing.

The following passage in that text (ibid.: 77) also gives us some pieces of
information about the different musical instruments used during the Sasanian
period:
§62. þang-srƗy vin'-srƗy vin'-kannƗr-srƗy ut sǌr-pƯk-srƗy ut mustaksrƗy ut tambǌr-srƗy barbut-srƗy nƗd-srƗy dumbalak-srƗy…
The harp-player, the vina-player, the long-necked-lute-player, and the
Pandean flute-player and the cither-player and the lyre-player and the
flute-player and the hand-drum-player …

In spite of these examples, as noted above, the writing of the first work on
music in an Iranian language took place as late as the eleventh century. Its
emergence, with regard to the topics treated in the first work (see next
chapter), was like the emergence of “Minerva from the head of Jupiter, fully
equipped from the shadow of history.” (Lazard [CHI. vol. 4: 598]).
Nonetheless, it should be borne in mind that when this genre emerged in
Persian sixty works in various categories of the genre had already been
written (see Shiloah 1979) in Arabic by Iranians and others. Iranian authors,
therefore had much skill and experience in writing in this genre before the
11th century, but neither the culturo-political circumstances were ready nor
the new language mature enough to be employed for this genre of learned
literature until the 11th century.
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Chapter 2

Writing on music during the 11th century

Background
The political and military decline of the ‘Abbasid Caliphate during the
second half of the 9th century and the 10th century resulted in the rise and
establishment of a number of local dynasties, which ruled over a vast area in
the region from Transoxania to Egypt. Concerning Persian-speaking areas,
during this period, called “the Iranian intermezzo” by Minorsky (1964: 244),
a number of powerful Iranian local dynasties were established. Their
territories stretched from Transoxania to the heart of the Abbasids capital
Baghdad. However, the relations between these Iranian local dynasties were
mostly tense, and their relations did not go further than their political
ambitions. The most powerful military dynasty among these was the Bǌyids
(ca 320/932-448/1055), who had risen from the region of Daylam on the
south shore of the Caspian Sea and who spoke T̔abarƯ. They managed to
capture Baghdad, the capital of the ‘Abbasids, reducing the political power
of the Abbasid Caliphs substantially. Another local Iranian dynasty, which
ruled over the northeastern part of the Iranian plateau, was the SƗmƗnid
(261/874-389/999), who had DarƯ, also called PƗrsƯ-yi DarƯ, as their mother
tongue.
At the beginning of the 11th century, two powerful Iranian local dynasties,
i.e. the SҖaffƗrids and the SƗmƗnids, vanished from the political and military
scene. A few other minor dynasties, however, managed to establish
themselves in various parts of the Iranian plateau. The most important of
these, which established themselves in the central part of Iran, was the
KƗkǌyids (398/1007-443/1061). Nevertheless, the 11th century was,
generally speaking, the period during which the Iranian local dynasties
disappeared from the political and military scene of the region or were
reduced to dependent states by becoming the vassals of Turkish dynasties.
Besides the above mentioned KƗkǌyids, we can mention the ZiyƗrids
(316/928-470/1077). Beginning as a vassal of the SƗmƗnids, the first Turkish
dynasty, the Ƥaznawids, established themselves in 367/998 after defeating
the last SƗmƗnid ruler and lasted up to 583/1187. The second Turkish
dynasty, the Saljuqs, rose not long after the establishment of the first one.
Like the Ƥaznawids, they began their political career as vassals, but
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successively they also managed to enhance their military and political
power, establishing their dynasty in 429/1038. They were to dominate the
political and military scene of not only Persian-speaking areas but also the
vast area of the whole region for almost 150 years (429/1038-590/1194).
With the emergence of Turkish dynasties, which utilized the two Sunni
Islamic schools of H̝anafƯ and ŠƗfi‘Ư for their political ambitions, the
religious climate hardened and became more tense after a period of relatively
peaceful coexistence between different Sunni schools and Shi‘ism during the
10th century and partly during the first half of the 11th century, when a Sunni
Abbasid caliph was the religious leader of the East Islamic Empire and a
Shi‘i Bǌyid ruler was the political one. As a consequence of this religious
policy, the persecution of non-Sunni thinkers and even non-H̓anafƯ and ŠƗfi‘Ư
thinkers was intensified. This religious policy caused socio-religious unrest
in the region. Religious movements such as the IsmƗ‘Ưlis became more and
more militarized in order to defend themselves against the aggression and
religious oppression of the state, particularly during the Great Saljuqs. The
Saljuq Empire (like that of the Ƥaznawids) was a military regime and
depended on its huge army. Maintaining this army, which swallowed up a
huge part of the economic resources of the realm, with the economic
deterioration of the realm as a consequence, the Saljuq rulers started a
sweeping land reform, which impacted profoundly on the economic, social
and political situation in Persian-speaking areas.25
With the decrease of ‘Abbasid central power and the rise of local
dynasties, who used their own languages as a political instrument to
establish themselves in the area, Persian literature had the opportunity to
develop. It, however, seems that the first Iranian local dynasty, the TҐƗhirids,
did not show any enthusiasm for promoting Persian, and Arabic remained
the official language in the TҐƗhirid territory (‘AwfƯ 1903, vol. ii: 2; SҖafƗ
1338 H.Š./1959, vol. i: 164). With the rise of the SҖaffƗrids the development
of Persian literature accelerated; it was during this period that the first
Persian prose, in the form of the learned literature, that has come down to us,
i.e. (part of) TƗrix-i SƯstƗn, was written (XƗnlarƯ 1348 H.Š./1969: 117). Yet,
the growth of Persian as a literary language took place later during the
SƗmƗnids. Learned literature began in Persian seriously during this dynasty
and some significant works were produced, e.g. a translation of JƗmi‘ albayƗn fƯ tafsƯr al-Qur’Ɨn known as Tarjumah-i tafsƯr-i T̚abarƯ (translated
under the reign of MansҖǌr b. NǌhҖ), KitƗb al-abniyah ‘an h̛aqƗ’iq al-adwiyah
by Abu Mansҗǌr Muwaffaq b. ‘Ali al-HarawƯ, written between 350/961 and
360/970 (KišƗwarz 1345 H.Š./1966, vol. 1: 63), the translation of Ta’rƯx alrusul wa al-mulǌk, known as TƗrix-i Bal‘amƯ, by Abǌ ‘AlƯ MuhҚammad
Bal‘amƯ, translated and written in 352/963, H̔udǌd al-‘Ɨlam min al-mašriq
ila al-maƥrib (written in 372/982), KitƗb al-mudxal ilƗ ‘ilm ah̞kƗm al-nujǌm
25

For further information see next chapter.

39

by Abǌ NasҖr Hҙasan b. ‘AlƯ QumƯ, written ca. 365/975; Kašf al-mah̛jǌb by
Abǌ Ya‘qǌb SijistƗnƯ,26 written towards the end of the 4th century or at the
beginning of the 5th Islamic century.27 There are two different views and
explanations concerning this explosion of prose and especially learned
literature in this area during this period. The first one attempts to explain it
as a conscious attempt by the Persians to replace the Arabic language with
Persian in order to restore Iranian culture and language.28 The second one
tries through a more everyday approach to explain the explosion of prose
during the 11th century. This is that “there existed in Iran a wide public
sufficiently interested in intellectual matters to wish to be informed, but not
very familiar with the Arabic language” (Lazard [CHI, vol. 4: 631]), and this
interest resulted in the explosion of Persian learned literary works during the
second half of the 10th and 11th centuries. In any case, Arabic remained the
lingua franca among most scholars, philosophers and writers. This
dominance was to continue even during the next two centuries in the
Persian-speaking areas, and many scholars, among them: al-BƯrǌnƯ, Faxr alDƯn al-RƗzƯ, NasҖr al-DƯn TҐǌsƯ, al-ŠƯrƗzƯ, al-ƤazƗlƯ, al-XwƗrazmƯ, wrote their
significant and celebrated works in Arabic. Towards the end of the 10th
century and at the beginning of the 11th century writings on Islamic
mysticism and its principles also flourished and a number of very significant
works on this subject were written in Persian. It should be noted that during
this period Persian or rather DarƯ was not yet able to “provide the whole
vocabulary needed for dealing with matters of doctrine or science” (ibid.).
The task did not become easier when Persian authors attempted to produce
technical vocabularies from Iranian stock (ibid.). The most successful work
in this regard is perhaps DƗniš-nƗmah-i ‘AlƗ’Ư or H̝ikmat-i ‘AlƗ’Ư by Ibn SƯnƗ
(Avicenna). This work is an epoch-making work in many aspects.

Exposition
Persian writing on music, according to the works known to us, was
presumably begun and established during the eleventh century. A total of six
works from this century have come down to us. These works reflect the
cultural, literary and, to some extent, religious and social circumstances
dominating the century. Some of these works are of major importance and
interest for our study, because they were to be the models for the coming
works in the coming centuries.

26

This work should not be confused with the Kašf al-mah̚jǌb by HujwƯrƯ which will be presented fully later in this chapter among the first Sufi work dealing with samƗ‘.
27
The original language of the work was presumably Arabic and the above-mentioned work
is probably a Persian translation of the Arabic original.
28
For details see SҙafƗ 1338 H. Š./1959, vol. 1: 164 f.
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During the first half of the 11th century two works were written in this
genre. These works are the chapter on music of an encyclopaedia, DƗnišnƗmah-i ‘AlƗ’Ư by Ibn SƯnƗ (completed by JǌzjƗnƯ); and the chapter on samƗ‘
in the Persian translation and commentary on KitƗb al-ta‘arruf li-maĪhab ahl
al-tas̚awwuf by al-MustamlƯ. We will begin our journey to the world of
Persian writing on music with the earliest encyclopaedia in Persian and
simultaneously a milestone in Persian writing on music. The work is the
section on music in DƗniš-nƗmah-i ‘AlƗ’Ư (The book of wisdom of ‘AlƗ’).

DƗniš-nƗmah-i ‘AlƗ’Ư by Ibn SƯnƗ and JǌzjƗnƯ
The encyclopaedia was written by Ibn SƯnƗ and was dedicated to ‘AlƗ’ alDawlah Abǌ Ja‘far MuhҖammad b. DušmanziyƗr of the KƗkǌyids (d.
433/1041) in IsҖfahƗn. There are, however, some ambiguities about the author
of the section on music. It seems that Ibn SƯnƗ was not actually the writer of
the section on music that has come down to us. According to JǌzjƗnƯ (see the
introduction to the section on mathematics of the DƗniš-nƗmah-i ‘AlƗ’Ư), the
section on mathematics which contains the chapter on music had been
written first by Ibn SƯnƗ himself, but it was lost, and therefore JǌzjƗnƯ
translated the section from al-ŠifƗ and al-NajƗt and added it to DƗnišnƗmah. However, the generally accepted theory is that Ibn SƯnƗ died before
managing to write the section on mathematics, and it was his pupil JǌzjƗnƯ
who completed the master’s work by writing this section of DƗniš-nƗmah.29
MuhҖit-TҞabƗtѽabƗyƯ (1359 H.Š./1980: 125) notes a very interesting point
regarding imbalances between the sections on mant́iq, ilƗhiyyƗt and
t́abƯ‘iyyƗt of the work and the section riyƗz̛iyyƗt, which contains the chapter
on music, writing that the sections on mant́iq, ilƗhiyyƗt and t́abƯ‘iyyƗt are
much more detailed than that of mathematics (riyƗz̛iyyƗt). This imbalance
between different sections of the work probably indicates that the section on
mathematics was written later and by another person, i.e. JǌzjƗnƯ.
Furthermore, the usage of Arabic terms and words in the chapter on music is
remarkable, which indicates also that the section on mathematics and
accordingly the chapter on music is presumably a translation from Arabic
into Persian. (I will return to this discussion later). It should be pointed out
that many of the Mss of the encyclopaedia that have come down to us lack
the chapter on music and the section on mathematics; besides, the oldest Ms
which has the chapter on music is from the 16th century, which is almost five
centuries after the composition of the work and inevitably to some extent
corrupted. Accordingly, we can, with some reservation, say that it was not
Avicenna who wrote the first Persian work on musical theory, but his pupil
JǌzjƗnƯ, although it was Ibn SƯnƗ’s aim to write it. Short biographies of both
authors are here presented.
29

For further information see MuhҖit-TҙabƗtѽabƗyƯ, 1359 H.Š./1980: 125 f..
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Abǌ ‘AlƯ al-Hҙusayn b. ‘Abd-AllƗh b. al-Hҙasan b. ‘AlƯ b. SƯnƗ known in
the West as Avicenna was born at a village near BuxƗrƗ probably in
370/980. Five years later his family moved to BuxƗrƗ where he began his
studies and education. His father served as an official administrator for the
SamƗnids and was probably an IsmƗ‘ƯlƯ.30 Soon after his father’s death he
began working as an administrator. He led an adventurous life, which was
not unusual for persons with a relatively high administrative position during
this unstable political period.31 In around 1023 he went to IsҘfahƗn which was
ruled by the KƗkǌyid prince ‘AlƗ al-Dawlah MuhҖammad and where he
stayed the rest of his life until he died in HamadƗn. Ibn SƯnƗ was active as a
physician and scientist at the court of the prince for whom he wrote the
DƗniš-nƗmah. He died shortly after arriving in HamadƗn in 1037 and was
buried there. He followed the encyclopedic conception of the sciences that
had a tradition of uniting philosophy with the study of nature (Goichon, EI,
s.v. Ibn SƯnƗ). His major and important works are in Arabic, among which
can be mentioned his two celebrated encyclopaedias, i.e. al-ŠifƗ’, al-NajƗt,
and his famous medicine book al-QƗnǌn. His Persian works are very few
and are among his minor compositions. His most famous and celebrated
Persian work is the DƗniš-nƗmah-i ‘AlƗ’Ư, also called H̝ikmat-nƗmah-i ‘AlƗ’Ư
or ‘AlƗ’iyyah, which is the first encyclopaedia in Persian. Ibn SƯnƗ trained
and educated a number of pupils who were to become prominent scientists
and philosophers of their time. Among his pupils can be mentioned Abǌ
MansҖǌr Hҙusayn b. TҙƗhir b. Zaylah IsҘfahƗnƯ,32 Abǌ al-Hҙasan BahmanyƗr b.
MarzbƗn,33 and Abǌ ‘Ubayd ‘Abd al-WƗhҖid b. MuhҖammad b. al-JǌzjƗnƯ who
was presumably the author of the section on music of the DƗnish-nƗmah.34
We know nothing specific about Abǌ ‘UbaydallƗh JǌzjƗnƯ, who was one
of Ibn SƯnƗ’s disciples. He was probably born in the district of GawzgƗnƗn
or ZawzƗn in XurƗsƗn province towards the end of the tenth century. He
began his studies probably in his hometown and later in JurjƗn (GurgƗn)
where he met Ibn SƯnƗ. He was accepted in the circle of Ibn SƯnƗ’s pupils,
and from that time JǌzjƗnƯ became one of Ibn SƯnƗ’s pupils and accompanied
him as a disciple (murƯd) throughout his life. JǌzjƗnƯ specialized in
mathematics and compiled and completed a number of works, among them,
the completion of the section on mathematics of al-NajƗt, probably the
translation and re-writing of the section on mathematics in DƗnish-nƗmah-i
‘AlƗ’Ư, the completion of the Ibn SƯnƗ’s biography and a commentary (šarh̞)
30

Bertel´s (1960: 115) states that Avicenna himself also became an IsmƗ‘ƯlƯ follower and
therefore had to flee to NayšƗbǌr when Mahҗѽmǌd of the Ƥaznawids, who was an orthodox
Sunni, wanted him to serve at his court.
31
It is said that he was a minister (wazƯr) several times (Goichon, EI, s.v. Ibn SƯnƗ).
32
He is the author of a treatise on music named al-KƗfƯ fi al-mǌsƯqƯ in Arabic.
33
Among his work can be mentioned RisƗlah fƯ marƗtib al-mawjǌdƗt, which has been translated into German.
34
Goichon (EI, s.v. Ibn SƯnƗ) mentions his name al-DjuzadjƗnƯ.
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on RisƗlah-i H̝ayy ibn YaqzƗn. He probably died in 438/1046 (DihxudƗ
1325-1341 H.Š./1936-1962: s.v. Abǌ ‘UbaydallƗh).
The chapter on music in DƗniš-nƗmah-i ‘AlƗ’Ư was written between 1023
and 1046. It contains ca. 4500 words and consists of three main parts. In the
first part of the chapter the author(s) (SRFM: 17) define(s) the science of
music, noting:
ϢϠϋ ΖϋΎϨλ Ϫ̯ ΪϳϮ̳ ̶ϣ ϪϴϠϋ Ϳ ΔϤΣέ ΎϨϴγ ϦΑ ͿΪΒϋ ϦΑ ϦϴδΤϟ ̶ϠϋϮΑ βϴέ ϪΟϮΧ
ϥΎθϳ ϕΎϔΗ ϝΎΣ έΪϧ ϭ ΖγΎϬϤϐϧ ϭ ωϮοϮϣ ϭ Ζγ ϒϴϟ΄Η ̶̰ϳ :Ζγ ˯ΰΟ ϭΩ ̶ϘϴγϮϣ
ΎϬϤϐϧ ϥΎϴϣ έΪϧ Ϫ̯ ΖγΎϬϧΎϣί ϭ ωϮοϮϣ ϭ ΖδϋΎϘϳ ϡϭΩ ϭ .ΪϨϨ̯ ϩΎ̴ϧ ϥΎθϳ ϕΎϔΗΎϧϭ
ϭ .ΪϨϨ̯ ϩΎ̴ϧ ϥΎθϳ ̶ϧίϭΎϧ ϭ ϥΎθϳ ϥίϭ ϝΎΣ έΪϧϭ ˬΪϧϮη ̶̰ϴΑ ̶̰ϳ Ϫ̯ ̶ϳΎϫ ϩήϘϧϭ ΪΘϓϭ
.ΖγΎϬϨΤϟ ϥΩΎϬϧ ϭΩ ήϫ ϦϳέΪϧ ΖϳΎϏ
Voici ce que dit notre illustre maître, Abou Ali al-Hosaïn ibn AbdAllah Ibn Sinâ (qu’ Allah lui fasse miséricorde!).
L’art de la musique se compose de deux parties. La première est la
composition (ta’lîf): elle a pour objet les notes; elle examine leur état
de consonance et de dissonance. La second est la rythmique: elle a
pour objet les temps qui séparent les notes, les battements qui se
succèdent; elle examine leur état d’harmonie ou d’inharmonie. Ces
deux parties ont pour but de créer les mélodies.

[Avicenne 1958: 217]
Then the author(s) (SRFM: 17) deal(s) with the topics such as note (naƥmah)
and sound (ƗwƗz), writing:
ϭί ̵ήϬΑ ϭ ΩϮΑ ϥΎϣΰ̰ϳ ̶ϧή̳ ϭ ̵ΰϴΗ ί ˬ̶ϧή̳ ϭ ̵ΰϴΗ ήΑ ϩΩΎΘδϳ Ζδϳίϭ ΖϤϐϧ
ϭΩ ϥΪϣ Ωή̳ ί Ϫ̯ Ζδϧ ΩϮΑ ήϓΎϨΘϣ Ϫ̪ϧ .ΪϨϳϮ̳ ήϓΎϨΘϣ έ ϭ Ϫ̯ ϖϔ˷ΘϣΎϧ ̵ήϬΑ ϭ ΩϮΑ ϖϔ˷Θϣ
Ϫ̯ Ζδϧ ϭ ΐΒγ ϭ ˬ̵ϭ ί βϔϧ έΪϧ Ϊϳ ̶ϧή̳ Ϫ̰ϠΑ ΩέΎϴϧ εϮΧ Ϫ̯ ˬϪγ Ύϳ ϢϬΑ ϭ ΖϤϐϧ
.ΩϮΑ Ϯ̰ϴϧ Ϫϧ ΎϬϤϐϧ ϥ ϥΎϴϣ ΖΒδϧ
ϭΩ Ϧϳ ϥΎϴϣ Ϫ̯ ΩϮΑ ΖΒδϧ ̵έϮ̳ΰΑ ί ϥ ϭ έ βϔϧ Ϊϳ εϮΧ ϥ ί Ϫ̯ ΩϮΑ ϥ ϖϔΘϣ ϭ
.ΩϮΑ ΖϤϐϧ
La note représente un son fondé sur l’aigu ou le grave, avec une durée
déterminée.
[L’intervalle est la liaison de deux notes qui diffèrent d’acité et de
gravité]. Parmi les intervalles, les uns sont consonants, les autres
dissonants (ce qu’ on dit: mutanâfir; en arabe). Celui qui est dissonant,
c’est celui dont la liaison de deux ou trios de ses notes ne procure nul
plaisir à l’âme et, qui plus est, lui pèse; la cause en est que le rapport
entre ces deux notes n’est pas juste. [Au contraire], l’intervalle
consonant est celui dont à l’âme un plaisir - plaisir causé par la
justesse du rapport qui existe entre les deux notes.
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[Avicenne 1958: 217]35
Then they/he (SRFM: 17 f.) continue(s) the first part of this chapter to explain the causes of acuteness (tƯzƯ) and gravity (girƗnƯ) of the sound, mentioning,
ΪϧϮΑ ϥ ϪϤϫ ίϭ ̶ϧή̳ ̵ΎϬΒΒγϭ ˬΖγΎϬΒΒγ έϭ ̵ΰϴΗήϣϭ ΖγΎϬΒΒγ έ ίϭ ̶ϧή̳ ήϣ
ΥέϮγ ϥ ̵έϭΩ ϭ ̵Ύϧ ΥέϮγ ̶Χήϓ ϭ ϭ ̶Θδγ ϭ ϭ ̵ήΒΘγ ϭ Ωϭέ ̵ίέΩ :ϢϴϨ̯ ΩΎϳ Ϫ̯
ήϣ ϭ .ϭ ̶ΘηέΩ ϭ ϭ ̶ϠΨϠΨΘϣ ΪΘϓ ϭήΑ ϢΧί Ϫ̪ϧ ̶Θδγ ϭ ̵ϭ έΪϧ ϥΪϴϣΩ ϩΎ̴ϳΎΟ ί
.ΖγΎϬΒΒγ Ϧϳ Ϊο έ ίϭ ̵ΰϴΗ
Dans les sons, le grave et l’aigu ont chacun leurs causes. Toutes les
causes du grave sont celles que nous allons mentionner: longueur,
épaisseur ou relâchement des cordes; [pour les instruments à vent],
ampleur de l’orifice de sortie du son, éloignement de cet orifice par
rapport au point où l’on soufflé; [pour les instruments de percussion,]
mollesse ou dureté. Pour l’aigu, c’est le contraire de ces causes.

[Avicenne 1958: 218]
A considerable portion of the first part deals with dissonance (muttafiq) and
consonance (mutanƗfir) intervals; various types of intervals (ab‘Ɨd) (the
fourth, fifth, octave); various types of tetra-, and pentachords (ajnƗs); the
various types of compound intervals (jam‘). Author(s) divide(s) compound
intervals into two groups, namely perfect compound intervals and imperfect
compound intervals. Then they/he (SRFM: 22) define(s) perfect compound
intervals in the following way:
ί ̵ϭΰΟ Ϫ̯ ΩϮΑ ϥ Ϟμ˷Θϣ .ϞμϔϨϣ Ύϳ ΩϮΑ Ϟμ˷Θϣ ϥ Ϫ̯ ϢϳϮ̳ ϞϣΎ̯ ϊϤΟ έΪϧ ϦΨγ ϥϮϨ̯
Ϟ
˷ ̰ϟΎΑ ̵ά˷ϟ έΪϧ Ϫ̯ ή̴ϳΩ ϥΪΑ ΩΪϧϮϴ̡ Ϫϧ ΩϮΑ Ϟ
˷ ̰ϟΎΑ ̵ά˷ϟ ί ̶̰ϳ έΪϧ Ϫ̯ ϪόΑέϻΎΑ ̵ά˷ϟ ̶̰ϳ
Ύϳ ΩϮΑ ϞϴΤΘδϣΎϧ Ύϳ Ϧϳ ϭ ΪϨ̰ϓ ̶ϳΪΟ ϥΎθϳ ϥΎϴϣ ̶ϨϴϨσ Ϫ̯ ΩϮΑ ϥ ϞμϔϨϣ ϭ .Ζγ ή̴ϳΩ
.ϞϴΤΘδϣ
Parlons maintenant du groupe parfait. Nous dirons qu’il peut être
conjoint ou disjoint. Le groupe conjoint est celui en lequel les
éléments de la quarte, contenue dans une des deux octaves, la joignent
à son analogue de l’autre octave. Le groupe disjoint est celui en lequel
les deux octaves sont séparées par un intervalle de ton tanînî. Tout
cela peut être variable ou invariable.

[Avicenne 1958: 227]

35

There are some minor differences between the Persian and French translation which do not
in my judgment disturb the understanding of the content.
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The second part of the chapter deals with rhythm (ƯqƗ‘) and its definition;
beat (naqrah) and its definition; various types of rhythmic cycles (dawr-hƗ)
with the help of an onomatopoetic system (ta, tan). In this part (SRFM: 22)
one can read the definition of rhythm in following way:
ίϮϨϫ Ϫ̯ ΩϮΑ ϥΎϨ̩ ΩϮΑ ϩήϘϧ ϭΩ ϥΎϴϣ Ϫ̯ Ε˷Ϊϣ ϥ Ύϳ ή̴ϳΩ ϩήϘϨΑ ΪϨϨ̯ ϝΎϘΘϧϭί Ϫ̯ ϩήϘϧ ήϫ
ϢϬΑ ϭΩ ήϫ ̶ϳϮ̳ Ϫ̯ ΩϮΑ ϥΎϨ̩ Ύϳ Ϊϳ ή̴ϳΩ ϩήϘϧ Ϫ̯ ΩϮΑ ϩΪθϧ Ϊϴ̡Ύϧ ϝΎϴΧ ί ϝϭ ϩήϘϧ Ϧϳ ήΛ
.ΩϮΑ ϦϴϨ̩ Ϫϧ Ύϳ ϭ ϩΪϣ
Ϫ̯ ΩϮΑ ϥΎϨ̩ Ύϳ ΩϮΑ ϩήϘϧ ϭΩ ϥΎϴϣ Ϫ̯ ϥΎϣί ήϫ .Ζγ ϝϭ Ϣδϗ ί ΪϨϨ̯ ϒϴϟΎΗ Ϫ̯ ωΎϘϳ ϭ
Ύϳ .ΪΘϓ ή̴ϳΩ ϩήϘϧ Ϫ̯ ̵ϮτΑ Ύϳ ̶Θϋήγ Ϊϧ ϩΩή̯ ΎϨΑ ϭήΑ Ϫ̯ ϩήϘϧ ϭΩ ϥ ϥΎϴϣ έΪϧ Ϫ̯ ΪϳΎθϧ
ˬΪϨϠδ̴ϧ ή̴ϳΪ̰ϳ ί ϭ ΪϧϮΑ ϪΘγϮϴ̡ ή̴ϳΪ̰ϴΑ ϥΎθϳ Ϫ̯ ϻ β
˷ Σ έΪϧ ϥΩϮΑ ΪϧϮΘϧ Ϫ̯ ΩϮΑ ϥΎϨ̩
ί Ϫ̰ϧΎϨ̩ Ϫϧ εΪθ̰Α ̶Ϥϫ ̶Ϯ̳ Ϫ̯ ΪϨ̯ ϥΎϨ̩ έ ϪϤϐϧ Ϫ̯ ΩϮΑ ΎϫΪϴϋήΗ έΪϧ Ϫ̰ϧΎϨ̩
.ΪϧϮΑ ΪΟ ή̴ϳΪ̰ϳ
̲ϧέΩϭ Ζϋήγ ϥ έΪϧ ΩϮΑ ϝΎϘΘϧ ϥΎϣί ϦϳήΗ ϩΎΗϮ̯ ϭ ϥΩή̯ ϥϮΘϧ Ϧϳ ϭέΪϧ Ϫ̪ϧ β̡
̵ή̴ϳΩ ϥϮΗ ϥΎϴϣ έΪϧ Ϫ̪ϧ ϭ Ϧ˴Η έΎΘϔ̳ έΪϧ ΩϮΑ «ϥϮϧ» ϭ «ΎΗ» ϥΎϴϣ ϥΎϣί ϥ Ϫ̰ϧΎϨ̩
.ϥΩέϭήΑ ϥ ήΑ ϩήϘϧ ̮ϳ Ύϳ ϥΪϨ̰ϓ
Toute percussion de laquelle on passe à une autre se produit en temps
dans lequel le souvenir de la première percussion n’est pas encore
effacé, de sorte que les deux percussions se trouvent dans
l’imagination tout comme si celles se confondaient; ou bien il n’en est
pas ainsi.
Le rythme se compose de percussions entre lesquelles se trouvent
des temps du premier mode. Chaque temps entre deux percussions est
tel qu’il permet la représentation de sa rapidité ou de sa lenteur sur
lesquelles se construit la succession, de sorte qu’une percussion peut
encore y intervenir ou ne le peut point, à moins que les deux notes ne
paraissent aux sens enchainées et inséparables (comme dans les trilles
qui font paraitre les notes comme si elles étaient prolongées et non
séparées).
Dans le premier cas, où l’on ne peut faire insertion, ce temps est
regardé comme le plus court d’évolution quant à la rapidité ou à la
lenteur – par exemple, le temps situé entre t et n quand on dit tan.

[Avicenne 1958: 227 f.]
The last part of the chapter begins with a discussion on melody (lah̛n,
combination of notes); composition (ta’lƯf), the two types of the modulations
(intiqƗl-hƗ). He notes (SRFM, p. 25), for instance:
ΪΘϓ ϭήΑ Ϫ̯ ΎϬϟΎϘΘϧ β̡ .ϡΎϤΗ Ϫϧ Ύϳ ϭ Ε˷ϮϘΑ Ϊϳ ϡΎϤΗ ΎϬΘϋΎϤΟ έΪϧ Ϫ̯ ΎϬΘϤϐϧ ί ΪϨϨ̯ ϒϴϟΎΗ ϭ
.ΎϬτϴδΑ ϭ ΪϧϮΑ ϖϔ˷Θϣ Ϫ̯ Ϊϳ ϞόϔΑ
.Ϟμ˷Θϣ ϭ ήϓΎσ :Ζγ ϭΩ ΎϬϟΎϘΘϧ
ϝΎϘΘϧ Ϫ̯ ΩϮΑ ϥ ϞμΘϣϭ .ΩϮΑϭ ̶ϟΎΗ Ϫ̯ ϥΪΑ Ϫϧ ̶ΘϤϐϧί ΪΘϓ ϝΎϘΘϧϭέΪϧ Ϫ̯ ΩϮΑ ϥ ήϓΎσ ϭ
ήϫ Ϫϧ ϭ .Ϊϳ Ωϭήϓ ήϳΰΑ Ύϳ ϭ ΩϮη ϻΎΒΑ Ϫ̯ΩϮΑ ϥΎϨ̩Ύϳ ϪϤϫ Ϧϳϭ ˬΩϮΑϭ ̶ϟΎΗ Ϫ̯ ϥΪΑΪΘϓ
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έ ΖϤϐϧ ̮ϳ Ϫ̯ ΩϮΑ ϥ Ϧϳ ϭ ΩϮΑ ΖϣΎϗΎΑ Ϫ̯ ΩϮΑ Ϫ̰ϠΑ ˬϝΎμ˷Η ΎΑ ϦΤϟ έΪϧ ΪϧέΎϴΑ Ϫ̯ ̶ΘϤϐϧ
.ΪϧέΎϴΑ έΎϴδΑ ΎϫέΎΑ
La mélodi se compose de notes qui, en puissance, forment des groupes
parfaits ou imparfaits; puis la mélodie vient en acte, grâce aux
évolutions continues qui lui échoient.
Les évolutions simples sont de deux sortes: évolutions à sauts,
évolution conjointes.
L’évolution à sauts est celle qui passe d’une note à une autre qui ne
suit pas immédiatement. L’évolution conjointe est celle qui passe
d’une note à une autre qui la suit immédiatement.
L’une et l’autre peuvent être ascendante ou descendante. Ce n’est
pas que tout note soit toujours produite dans la mélodie par évolution ;
elle peut l’être aussi par des arrêts, ce qui consiste en ce qu’on répète
plusieurs fois la même note.

[Avicenne 1958: 233]
Then, the author(s) present(s) a few musical instruments and their fretting,
especially barbat́, writing (SRFM: 26):
έΎϴδΑ ϪϧϮ̳ ήϫ ϭ Ϊϧ ϪΘδΑήΑ Ωϭέ ϪϧϮ̳έΎϬ̩ ϭήΑ ϭ Ζγ ςΑήΑ Ζγ έϮϬθϣ Ϫ̯ Ζϟ ϥ ϭ
Ϊϧ ϩΩή̯ έΎϴδΑ έ ίϭ ̵ΪϨϠΑ ήϬΑ ίϭ ΪϧΩϭέ ̮ϳ Ε˷Ϯϗ έΪϧ ϥ ί ̶̰ϳ ήϫ Ϫ̯ Ϊϧ ϩΩή̯
.ϥΩή̯ ϥϮΘΑ ϢϴϨ̯ ΩΎϳ Ϫ̯ ϥ ΖδΨϧ ΎϬϧϮ̳ ΎΗ Ϫ̯ ϥ ̵ϮδΑ
ΖΒδϧ ήΑ ήπϨΧ ΖϤϐϧ ΎΑ ϭ ϖϠτϣ ΖϤϐϧ ΎΗ ΪϨΘδΑήΑ Ζϟ ϩΎ̳ ̮ϳέΎϬ̩ ήΑ έ ήπϨΧ ϩΩή̡ ϭ
.ΩϮΑ ΚϠΛϭ ΚϠΜϣ
L’instrument le plus connu est le luth [barbat́] sur lequel sont adaptées
quatre sortes de cordes. On a multiplié la corde de chaque sorte, mais
de telle manière que chaque groupe a la capacité d’une unique corde;
leur nombre est multiplié seulement a fin qu’elles résonnent plus haut
et a fin d’en rendre possible divers enjolivements que nous
éclaircirons plus tard.
On établit l’instrument de façon que l’on place la touche auriculaire
au quart de l’instrument ; par conséquent, chaque corde libre est, avec
l’auriculaire et la même corde, dans le rapport du même et un tiers.

[Avicenne 1958: 235]
At the end of the last part of the chapter musical ornaments are dealt with.
The author(s) (SRFM: 27 f.) consider(s) that there are two types of
ornaments, 1. melodic ornaments (Ɨn kih bi-naƥmat maxs̜ǌs̜ ast); 2. rhythmic
ornaments (Ɨn kih bi-ƯqƗ‘maxs̜ǌs̜ ast), noting:
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̵ήϬΑ ϭ Ζγ ΪϴϋήΗ ̵ήϬΑ ϥ ί ˬϢϳΩήϤηήΑ ΎΠϨϳ Ζγ ιϮμΨϣ ΖϤϐϨΑ Ϫ̯ ϥ ϭ ...
ήΑ Ύϳ ΩέΩ ιΎμΘΧ ωΎϘϳΎΑ Ϫ̪ϧ Ύ˷ϣ ϭ ... ΐϴ̯ήΗ ̵ήϬΑ ϭ Ζγ ϞϳΪΒΗ ̵ήϬΑ ϭ Ζγ ΝΰϤΗ
.ΩϮΑ ϦϴϨ̪Ϥϫ ϥΎμϘϧ ϭ .ΩΪϋ έΪϧ Ύϳ έΪϘϣ έΪϧ Ύϳ ΕΩΎϳί ϭ .ϥΎμϘϧ ήΑ Ύϳ ΩϮΑ ΕΩΎϳί
Parmi ceux qui sont propres aux notes, on peut nommer le trille
(tar’îd), le mélange des sons (tamzîg), la liaison (tawsîl, glissando), la
superposition (tarkîb).

[Avicenne 1958: 237]
... Quant aux fioritures qui sont propres au rythme, elles consistent en
accroissements ou en réductions qui peuvent affecter la quantité ou le
nombre.

[Ibid.: 239]
Stylistically, the work, or rather the chapter, is so compact, concise and
brief that it is often difficult to understand the definitions and explanations.
However, it should be mentioned that writing in a concise and brief style and
almost without any “linguistic decoration” was the dominant literary stylistic
tendency during the 10th and beginning of the 11th centuries. The DƗnišnƗmah is definitely one of the last works written in this early style of Persian
literary prose.
Bertel´s (1960: 118) points out the importance of this work for Persian
(and Tajik) literature writing that it is the first attempt to create scientific
terminology in Persian.36 Lazard (CHI, vol. 4: 631 f.) notes that the Persian
authors of that time attempted to produce technical vocabularies from
Iranian stock in their scientific and philosophical treatises and tracts.
However, it is of interest to point out that almost all key musical terms in the
section on music are in Arabic, and the author(s) did not attempt or perhaps
were not able to employ the Persian equivalent terms or substitute the Arabic
key terms with Persian ones. The following list shows the most important
Arabic music theoretical terms that have been employed in the section:
Bu‘d (pl. ab‘Ɨd)
IttifƗq
Jins (pl. ajnƗs)
I‘timƗd
Al-ĪƯ bi-l-arba‘ah
36

interval
concordance
tri- tetra- or pentachordal genre
the increase of rhythmic values
the interval fourth

He (ibid.) writes:
Ʉɧɢɝɚ ɷɬɚ ɞɥɹ ɢɡɭɱɟɧɢɹ ɢɫɬɨɪɢɢ ɩɟɪɫɢɞɫɤɨ-ɬɚɞɠɢɤɫɤɨɣ ɥɢɬɟɪɚɬɭɪɵ ɢ
ɹɡɵɤɚ ɞɚɪɢ ɢɦɟɟɬ ɨɱɟɧɶ ɛɨɶɲɨɟ ɡɧɚɱɟɧɢɟ, ɬɚɤ ɤɚɤ ɨɧɚ ɩɪɟɞɫɬɚɜɥɹɟɬ ɫɨɛɨɣ
ɨɞɧɭ ɢɡ ɩɟɪɜɵɯ ɩɨɩɵɬɨɤ ɫɨɡɞɚɬɶ ɧɚɭɱɧɭɸ ɬɟɪɦɢɧɨɥɨɝɢɸ ɧɚ ɪɨɞɧɨɦ
ɹɡɵɤɟ.
This book has a very great significance for studying the history of PersianTajik literature and its language DarƯ, since it is one of the first attempts to create scientific terminology in the native language.
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Al-ĪƯ bi-l-xamsah
Al-ĪƯ bi-l-kull
Al-ĪƯ bi-l-kull marratayn
Naw‘(pl. anwƗ‘)
ƮqƗ‘ (pl. ƯqƗ‘Ɨt)
Muttafiq
MutanƗfir
Naqrah
Baqiyyah
TanƯnƯ
Mulawwan
MuqawwƯ

the interval fifth
octave
two octaves
species
rhythmic mode
consonant
dissonant
the rhythmic unite (beat)
diatonic interval (a limma)
the interval the second
jins constructed on chromatic intervals
jins constructed on diatonic intervals

As we can see, almost all the key musical terms in the chapter on music in
the DƗniš-nƗmah are Arabic or had Arabic origins. In comparison, in this
section Arabic terms are employed to a remarkably larger extent than in the
other sections of the work, i.e. the mant́iq, t́abƯ‘iyyƗt and ilƗhiyyƗt. Three
hypothetical explanations of this tendency can be mentioned;
1. the section is, as mentioned earlier, a rendering from Arabic into Persian,
and the translator (JǌzjƗnƯ) preferred to employ musical terms in their
original form and the original language, i.e. Arabic;
2. there were no equivalent terms to these musical terms, either in Middle
Persian, which the new language, i.e. DarƯ or PƗrsƯ-yi DarƯ, was based
on, or in Turkish, the third language from which DarƯ borrowed its vocabulary;
3. these terms were concepts and generally accepted by almost all musicians, musical theorists, and scholars of that time, and therefore no Persian author could and wanted to substitute them by their Persian equivalents.
In my judgment, all the three above-mentioned hypothetical explanations
are, generally speaking, correct, and together they can explain the extensive
usage of the Arabic musical terms in the chapter on music in the DƗnišnƗmah.

Šarh̛-i KitƗb al-ta‘arruf li-maĪhab ahl al-tas̜awwuf by MustamlƯ
The second work that will be studied in this chapter presents another
approach to music and writing on music, i.e. the religious approach. This
work is the chapter on samƗ‘ of the commentary (šarh̛) on Abǌ Bakr b. AbƯ
IshҖƗq MuhҖammad b. IbrƗhƯm b. Ya‘qǌb al-BuxƗrƯ al-KalƗbƗĪƯ’s work KitƗb
al-ta‘arruf li-maĪhab ahl al-tas̜awwuf (The book on the knowledge of the
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doctrine of the followers of mysticism) by Abǌ IbrƗhƯm IsmƗ‘Ưl b.
MuhҖammad b. ‘AbdallƗh al-MustamlƯ.
We know little about KalƗbƗĪƯ and his life. He was born presumably in
KalƗbƗĪ, a district of the city BuxƗrƗ, during the first half of the 10th century.
Al-KalƗbƗĪƯ studied fiqh in his hometown and was the pupil of a certain
MuhҖmmad b. FazҖl. It seems that he spent almost all his life in BuxƗrƗ where
he died in 380/990. He was the author of another religious work, which has
come down to us, namely Bah̛r al-fawƗ’id fƯ ma‘ƗnƯ al-axbƗr. His most
significant work, however, is KitƗb al-ta‘arruf li-maĪhab ahl al-tas̜awwuf
(Arberry [al-KalƗbƗdhƯ 1935: xii]) which was presumably written during the
second half of the 10th century.
The commentary, which has sometimes been introduced wrongly as the
Persian translation of KitƗb al-ta‘arruf li-maĪhab ahl al-tas̛awwuf, was
written during the first half of the 11th century. The work is also called Nǌr
al-murƯdƯn wa faz̜Ưh̛at al-mudda‘Ưn (The light of disciples and the disgrace of
pretenders). The commentator, MustamlƯ, was also born in BuxƗrƗ, which
during the period towards the end of the 10th century was one of the most
important cultural centres in the region. Judging by his work, he had a good
knowledge of fiqh, the “science” (‘ilm) of h̛adƯt, and kalƗm.
As mentioned, MustamlƯ has commented on different issues of alKalƗbƗĪƯ’s work. He (MustamlƯ 1330/1911, vol. i: 2) explains the purpose of
his commentary in the introduction in the following way:
ϖΎϘΣϭ ΕϼϣΎόϣ ϭ ΕΎϧΎϳΩ ήΑ ϞϤΘθϣ ̶γέΎ̢Α ϢϨ̯ ϊϤΟ ΏΎΘ̯ ΎΗ ΪϨΘγϮΧ Ϧϣ ί Ϧϣ ΏΎΤλ
έΩ ςϠϏ Ϫ̯ ΪϨϨ̰ϧ ςϠϏ ΕΩΎΒϋ έΩ ϭ ΪΑΎϳέΩ ήϧ ϥΎθϳ ϢϬϓ ΎΗ ΕέΎη ϭ ίϮϣέ ϭ ΕΪϫΎθϣϭ
ϖΤγ ̶Α ϦΑ ή̰ΑϮΑ Ύϣ Φϴη Ϫ̯ ̶ΑΎΘ̰Α ϡΩή̯ ΎϨΑ ϭ ΖΒδΤΑ ϡΩή̯ ΖΑΎΟ ΩϮΑ ήϔ̯ ΪϴΣϮΗ
ϡΎϧ Ζγ ϩΩή̯ ϒϴϟΎΗ Δόγϭ ΔϤΣέ Ϳ ΔϤΣέ ̵ΫΎΑϼ̰ϟ ̵έΎΨΒϟ ΏϮϘόϳ ϦΑ ϢϴϫήΑ ϦΑ ΪϤΤϣ
ϥΎϣΪϘΘϣ ϭ ϥήϴ̡ ϦΨδΑ ΎΗ ϡΩή̯ Ρήη έ ΏΎΘ̯ ϥ ϭ ϑϮμΘϟ ΐϫάϤϟ ϑ˷ήόΘϟ ΏΎΘ̯ ϭ
Ϊ̯Ϯϣ ϢΘϔ̳ Ϫ̩ήϫ ϭ ΪΑΎϴϧ ΐϴϋ Ϧϣ ήΑ β̯ ΎΗ ̵ΪΘΒϣ Ϫϧ ϢηΎΑ ̵ΪΘϘϣ ΰϴϧ ϭ ϢηΎΑ ϩΩή̯ ̭ήΒΗ
̶ϬϘϓ ϪϠΌδϤΑ Ύϳ ϡϼδϟ ϪϴϠϋ ̶ϔτμϣ έΎΒΧ ί ̵ήΒΨΑ Ύϳ ̶ϟΎόΗ ̵ΪΧ ΏΎΘ̯ ί ̶ΘϳΑ ϡΩή̯
ίϮϣέ ϭ ΕΪϫΎθϣ ϭ ϖΎϘΣ ϭ ΕΎϣΎϘϣ ϭ ϝϮΣ ϭ ΕΎϧΎϳΩϭ ΪϴΣϮΗ ϭ ΩΎϘΘϋ ΏΎΘ̯ ϦϳέΩϭ
ϡΩή̯ ΩΎϳ ΖϋΎϤΟ ϭ ΖϨγ ϖϳήσ ήΑ ΕΎϳΎ̰Σ ϭ ΦϳΎθϣ ϦΨγϭ ΕέΎηϭ
My companions asked me to compile a book in Persian that embraces
[subjects such as] diyƗnƗt, mu‘ƗmilƗt (social relationship, rules of
conduct), h̡aqƗ’iq (mystical theory), mušƗhidƗt (contemplations),
rumǌz (signs), and išƗrƗt (symbols) [all these words are Sufi or
religious terms], in order that they may understand them and not make
mistakes in their worship, for mistakes (in worship) in tawh̛Ưd (unity,
here Islam) is blasphemy. I responded with pleasure, and I based [my
book] on a book that our spiritual leader (šayx) Abǌ Bakr b. AbƯ IshҖƗq
MuhҖammad b. IbrƗhƯm b. Ya‘qub al-BuxƗrƯ al-KalƗbaĪƯ, May God
have abundant mercy on him, has composed. The name of it is KitƗb
al-ta‘arruf li-maĪhab al-tas̜awwuf. I have commented upon that book
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so as to be blessed by the speech of the saints (pƯrƗn) and the leaders
(mutaqaddimƗn) and in order to be a follower and not a novice, so that
nobody finds errors in me. And what I have said I have proved by the
verses of the Book of the most exalted God or by one of the traditions
(axbƗr) of Mus̛tafƗ [the Chosen, i.e. the Prophet MuhҖammad], peace
upon him, or by (Islamic) jurisprudence (religious law). And in this
book I have mentioned the belief, tawh̛Ưd, diyƗnƗt, ah̛wƗl, maqƗmƗt,
h̛aqƗ’iq, mušƗhidƗt, rumǌz, išƗrƗt, speeches of the spiritual leaders,
and stories which are based on the traditions relating to the [Sunni]
people (sunnat wa jamƗ‘at).

The original Arabic work is divided into 75 chapters, of which the last
chapter is on samƗ‘. This chapter in the original Arabic work is very concise
and short, containing ca 190 words (al-KalƗbƗĪƯ 1388/1969).37 However,
37

The whole Arabic text (al-KalƗbƗĪƯ ibid.: 190 f.) is as follows. It should be mentioned that
there are some differences between the Arabic published edition and the Persian one regarding the Arabic text. The differences of the Arabic text in the commentary will be shown
within parentheses. A dash within parentheses means that the last word is lacking in the Arabic text of the published commentary.
ϥϮόΒδϟϭ βϣΎΨϟ ΏΎΒϟ
ωΎϤδϟ ̶ϓ
ΎϤϧϭ .ϝΎϐηϻ ̵ϭάϟ έήγϻ έΎπΤΘγ ϭ ˬϝϮΣϻ ΏΎΑέϻ βϔϨΗ ϭ ˬΖϗϮϟ ΐόΗ Ϧϣ ϡΎϤΠΘγ : ωΎϤδϟ
ϪϧΎϓ ˬϪϴϟ ϥϮ̰δϟϭ ϪΑ ΚΒθΘϟ Ϧϋ αϮϔΘϟ ΪόΒϟ ˬ(-) ωΎΒτϟ Ϫϴϟ ΡϭήΘδΗ ΎϤϣ ϩήϴϏ ̶Ϡϋ (ϩέΎΘΧ)ήϴΘΧ
:(ϑϮθ̰ϟ ϭ ΕΪϫΎθϤϟ) ΕΪϫΎθϤϟϭ ϑϮθ̰ϟ ΏΎΑέϭ .ΩϮόϳ (- Ϫϴϟϭ) ˯ΎπϘϟ ̶ϟϭ ˬϭΪΒϳ ˯ΎπϘϟ Ϧϣ
ΎγέΎϓ ΖόϤγ .ϑϮθ̰ϟ (̵ΩΎΒϣ) ϦϳΩΎϴϣ ̶ϓ Ϣϫ έήγ ϩΰϨΗ (Ϧϣ) ϢϬϟ ΔϠϣΎΤϟ ΏΎΒγϻΎΑ ΎϬϨϋϮϨϐΘγ
:Ϫϟ ΎϨϠϗ ˬΔϨγ ϦϴόΑέ ΩΪϐΑ ϊϣΎΟ ̶ϓ ΔϳέΎγ ϡΰϟ ϥΎ̯ϭ ˬ̶ϠλϮϤϟ (ϪσϮϐϟ ΎϨϠϗ) ΔσϮϗ ΪϨϋ ΖϨ̯ :ϝϮϘϳ
Ύϧ ˬϝϮϗ ̶ϓ άϔϨϳ ϭ κΨη (ϪϨϋ) ̶ϨότϘΘδϳ ϥ Ϧϣ ϞΟ Ύϧ :ϝΎϗ ˮ Ϛϟ ϩϮϋΪϧ (ΕϮμϟ) ΐϴσ ϝϮϗ ΎϨϬϫ
Ϧϋ Δϔμϟ (ΰΠόΑ) ΰΠόϟ Ώήτπϣ ϦϴΑ ϦϤϓ ˬΎϫέήγ ϦϣϮ̯ έΎΛ ωΎϤγϻ ωήϗ Ϋ ωΎϤδϟΎϓ ϪϠ̯ ϡΩέ
ϝϭϻ ή̯άϟ ϮόϤγ ϡϮϘϟ ϥ :(ΪϤΤϣ ϦΑ) Ϣϳϭέ ΪϤΤϣ ϮΑ ϝΎϗ .ϝΎΤϟ ϩϮϘΑ Ϧ̰ϤΘϣ ϦϴΑ Ϧϣ ϭ ˬΩέϮϟ ϞϤΣ
ΎϤϠϓ ˬϢϬϟϮϘϋ ̶ϓ ϚϟΫ (-) ϥϮ̯ ϦϤ̯ΎϤ̯ Ϣϫ έήγ ̶ϓ ϚϟΫ ϦϤ̰ϓ (Ϣ̰ΑήΑ Ζδϟ) :ϪϟϮϘΑ ϢϬΒσΎΧ ϦϴΣ
ϢϬϟ ϖΤϟ έΎΒΧ ΪϨϋ ϢϬϟϮϘϋ ϦϣϮ̯ ΕήϬχ ΎϤ̯ ˬϮΠϋΰϧΎϓ ˬϢϫ έήγ ϦϣϮ̯ (ΕήϬχ ή̯άϟ) ϮόϤγ
ήΨΘγΎϓ ϡϼ̰ϟ ΖόϤγ ΔϔΎτϓ ˬϦϴϳήο ̶Ϡϋ ωΎϤδϟ :ϝϮϘϳ ̵ΩΪϐΒϟ ϢγΎϘϟΎΑ ΖόϤγ .ϮϗΪμϓ :ϚϟΫ Ϧϋ
ˬΡϭήϟ ΕϮϗ ̶ϫ ϭ ˬΔϤϐϨϟ ΖόϤγ ΔϔΎσϭ ˬΐϠϘϟ έϮπΣ ϭ ΰϴϴϤΘϟΎΑ ϻ ϊϤδϳϻ άϫ ϭ ˬΓήΒϋ ϪϨϣ ΖΟ
Ϧϣ ϚϟΫ ΪϨϋ ήϬψϓ ˬϢδΠϟ ήϴΑΪΗ Ϧϋ (νήϋΎϓ) νήϋϭ ϪϣΎϘϣ ̶Ϡϋ ϑήη ϪΗϮϘΑ Ρϭήϟ ήϔχ ΫΎϓ
ϩϮγΎϣϭ ˬΓήΒϋ ΐδΘ̯ϭ Γή̰ϓ έΎΛ Ύϣ ωΎϤδϟ :̶ΣΎΒϨϟ ͿΪΒϋϮΑ ϝΎϗ .Ϫ̯ήΤϟϭ Ώήτοϻ ϊϤΘδϤϟ
ϻ ϪϧΎϓ ˬϞ̯ϻΪϨϋ :ϊοϮϣ (ΚϠΛ) ϪΛϼΛ ̶ϓ ήϴϘϔϟ ̶Ϡϋ ϝΰϨΗ ΔϤΣήϟ :(̶ϟΎόΗ Ϳ ΔϤΣέ) ΪϴϨΠϟ ϝΎϗ .ΔϨΘϓ
ΪΟϮϟ ΪϨϋϻ ϊϤδϳϻ ϪϧΎϓ .ωΎϤδϟ ΪϨϋ ϭ ˬΓέϭήπϠϟ ϻ ϢϠ̰Θϳ ϻ ϪϧΎϓ ˬϡϼ̰ϟ ΪϨϋϭ ˬΔΟΎΤϟ ΪϨϋϻ Ϟ̯ Ύϳ
.(ΪΟϭ)
[Chapter seventy-five on samƗ‘]
Audition is a resting after the fatigue of the (spiritual) moment, and a recreation for those who experience (spiritual) states, as well as a means of awakening the consciences of those who busy themselves with other things. It is preferred to other means of resting the natural qualities, because the soul is
unlikely to cling to it or repose in it: for it comes and goes according to God’s
decree. Those mystics who enjoy revelation and direct experience have no
need of such helps, for they have means which transport their hearts to walk in
the gardens of revelation.
I heard FƗris say: “I was with Qǌtѽah al-MawsҖilƯ, who had remained for forty
years near a column in the mosque at Baghdad. We said to him: ‘Here is an excellent singer. Shall we call him to thee?’ He replied: ‘My case is too grievous
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MustamlƯ’s commentaries have made it a comprehensive and detailed
chapter with more than 2500 words. The heading of the section (MustamlƯ
1330/1911, vol. 4: 195) is Qawlu-hum fƯ al-samƗ‘ wa ƗdƗba-hu (their
[Sufis’] opinion [doctrine] on samƗ‘ and its rules of good conduct).
MustamlƯ deals first with the different opinions on samƗ‘ and definition of it
which the original Arabic text lacks, mentioning (ibid., p. 196):
Ϫ̯ ΖγΎΠϧ ί ωΎϤγ Ϟλ Ϫ̯ Ϊϧ ϪΘϔ̳ ϦϴϨ̩ ̶ϫϭή̳ Ζγ ϑϼΘΧ ωΎϤγ Ϟλ έΩ ήϧΎ̳έΰΑ
ωΎϤγ ϦϳήΗ εϮΧ ϭ ΪϧΪϴϨη Ϧϳ ΪϧΪϴϨη ϖΣ ί Ϫ̯ ̶ΑΎτΧ ϝϭ Ϣ̰ΑήΑ Ζδϟ Ζϔ̳ ϪϧΎΤΒγ ϖΣ
ί βϔϧ ϥ Ϫϧ Ζγ Ρϭέ ΐϴμϧ ωΎϤγ Ϫ̯ Ϊϧ ϪΘϔ̳ ϦϴϨ̩ ̶ϫϭή̳ϭ ... ̵ϮϨη ΪΧ ί Ϫ̯ Ζδϧ
ϖϠόΗ ̵ΰϴ̪Αϭ Ζγ ̵ϮϠϋ Ρϭέ Ϫ̯ έ Ρϭέ ή̴ϣ Ζγ ϖϠόΗ ̵ΰϴ̪Α ήϳΰϴ̩ ήϫ Ϫ̰ϧ ήϬΑ
...ΩέΪϧ
The religious leaders hold different opinions on the origin of samƗ‘. A
group have said the origin of samƗ‘ is from when the Glorious God
said ‘Am I not your Lord?’ [Koran VII: 172]. The first speech that
they heard from God was that; and the sweetest samƗ‘ that one can
listen to is that from God … And a group have said that samƗ‘ is the
share of the spirit and not the “body”, because everything belongs to
another thing, except for the soul since it is eminent supreme and it
does not belong to anything else …

He continues (ibid.: 197 f.) with the effects of samƗ‘ on men through
anecdotes and histories which have been taken from different sources:

for any person to release me, or for any words to penetrate me. I am entirely
impervious’.”
When audition strikes the ears, it stirs the secret things of the heart: and a
man is then either confused, because he is too weak to support the visitation, or
his spiritual state gives him the power to control himself. Abǌ MuhҖammad
Ruwaym said: “The people heard, their first dhikr when God addressed them,
saying, ‘Am I not your Lord?’ This dhikr was secreted in their hearts, even as
fact (thus communicated) was secreted in their intellects. So, when they heard
the (‘ǌfƯ) dhikr, the secret things of their hearts appeared, and they were ravished, even as the secret things of their intellects appeared when God informed
them of this, and they believed.”
I heard Abu’l-QƗsim al-BaghdƗdƯ say: “Audition is of two kinds. One class
of man listen to discourse, and derives therefrom an admonition: such a man
only listens discriminately and with his heart present. The other class listens to
music, which is the food of the spirit: and when the spirit obtains its food, it attains its proper station, and turns aside from the government of the body; and
then there appears in the listener a commotion and a movement.”
Abǌ ‘AbdillƗh al-NibƗjƯ said: “Audition stirs thought and produces admonition: all else is a temptation.” Al-Junayd said: “The mercy (of God) descends
upon the poor man on three occasions: when he is eating, for he only eats when
he is in need to do so; when he speaks, for he only speaks when he is compelled; and during audition, for he only listens in a state of ecstasy.”
[Translation by Arberry (al-KalƗbƗdhƯ 1935: 166 f.)]
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ίϭΑ ΪϳήϓΎϴΑ ̵έΎϣ ϩΎ̩ έΩ ϪϧΎΤΒγ ϖΣ ΪϨΘΧΪϧ ϩΎ̪Α έ ϒγϮϳ ϥϮ̩ Ϫ̯ Ϊϧ ϪΘϔ̳ ΰϴϧ ϭ
ΰϴϧϭ Ζθ̳ εϮΧ ϩΎ̩ ΖθΣϭ ωΎϤγ ϥ Εάϟ ί ϩΎ̩ έΩ έ ϒγϮϳ ΎΗ Ωή̰ϴϣ ϴΒδΗ εϮΧ
ϴΒδΗ ϞΟϭΰϋ έ ΪΧ ϭ ̵Ύμϋ ̶Θθ̳ ζΣϮΘϣ ̵ΰϴ̩ ί ϡϼδϟ ϪϴϠϋ ̶γϮϣ Ϫ̯ Ϊϧ ϪΘϔ̳
... ̶ΘϓΎϳ βϧ ϴΒδΗ ϥ ΕάϠΑ ̶γϮϣ ΎΗ ̵Ωή̯
And it has also been said that when Joseph was flung into the well, the
Glorious God created a snake in the well which with euphonious voice
praised God, so the horror of the well was changed into pleasure for
Joseph by the pleasure of that audition (sama‘). And it has also been
said that if Moses, peace be upon him, became afraid of something,
his staff praised the glorious God, so Moses was relieved by the
pleasure of that praise ...

Then, the author (ibid.) adds:
ΩΎΑ ήϧ Ϫ̯ ΩίϮΑ ̵ΩΎΑ εήϋήϳίί ϩΎ̳Ύϧ ΪϨηΎΑ ΖθϬΑέΩ ϥΎϴΘθϬΑ Ζγ ϩΪϣήΒΧ έΩ ...
ϥΑ ̵ίϭ έ εϮ̳ ̨ϴϫΰ̳ήϫ Ϫ̯ Ϊϳ ΪϳΪ̡ Ύϫίϭ ϭ ΪϧΎΒϨΠΑ ϥΎΘΧέΩ ̵ΎϬ̳ήΑϭ ΪϨϧϮΧ ΖϓΎτϟ
... ΪηΎΑ ϩΩή̰ϧ ωΎϤγ ̶ηϮΧ
... It has been mentioned in the Tradition that when the people of the
paradise are in the paradise, a wind, which has been called the wind of
gracefulness, will suddenly blow under heaven and the leaves of trees
will come in movement, creating songs, and that no ear has ever heard
such a euphonious song ...

After the introduction the commentary itself begins. The commentator
first writes each sentence of the Arabic work and then comments on it
comprehensively. The topics that have been dealt after the introductory part
are, “the definition of samƗ‘; different types of samƗ‘; different classes of
listeners and to which classes the samƗ‘ are h̛alƗl (permitted) or h̛arƗm
(forbidden); different degree of samƗ‘.” (See even above for the original
Arabic work and its translation).
According to our knowledge, the chapter on samƗ‘ in the work is the
earliest Persian work which has dealt with the subject samƗ‘, and it can be
considered as the starting point for the religious approach to music in Persian
musical literature. As we have seen, it is not just a translation of alKalƗbƗĪƯ’s work but the commentator tried to widen and develop alKalƗbƗĪƯ’s thoughts. Al-MustamlƯ kept the main structure and topics of the
Arabic work which were “the defination of samƗ‘”, “the defence of samƗ‘–
sessions and its legality”, “the effects of samƗ‘ on men” and “different
classes of listeners”. However, he added a long introduction to the chapter in
which he dealt mainly with a topic which is not present in the original
Arabic work, namely “the different opinions of religious leaders and Sufis
on samƗ‘”.
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S̚ad maydƗn by al-AnsҖƗrƯ
The third work written during the century is S̢ad maydƗn by Abǌ IsmƗ‘Ưl
‘AbdallƗh al-AnsҖƗrƯ al-HarawƯ, known as pƯr-i HarƗt. The author is among
the most celebrated Sufi authorities and was born in HarƗt in 396/1005. He
got his primary education in his hometown, and at the age of 20 he left there
and went to NayšƗbǌr to continue his studies. A few years later he returned
to HarƗt and tried several times to make the pilgrimage to Mecca. During his
travels AnsҖƗrƯ met many Sufi authorities of that time among whom the one
who influenced him most was Abǌ al-Hҙasan XaraqƗnƯ (d. 1033). He became
a Sufi master, educating a number of disciples. But after a while, he was
forbidden to teach and preach and was even imprisoned in 1047 by
influential theologians. He became blind towards the end of his life and died
at the age of 84 in his hometown HarƗt and was buried there. He was among
the first Persian authors to employ rhymed prose (nasr-i musajja‘) in his
works. Among his most celebrated works can be mentioned MunƗjƗt-nƗmah,
ZƗd al-‘ƗrifƯn, the translation of T̔abaqƗt al-s̜ǌfiyyah, KitƗb manƗzil alsƗ’irƯn, KitƗb-i śad maydƗn. However, it must be pointed out that he was not
literally the writer of his works, but it was his disciples who wrote down the
master’s word and indeed AnsҖƗrƯ dictated his works (Utas 1988: 83).
This is the case with KitƗb-i s̜ad maydƗn (The book of hundred fields)
which is actually AnsҖƗrƯ’s lectures on three Ɨyahs, nos. 29, 30, and 31, of the
third sǌrah of the Koran which was taken down in writing by an unnamed
pupil of his in 448/1056 (ibid.). The work is divided into one hundred very
short chapters of which the eighty seventh is on samƗ‘. The whole chapter
(AnsҖƗrƯ HarawƯ 1341 H.Š./1962: 187-189) is as follows:
Ϳ ϢϠϋ Ϯϟϭ» ̶ϟΎόΗ ϪϟϮϗ .Ϊϳί ωΎϤγ ϥΪϴϣ ˬρΎδΒϧ ϥΪϴϣ ί .Ζγ ωΎϤγ ϢΘϔϫϭΩΎΘθϫ ϥΪϴϣ
ΖδϧΩΩ Ώ ϭ ˬϡέ ί ΖδϧΪϴϧΎΒϨΟ ϭ ˬΏϮΧ ί ΖδϧΩή̯ έΪϴΑ ωΎϤγ «ϢϬόϤγ ˱ήϴΧ ϢϬϴϓ
Ϟϫ ϭ .Ζγ ϩΪϨϨ̯ ϩΪϧί ωΎϤγ ˮΖδϴ̩ ϪΘθ̯ ϭ ˮΖδϴ̯ ϩΪϴϣέ ϭ ˮΖδϴ̯ ϪΘϔΧ ΎΗ ˬέ ϪΘθ̯
Ϫ̯ Ζδϧ :Ϣϴγ ... ϥ ϞλΎΣ ϭ ΖδϴϨόϣ ωΎϤγ ί ̵ϭ φΣ Ϫ̯ Ζδϧ ̶̰ϳ :ΪϨϧΩήϣ Ϫγ ωΎϤγ
έ ϊϣΎγ Ωή̯ ϝΎΒϘΘγ Ϧϴθϴ̡ ϥ Ύϣ .ϥ ΕέΎη ϭ ̶Ϩόϣ ϭ ΕϮλ ϥΎϴϣ Ζδϳ Ϫϔϴτϟ ̵ϭ φΣ
:Εάϟ Ϫγ ί Ωέϭ ίΎΑ ήϳϭ ωΎϤγ .ωΎΒσ Ζ̯ήΣ ϭ ˬΰϴϴϤΗ Ζϟ ϭ ˬήγ εϮ̴Α :ΰϴ̩ ϪδΑ
ˬεϮ̴Α :ΰϴ̩ ϪδΑ έ ωΎϤγ Ωή̯ ϝΎΒϘΘγ ϡϭΩ Ωήϣ Ύϣ .Ϟϐη ί ϭ ˬϢϏ ί ϭ ˬζϳΎγ ί :̶̰ϳ
ˬΩέΩ ί ΖΣέ :ϪϔΤΗ ϭΩ ωΎϤγ ϥ έ ϭ Ωέϭ ίΎΑ ΎΗ .ίΎϴϧ ϪΑ ϦΘδΟ ϩΪϳΎϓ ϭ ˬήψϧ ΖϓΎτϟ ϭ
ϭ ˬϪϨθΗ ϝΩ ϭ ˬϩΩήϣ βϔϨΑ :ΰϴ̩ ϪδΑ έ ωΎϤγ Ωή̯ ϝΎΒϘΘγ ˬΩήϣ Ϣϴγ Ύϣ .ΖϤ̰Σ ί ϪΘ̰ϧ ϭ
̶ϧΩϭΎΟ ̵ΩΎη ϭ .̶ϟί έΎ̳ΩΎϳ ϭ ˬ̶δϧ Ϣϴδϧ :έ ϭ Ωέϭ ίΎΑ ΎΗ .ϪΘΧϮγ βϔϧ
Le quatre-vingt-septième terrain est l’audition. Du terrain d’être au
large naît le terrain de l’audition. Dieu a dit: «Si Dieu avait reconnu en
eux quelque bien, Il les aurait fait entendre.» (Coran, VIII, 23).
L’audition consiste à éveiller du sommeil, à tirer du repos, et à donner
de l’eau à la semence, si bien qu’on peut se demander: qui dort? qui se
repose? qu’est-ce que la semence? L’audition est vivifiante. Ceux qui
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s’y livrent sont au nombre de trios: le premier est celui qui attend de
l’audition une signification et ce qui en découle; ... le troisième est
celui qui attend de l’audition une révélation subtile, entre la voix, la
signification et les allusions qu’elle suggère. Le premier reçoit
l’audition avec trois choses: avec l’oreille du cœur, avec l’instrument
du discernement, et avec le mouvement de la nature. L’audition
l’empêche de savourer trois choses: le repos, les peines, les
préoccupations. Le deuxième homme reçoit l’audition avec trois
choses: l’oreille, la subtilité du regard, et la recherche du profit dans
l’indigence. Cette audition lui apporte deux présents: le repos de la
douleur et un point de sagesse. Quant au troisième homme, il reçoit
l’audition avec trois choses: une âme charnelle morte, un cœur
assoiffé, et un souffle enflammé, de telle manière qu’elle lui apporte
une brise d’intimité, un souvenir de pré-éternité et une joie éternelle.

[Translation by de Beaurecueil (Ansârî 1985: 141 f.)]
S̢ad maydƗn is much more limited in the treatment of topics in
comparison with the earlier works and, as we can observe, the author deals
with mainly two topics in this part of the work, namely “the definition of
samƗ‘” and “the different classes of listeners”. Nevertheless, the major
contribution of the chapter to the development of Persian musical literature
was not made by the treatment of topics, but rather by the employement of
literary form, i.e. rhymed prose. It is indeed the earliest work in which a
Persian author has attempted to use rhymed prose to write a musical literary
work.

Kašf al-mah̚jǌb by al-HujwƯrƯ
Kašf al-mah̚jǌb (The unveiling of that which is hidden) is probably the most
important and influential Persian Sufi treatise written during this period.38 It
is also among the oldest and most comprehensive Sufi works written in the
region. The author, Abǌ al-Hҙasan ‘AlƯ b. ‘UsҖmƗn b. ‘AlƯ al-ƤaznawƯ alJullƗbƯ al-HujwƯrƯ,39 was born in HujwƯr near Ƥaznah either in the last
decade of the 10th or in the first decade of the 11th century (Nicholson [alHujwírí, 1911: xix]). He studied in his hometown and JullƗb, which was also
a suburb of Ƥaznah. After his primary studies, al-HujwƯrƯ left his hometown
and the region of Ƥaznah and travelled “far and wide” to different parts of
the region meeting many Sufis. He studied Sufism with a number of
celebrated Sufis of his time during the journey. It is not clear why he ended
38

Nicholson (al-Hujwírí, 1911: XVII) presents the work as “the most ancient and celebrated
Persian treatise on SҖҁuҁfiism.”
39
Žukowskiy (al-HujwƯrƯ al-ƤaznawƯ, 1926) introduces the author Abǌ al-Hҙasan ‘AlƯ ibn
‘UtmƗn ibn-abƯ ‘AlƯ al-JullƗbƯ al-HujwƯrƯ al-ƤaznawƯ.
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up in prison at Lahore, but it was probably because of his debts. In any case
he died at Lahore between 465/1072 and 469/1076. Al-HujwƯrƯ is the author
of ten works, of which only Kašf al-mah̛jǌb li-arbƗb al-qulǌb has come
down to us.
Al-HujwƯrƯ composed Kašf al-mah̚jǌb during the last years of his life. The
work is a comprehensive work on Sufism, in which the author tries to
explain “a complete system of Sufism” (Nicholson [al-Hujwírí 1911: xx]),
written for a certain Abǌ Sa’Ưd HujwƯrƯ, probably one of his pupils.40 The
place of composition of the book is probably Lahore during the period he
was in prison. The work is divided into a number of bƗbs (chapters), of
which eight are on samƗ‘ (listening to music). The part of the work which
contains these chapters is headed Kašf al-h̚ijƗb al-h̚ƗdƯ ‘ašar fƯ samƗ‘ wa
bayƗn anwƗ‘i-hi (“the uncovering of the eleventh veil: concerning samƗ‘ and
various types of it”). This part is divided into ten bƗbs (chapters), of which,
as noted, the eight concerning music and listening to music contains ca.
6400 words.41 The heading of each bƗb (al-HujwƯrƯ al-ƤaznawƯ 1926: 520546), which also presents the topic dealt with in the chapter, is as follows:
ϥΎΤϟϻ ϭ ΕϮλϻ ωΎϤγ ΏΎΑ
Chapter on samƗ‘ [audition42] of voices and melodies

The chapter (bƗb) (al-HujwƯrƯ al-ƤaznawƯ 1926: 520) begins with the
defence of samƗ‘ by referring to the Koran and the Prophet Muhҗammad’s
Traditions and anecdotes as well as the histories of the religious and Sufi
leaders:
Ζϳϭέ ̮ϳϭ ϥήϗ ϥΪϧϮΨΑ έΎϫίϭ ΪϴέΎϴΑ ΕϮλΎΑ ϥήϘϟΎΑ Ϣ̰ΗϮλ ϮϨ˷ϳί Ϣϋ ϪϟϮϗ
̶ϓ Ϊϳΰϳ ̶ϟΎόΗ ϪϟϮϗ Ϯ̰ϴϧ εϮΧ ˯ΎϬΗϮμΑ ήϧήϗ ΪϴέΎϴΑ ϦδΤϟ ΕϮλΎΑ ϥήϘϟ ϮϨ˷ϳί ή̰ϳΩ
ΩϮϨθΑ ΩϭΩ ΕϮλ Ϫ̯ ΪϫϮΧ Ϫ̯ ήϫ ϭ ΪηΎΑ ϦδΣ ΕϮλ Ϧϳ Ϫ̯ ΪϨΘϔ̯ ϥή˷δϔϣ ˯ΎθϳΎϣ ϖϠΨϟ
ΖθϬΑ Ϟϫ ήϣ ΖθϬΑ έΪϧ ̶̯ ΖγέϮϬθϣ έΎΒΧ έΪϧ ϭ ϮϨθΑ ̵ήόη ̶γϮϣ ϮΑ ΕϮλ Ϯ̯
...Ϊϳ ̶ϣ ϒϠΘΨϣ ̶ϨΤϟ ϭ ̶ΗϮλ ̶ΘΧέΩ ήϫ ί Ϫ̯ ΩϮΑ ϥΎϨ̩ ϥ ϭ ΪηΎΑ ωΎϤγ έ
The Apostle said, "Beautify your voices by reading the Koran aloud;"
and God hath said, "God addeth unto His creatures what He pleaseth"
(Kor. xxxv, I), meaning, as the commentators think, a beautiful voice;
and the Apostle said, "Whoso wishes to hear the voice of David, let
him listen to the voice of Abú Músá al-Ash‘arí." It is stated in well-

40
Nicholson (ibid.: xx) notes, “HujwƯrƯ’s attitude in the book is that of a teacher instructing a
pupil.”
41
Two other chapters (bƗbs) are headed: BƗb samƗ‘al-Qur’Ɨn (Chapter on the audition of the
Koran), BƗb samƗ‘ al-ši‘r (Chapter on the audition of poetry).
42
Nicholson (al-Hujwírí 1911: 399).
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known traditions that the inhabitants of Paradise enjoy audition, for
there comes forth from every tree a different voice and melody. [43]

[Trans. Nicholson (al-Hujwírí 1911: 399)]
ωΎϤδϟ ϡΎ̰Σ ΏΎΑ
Chapter on the rules of samƗ‘

In this chapter al-HujwƯrƯ al-ƤaznawƯ (1926: 524) writes that:
ϭ Ζγ ϒϠΘΨϣ ΎϬϟΩ έΪϧ ΕΩέ ̮ϧΎϨ̪Ϥϫ ΖδϔϠΘΨϣ ˯ΎϬϤ̰Σ ϊϳΎΒσ έΪϧ έ ωΎϤγ ̮ϧΪΑ
̮ϧ ̶̰ϳ Ϊϧ ϪϧϮ̯ ϭΩ ήΑ ϥΎόϤΘδϣ ϪϠϤΟ ϭ ΪϨ̯ ϊτϗ Ϣ̰Σ ̮ϳ ήΑ ήϧ ήϣ ̶δ̯ Ϫ̯ ΪηΎΑ ϢΘγ
̨ϧ ί έΎϴδΑ ΕΎϓ ϭ ΖγέΎϴδΑ ΪϳϮϓ Ϟλ ϭΩ ήϫ έΪϧ ϭ ΕϮλ ̮ϧ ή̰ϳΩ ϭ ΪϧϮϨη ̶Ϩόϣ
ϞσΎΑ ή̯ ϭ ϖ
˷Σϖ
˷ Σ ή̳ ΩϮΑ ΐ˷̯ήϣ ϡΩήϣ έΪϧ Ϫ̯ ΪηΎΑ ̶Ϩόϣ ϥΎϴϠϏ εϮΧ ΕϮλ ϥΪϴϨη
...ΪηΎΑ ΩΎδϓ ϪϤϫ ΩϮϨη Ξϧ ΩϮΑ ΩΎδϓ ϊΒτΑ ϪϳΎϣ έ ̶δ̯ ϞσΎΑ ΩϮΑ
You must know that the principles of audition vary with the variety of
temperaments, just as there are different desires in various hearts, and
it is tyranny to lay down one law for all. Auditors (mustami‘án) may
be divided into two classes: (1) those who hear the spiritual meaning,
(2) those who hear the material sound. There are good and evil results
in each case. Listening to sweet sounds produces an effervescence
(ghalayán) of the substance moulded in Man: true (h̚aqq) if the
substance be true, false (bát́il) if the substance be false. When the stuff
of man’s temperament is evil, that which he hears will be evil too.

[Trans. Nicholson (al-Hujwírí 1911: 402)]
ωΎϤδϟ ̶ϓ ϢϬϓϼΘΧ ΏΎΑ
Chapter on the various opinions regarding samƗ

The chapter (al-HujwƯrƯ al-ƤaznawƯ 1926: 529) begins as follows:
ϞϴϟΩ ϭ Ζγ ΖΒϴϏ Ζϟ ωΎϤγ Ϫ̯ ΪϨΘϔ̯ ̶ϫϭή̯ ωΎϤγ έΪϧ ϥΎϘ˷ϘΤϣ ϭ ΦϳΎθϣ ϥΎϴϣ ΖδϓϼΘΧ
ήψϧ ϝΎΣ έΪϧ ΖγϭΩ Ϟλϭ Ϟ˷Τϣ έΪϧ ΖγϭΩ Ϫ̯ ΪηΎΑ ϝΎΤϣ ωΎϤγ ΕΪϫΎθϣ έΪϧ Ϫ̯ ΪϧΩέϭ
ϭ ΏΎΠΣ ϭ ̵έϭΩ ϥΎϴϋ Ϟ˷Τϣ έΪϧ ήΒΧ ϭ ΩϮΑ ήΒΧ ωΎϤγ ̨ϧ ί ωΎϤγ ί ΩϮΑ ̶ϨϐΘδϣ ϭΪΑ
ϻ β̡ ΪϧϮη ϊϤΘΠϣ ϥΪΑ ΖϠϔϏ ˯ΎϬϴ̯ΪϨ̯ή̡ ί ΎΗ ΪηΎΑ ϥΎϳΪΘΒϣ Ζϟ ϥ β̡ ΪηΎΑ ϝϮϐθϣ
Ζ˷ϴϠ˷̯ Ζ˷ΒΤϣ ̨ϧί ΖγέϮπΣ Ζϟ ωΎϤγ ΪϨΘϔ̯ ̶ϫϭή̯ ϭ ΩϮη ϩΪϨ̯ή̡ ϥΪΑ ϊϤΘΠϣ ϪϟΎΤϣ
έ ϝΩ ̮ϧΎϨ̩ β̡ ΩϮΑ κϗΎϧ Ζ˷ΒΤϣ έΪϧ ̵ϭ ΩϮθϧ ϕήϐΘδϣ ΏϮΒΤϤΑ ΐ
˷ Τϣ Ϟ
˷ ̯ ΎΗ ΪϫϮΧ
ΖϣΪΧ έ ϦΗ ϭ ΖϠλϭ έ Ρϭέ ϭ ΕΪϫΎθϣ έ ή˷ γ ϭ Ζγ Ζ˷ΒΤϣ ΐϴμϧ Ϟλϭ Ϟ˷Τϣ έΪϧ
... Ζϳ΅έ έ Ϣθ̩ ̮ϧΎϨ̩ ΩϮΑ ̶Βϴμϧ έ εϮ̯ ΎΗ ΪϳΎΑ

43
There are a few differences between the original Persian text and the English translation,
but they do not disturb the understanding of the text and therefore this translation has been
used here.

56

The Shaykhs and spiritualists hold different views as to audition.
Some say that it is a faculty appertaining to absence, for in
contemplation (of God) audition is impossible, inasmuch as the lover
who is united with his Beloved fixes his gaze on Him and does not
need to listen to him; therefore, audition is a faculty of beginners
which they employ, when distracted by forgetfulness, in order to
obtain concentration; but one who is already concentrated will
inevitably be distracted thereby. Others, again, say that audition is a
faculty appertaining to presence (with God), because love demands
all; until the whole of the lover is absorbed in the whole of the
Beloved, he is deficient in love: therefore, as union the heart (dil) has
love and the soul (sirr) has contemplation and the spirit has union and
the body has service, so the ear also must have such a pleasure as the
eye drives from seeing.

[Trans. Nicholson (al-Hujwírí 1911: 405)]
ωΎϤδϟ ΔϘϴϘΣ ̶ϓ ϢϬΒΗήϣ ΏΎΑ
Chapter concerning their different grades in the essence of samƗ‘

The author in this chapter, which is the most comprehensive bƗb of this part
of the book, says (al-HujwƯrƯ al-ƤaznawƯ 1926: 530)
... ΪηΎΑ ϥΎθϳ ϪΒΗήϣ έΪϘϣ ήΑ ϥ ϕϭΫ Ζγ ̶ΘΒΗήϣ ωΎϤγ έΩ ϥΎθϳί έ ̶̰ϳ ήϫ Ϫ̰ϧΪΑ
ϕϭΫ ϥί ΰϴ̩ ϥ έΪϘϤΑ έ ̵ΰϴ̩ ήϫ ϭ ΪΘϓήΑ Ύϫΰϴ̩ ϪϤϫ ήΑ ̶̯ ΖδΑΎΘϓ ϥϮ̪Ϥϫ ωΎϤγ
̶ϣ έ ̶̰ϳ ϭ ΩίϮϧ ̶ϣ έ ̶̰ϳ ϭ Ωίϭήϓ ̶ϣ έ ̶̰ϳ ϭ ΩίϮγ ̶ϣ έ ̶̰ϳ ΪηΎΑ Ώήθϣ ϭ
ή̰ϳΩ ϥΎϳΪΘΒϣ ̶̰ϳ Ϊϧ ϪΒΗήϣ Ϫγ ήΑ ϥ ϖϴϘΤΗ έΪϧ ϢΘϔ̯ ̶̯ ϒϳϮσ ϪϠϤΟ Ϧϳ ϭ ΩίΪ̯
... ϥϼϣΎ̯ ή̰ϳΪγ ϥΎτ˷γϮΘϣ
You must know that each Sҙúfí has a particular grade in audition and
that the feeling which he gains therefrom are proportionate to his
grade … Audition is like the sun, which shines on all things but
affects them differently according to their degree; it burns or illumines
or dissolves or nurtures. All the classes that I have mentioned are
included in the three following grades: beginners (mubtadiyán)
middlemen (mutawassit̜án), and adepts (kámilán).

[Trans. Nicholson (al-Hujwírí 1911: 406 f.)]
ϪΒΗήϣ ϭ ΪΟϮΘϟ ϭ ΩϮΟϮϟ ϭ ΪΟϮϟ ΏΎΑ
Chapter on wajd and wujǌd and tawƗjud and their different grades

At the beginning of the chapter (al-HujwƯrƯ al-ƤaznawƯ 1926: 538) HujwƯrƯ
defines the words (terms) wajd and wujǌd, noting:
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ϥϮ̩ ϭΩ ήϫ ϞϋΎϓ ϭ ϦΘϓΎϳ ̶ϨόϤΑ ̵ή̰ϳΩϭ ϩϭΪϧ ̶ϨόϤΑ ̶̰ϳ ΪϧέΪμϣ ΩϮΟϭ ϭ ΪΟϭ Ϫ̰ϧΪΑ
ϥϮ̩ Ύ˱ϧΪΟϭϭ ΩϮΟϭ ΪΠϳ ΪΟϭ ΪϨϳϮ̯ ̮ϧΎϨ̩ ϥ ϥΎϴϣΩή̯ ϥϮΘϧ ϕήϓ έΪμϤΑΰΟϭ ΪηΎΑ ̶̰ϳ
ΪΠϳ ΪΟϭϭ Ϊη ή̰ϧϮΗ ϥϮ̩ Γ˱ ΪΟ ΪΠϳ ΪΟϭ ΰϴϧ ϭ Ϊη Ϧϴ̰ϫϭΪϧ ϥϮ̩ ˱ΪΟϭ ΪΠϳ ΪΟϭ ΖϓΎϴΑ
ϭ ΪΟϭ ί ϪϔϳΎσ Ϧϳ Ωήϣ ϭ ϝΎόϓΎΑ Ϫϧ ΩϮΑ έΩΎμϤΑ ϪϠϤΟ Ϧϳ ϕήϓϭ Ϊη ϢθΧ έΩ ϥϮ̩ Γ˱ ΪΟϮϣ
ϭ ΪηΎΑ ϩϭΪϧ ϥϭήϘϣ ̶̰ϳ ωΎϤγ έΪϧ Ϊϳ έΪϳΪ̡ ήϧΎθϳ ήϣ ̶̯ ΪηΎΑ ϝΎΣ ϭΩ ΕΎΒΛ ΩϮΟϭ
ΖϓΎϳ ΖϘϴϘΣ ϭ ΪηΎΑ Ωήϣ ϊϨϣ ΏϮΒΤϣ ΪϘϓ ϩϭΪϧ ΖϘϴϘΣ ϭ Ωήϣ ϭ ΖϓΎϳ ϝϮλϮϣ ή̰ϳΩ
ΩϮΧ ΐϴμϧ έΪϧ Ϫ̯ ΩϮΑ ̶ϫϭΪϧ ϡΎϧ ϥΰΣ Ϫ̯ ΩϮΑ ϥ ΪΟϭϭ ϥΰΣ ϥΎϴϣ ϕήϓ ϭ Ωήϣ ϝϮμΣ
... Ζ˷ΒΤϣ ϪΟϭήΑ ΩϮΑ ήϴϏ ΐϴμϧ έΪϧ Ϫ̯ ΪηΎΑ ̶ϫϭΪϧ ϡΎϧ ΪΟϭϭ ΪηΎΑ
[You should know that] wajd and wujúd are verbal nouns, the former
meaning “grief” and the latter “finding”. These terms are used by
SҖúfís to denote two states which manifest themselves in audition: one
state is connected with grief, and the other with gaining the object of
desire. The real sense of “grief” is “loss of the Beloved and failure to
gain the object of desire”, while the real sense of “finding” is
“attainment of the desired object”. The difference between h̚azan
(sorrow) and wajd is this, that the term h̚azan is applied to a selfish
grief, whereas the term wajd is applied to grief for another in the way
of love ...

[Trans. Nicholson (al-Hujwírí 1911: 413)]
κϗήϟ ΏΎΑ
Chapter on dance

It is seldom in this type of work that authors deal with dance, and therefore
this chapter of the work is unusual chapter in this category of Persian writing
on music. The author (al-HujwƯrƯ al-ƤaznawƯ 1926: 542) considers that all
types of dance are unlawful, however,
ϝΎΣ Ωήϴ̯ Ε˷Ϯϗ Ζϗϭ ΩϮη ϥΎτϠγ ήγ ήΑ ̶ϧΎϘϔΧ ϭ Ϊϣ έΪϳΪ̡ έ ϝΩήϣ ̶Θ˷ϔΧ ϥϮ̩ ...
ϭ ΪηΎΑ κϗέ Ϫϧ Ϊϳ έΪϳΪ̡ ̶̯ Ώήτο ϥ ΩΰϴΧήΑ ϡϮγέϭ ΐϴΗήΗ ΪϨ̯ Ϊϴ̡ ΩϮΧ Ώήτο
ϖϳήσ ί β̯ ϥ ΪΘϓ έϭΩ ΖΨγ ϭ ΩϮΑ ϦΘΧΪ̯ ϥΎΟ ̶̯ ϥΩέϭή̡ ϊΒσ Ϫϧ ϭ ̵ίΎΑ ̵Ύ̡ Ϫϧ
ϥϮΘϧ ϥΎϴΑ ϖτϨΑ ̶̯ Ζδϳΰϴ̩ Ζγ ϖ
˷ Σ Ωέϭ ̶̯ ΖϟΎΣ ϥ ... ΪϧϮΧ κϗέ ήϧ Ϫ̯ ΏϮλ
... ̵έΪϳϻ ϕάϳ Ϣϟ Ϧϣ Ωή̯
… [W]hen the heart throbs with exhilaration [and palpitation takes
control over the mind] and rapture becomes intense and the agitation
of ecstasy is manifested and conventional forms are gone, that
agitation (id̚tiráb) [that appears] is neither dancing nor foot-play nor
bodily indulgence, but a dissolution of the soul. Those who call it
“dancing” are utterly wrong […] It is a state that cannot be explained
in words: “without experience no knowledge.”

[Trans. Nicholson (al-Hujwírí 1911: 416)]
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ϕήΨϟ ΏΎΑ
Chapter on the rending of garment

Al-HujwƯrƯ (al-HujwƯrƯ al-ƤaznawƯ 1926: 542 f.) explains that:
ΦϳΎθϣ ̶̯ ̭έΰΑ ̵ΎϬόϤΠϣ έΪϧ ϭ ΖγΩΎΘόϣ ϪϔϳΎσ Ϧϳ ϥΎϴϣ έΪϧ ϪϣΎΟ ϥΩή̯ ϪϗήΧ ̮ϧΪΑ
ΖϘϳήσ έΪϧ έ ϥΩή̯ ϪϗήΧ ϪϣΎΟ Ϫ̯ ΪϨ̩ ήϫ ... Ϊϧ ϩΩή̯ Ϧϳ ΪϧΩϮΑ ήοΎΣ νέ ̭έΰΑ
ΪηΎΒϧ ϑήγΎΑ ΰΟ ϥ Ϫ̯ Ωή̯ ΪϳΎθϧ Ζ˷Τλ ΖϟΎΣ έΩ ωΎϤγ έΪϧ ϪΘΒϟ ϭ Ζδϴϧ ̶Ϡλ ̨ϴϫ
ΪηΎΑ έϭάόϣ ΩΩή̯ ήΒΨϴΑ ϭ ΩΰϴΧήΑ ̵ϭ ί ΏΎτΧ ̮ϧΎϨ̩ Ϊϳ έΪϳΪ̡ ϪΒϠϏ έ ϊϤΘδϣ ή̯ Ύ˷ϣ
...
[You should know that] It is a custom of the SҞúfí to rend their
garments, and they have commonly done this in great assemblies
where eminent Shaykhs were present. … Although the rending of
garments has no foundation in SҞúfísm and certainly ought not to
practised in audition by anyone whose senses are perfectly controlled
– for, in that case, it is mere extravagance – nevertheless, if the auditor
be so overpowered that his sense of discrimination is lost and becomes
unconscious, that he may be excused (for tearing his garment to
pieces);

[Trans. Nicholson (al-Hujwírí 1911: 417)]
ωΎϤδϟ ΏΩ ΏΎΑ
Chapter on the rules of polite conduct in samƗ‘

The author believes that the nature of music is neither bad nor good, but it
depends on the mustami‘’s (auditor’s) essence and nature (mƗyah). However,
in the last bƗb the author sets down strict conditions for samƗ‘, writing (alHujwƯrƯ al-ƤaznawƯ 1926: 544 f.):
ΎΗ ̶Ϩ̯ ήϳΪΑ ήϳΩ ̵ίΎδϧ ΕΩΎϋ ήϧ ήϣ ϭ ̶Ϩ̰ϧ ΪϳΎϴϧ ΎΗ ̶̯ Ζδϧ ωΎϤγ ΏΩ ρήη ̮ϧΪΑ
ϡ˷ Ϯϋ ί ̶ΎΟ ϭ ΪηΎΑ ήοΎΣ ΎΠϧ ̵ήϴ̡ ̶Ϩ̯ ωΎϤγ ϥϮ̩ ΎΗ ΪϳΎΑ ϭ ΩϮθϨΑ ϝΩ ί ϥ ϢϴψόΗ
ϭ ϪΘηΩήΑ ϥΎϴϣ ί ϒ˷Ϡ̰Η ϭ έϮϔϧ ϮϬϟ ί ϊΒσ ϭ ̶ϟΎΧ ϝΎϐη ί ϝΩ ϭ ΖϣήΤΑ ϝ˷Ϯϗ ϭ ̶ϟΎΧ
̶̯ ΪηΎΒϧ ρήη Ζϓή̯ Ε˷Ϯϗ ϥϮ̩ ΪϨϨ̯ ΖϐϟΎΒϣ ϥέΪϧ Ϫ̯ ΪηΎΒϧ ρήη ΪϳΎϴϧ Ϊϴ̡ ωΎϤγ Ε˷Ϯϗ ΎΗ
Ϧ̯Ύγ ή̯ ϭ ̶ΒϨΠΑ ΪϧΎΒϨΠΑ ή̯ ΪϨ̯ ΎπΘϗ ̨ϧΪΑ ΪηΎΑ ϊΑΎΘϣ έ Ζϗϭ ήϣ ̶Ϩ̯ ϊϓΩ ΩϮΧ ί ϥ
ϥΪϨ̩ έ ϊϤΘδϣ Ϫ̯ ΪϳΎΑ ϭ ΪΟϭ ΖϗήΣ ϭ ϊΒσ Ε˷Ϯϗ ϥΎϴϣ Ωή̯ ̶ϧΩ ϕήϓ ϭ ̶ηΎΑ Ϧ̯Ύγ ΩέΩ
Ϊϴ̡ ϝΩ ήΑ ϥ ϥΎτϠγ ϥϮ̩ ϭ ΩΩ ΪϧϮΘΑ ϥ ΩΩ ϭ Ωή̯ ΪϧϮΗ ϝϮΒϗ έ ϖ
˷ Σ Ωέϭ ̶̯ ΪηΎΑ έΪϳΩ
έΪϧ Ϫ̯ ΪϳΎΑ ϭ ΪϨ̰ϧ ΏάΟ ϒ˷Ϡ̰ΘΑ ΩϮη Ϣ̯ ϥ Ε˷Ϯϗ ϥϮ̩ ϭ ΪϨ̰ϧ ϊϓΩ ΩϮΧ ί ϥ ϒ˷Ϡ̰ΘΑ ΩϮη
ωΎϤγ έΪϧ ϭ ΪϨ̰ϧ ϊϨϣ ΪϳΎϤϧ ΕΪϋΎδϣ ̶δ̯ ή̯ ϭ ΩέΪϧ Ϣθ̩ ΕΪϋΎδϣ β̯ ί Ζ̯ήΣ ϝΎΣ
ϭ Ζ˷ϴϧ ϥΪΑ έ ϭ ήϣ ϭ ΪϨ̰ϧ ϑή˷μΗ ϭ έΎ̯ίϭέ έΪϧ ϭ ΪϧέϮθΒϧ έ Ζϗϭ ϭ ΪϨ̰ϧ ϞΧΩ β̯
εϮΧ Ϫ̯ ΪϳϮ̰ϧ ΪϧϮΧ εϮΧ ή̯ ϝϮ˷ ϗ Ϫ̯ ΪϳΎΑ ϭ ΪηΎΑ έΎϴδΑ ̶Θ̯ήΑ ̶Α ϥέΪϧ Ϫ̯ ΪΠϨδΑ
̵ϭήΑ ϝΪΑϭ ϥϮΧ ήΘϬΑ ΪϳϮ̰ϧ ΪϨ̯ ΝέΎΧ έ ϊΒσ ϭ ΪϳϮ̯ ϥίϮϣΎϧ ϭ εϮΧΎϧ ή̯ ϭ ̶ϧϮΨϴϣ
έ ̶ϫϭή̯ ή̯ ϭ ΩϮϨη Ζγέ ϭ ΪϨ̯ ϖ
˷ ΤΑ ϥ ϪϟϮΣ ΪϨϴΒϧ ϪϧΎϴϣ έΪϧ ήϳϭϭ ΪϨ̰ϧ ΖϣϮμΧ
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Ϫ̯ ΪϳΎΑ Ωή̰ϧ ϥΎθϳ ή̰γ έΪϧ ΩϮΧ ϮΤμΑ Ϫ̯ ΪηΎΒϧ ΐϴμϧ ϥί ήϳϭϭ ΪηΎΑ ϪΘϓή̯ ωΎϤγ
... Ϊγέ ϭΪΑ ϥ ΕΎ̯ήΑ ΎΗ ΪϨ̯ Ϧϴ̰ϤΗ έ Ζϗϭ ϥΎτϠγ ήϣ ϭ ΪηΎΑ ΪϨϣίΎϴϧ ΖϗϮΑ
[You should know that] The rules of audition prescribe that it should
not be practised until it comes (of its own accord), and that you must
not make a habit of it, but practise it seldom, in order that you may not
cease to hold it in reverence. It is necessary that a spiritual director
should be present during the performance, and that the place should be
cleared of common people, and that the singer should be a respectable
person, and that the heart should be emptied of worldly thoughts, and
that the disposition should not be inclined to amusement, and that
every artificial effort (takalluf) should be put aside. You must not
exceed the proper bounds until audition manifests its power, and when
it has become powerful you must not repel it but must follow it as it
requires: if it agitates, you must be agitated, and if it calms, you must
be calm; and you must be able to distinguish a strong natural impulse
from the ardour of ecstasy (wajd). The auditor must have enough
perception to be capable of receiving the Divine influence and of
doing justice to it. When its might is manifested on his heart he must
not endeavour to repel it, and when its force is broken he must not
endeavour to attract it. While he is in a state of emotion, he must
neither expect anyone to help him nor refuse anyone’s help if it be
offered. And he must not disturb anyone who is engaged in audition or
interfere with him, or ponder what he means by the verse (to which he
is listening), because such behaviour is very distressing and
disappointing to the person who is trying (to hear). He must not say to
the singer, “You chant sweetly;” and if he chants unmelodiously or
distresses his hearer by reciting poetry numerically, he must not say to
him, “Chant better!” or bear malice towards him, but he must be
unconscious of the singer’s presence and commit him to God, who
hears correctly. And if he have no part in the audition which is being
enjoyed by others, it is not proper that he should look soberly on their
intoxication, but he must keep quiet with his own “time” (waqt) and
establish its dominion, that the blessings thereof may come to him.

[Trans. Nicholson (al-Hujwírí 1911: 418 f.)]
He (al-HujwƯrƯ al-ƤaznawƯ 1926: 546) adds:
ΎΗ Ϊϧέά̰ϧ ΎϬϋΎϤδΑ έ ϥΎϳΪΘΒϣ Ϫ̯ ϡέΩ ήΘγϭΩ ϥ ϡ ̶Αϼ˷Πϟ ϥΎϤΜϋ ϦΑ ̶Ϡϋ ̶̯ Ϧϣ ϭ ...
... ΩϮθϧ ϩΪϴϟϮθΑ ϥΎθϳ ϊΒσ
… I, ‘AlƯ b. ‘UthmƗn al-JullƗbƯ, think it more desirable that beginners
should not be allowed to attend musical concerts (samƗ‘hƗ), least their
natures become depraved.
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[Trans. Nicholson (al-Hujwírí 1911: 419 f.)]
As we can notice, the number of topics treated in the section on samƗ‘ of
the work explosively increased which indicates radical change and
development in the writing on samƗ‘ towards the end of the century.
Furthermore, the treatment of each topic is considerably more
comprehensive than in earlier works. This may be the reason why the fame
of the work has gone beyond Persian speaking areas. Among the new topics
which have been treated can be mentioned “on the rending of garment”, “on
dance” and “the rules of polite conduct in samƗ‘”. The last topic is of major
interest for the development of Persian writings on music (I will dicuss the
importance of the topic in the last chapter of the study).

QƗbǌs-nƗmah by KaykƗwǌs b. Iskandar
The fifth work, which is also a part of a large work, is the chapter on music
in QƗbǌs-nƗmah also Pand-nƗmah, Nas̛Ưh̛at-nƗmah, KitƗb al-nas̛Ưh̛at written
by ‘Unsҗur al-Ma‘ƗlƯ b. Iskandar b. QƗbǌs b. WušmgƯr of the ZiyƗrids in
475/1082 in GurgƗn. He was probably born in 1021. ‘Unsҗur al-Ma‘ƗlƯ came
to power in 441/1049 when the ZiyƗrids had already become a subject of the
Saljuqs. He is the next to last ZiyƗrid prince and, as mentioned earlier, this
local Iranian dynasty disappeared from the political scene of the region in ca
1077. It seems that under ‘Unsҗur al-Ma‘ƗlƯ KaykƗwǌs the political power of
the ZiyƗrids was limited, and perhaps this circumstance allowed him to
devote more time to cultural activities. He married one of Mahҗmǌd’s (of the
ƤaznawƯds) daughters (YǌsufƯ [KaykƗwǌs 1345 H.Š./1966: 13) and
probably his son GƯlƗn-ŠƗh, for whom the work was written, is a fruit of this
marriage. However, it must be noted that there are some obscurities about
him and his life. According to the author of the second part of TƗrƯx-i
T̔abaristƗn (wd, qism 2: 18)44 and XwƗndamƯr (1333 H.Š./1954, vol. 2: 442),
he died in 462/1069.45 Nonetheless, the author himself mentions, according
to all known Mss of the work, that he composed QƗbus-nƗmah in 475/1082.
NafƯsƯ (SҞafƗ 1339 H.Š./1960, vol. ii: 899) states that after returning from
Georgia the author stayed at the court of ŠƯrzƗdah b. Mas‘ǌd b. IbrƗhƯm of
the ƤaznawƯds till 508/1114 when he died. SҖafƗ (ibid.) suggests that ‘Unsҗur
al-Ma‘ƗlƯ KaykƗwǌs died between 492/1098 and 508/1114.
Concerning the work, the above-mentioned contradictory information
about the date of the author’s death has lead BadawƯ (1335 H.Š./1956: 8844

The author of the first part of TƗrƯx-i T̚abaristƗn is Muhҗammad b. Hҙasan b. IsfandiyƗr, but
the identity of the author/s of the second part of the work, which was written later, is unknown.
45
DawlatšƗh SamarqandƯ (1337 H.Š./1958: 79) notes that ‘UnsҘur al-Ma‘ƗlƯ KaykƗwǌs was
killed during the war in Georgia, which corresponds with the date that was mentioned in
TƗrƯx-i T̚abaristƗn.
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99) to the conclusion that the work was actually written earlier, between
457/1064 and 462/1069, and in the T̔abarƯ language (dialect) (the author’s
mother tongue), and the work that has come to us is indeed a Persian
translation of that T̔abarƯ work. What goes against BadawƯ’s statement is
that hitherto no Ms of the stated T̞abarƯ version has been found (for further
information see Mu‘ƯniyyƗn, 1340 H.Š./1961: 320). At any rate, this view
has met with fierce opposition, and now almost all scholars agree that the
work was written in Persian and that the date of composition is 475/1082.
The author himself (KaykƗwǌs 1345 H.Š./1966: 263) mentions the date of
composition in the work in the following way:
.ϡΩή̯ ϪϳΎϤόΑέ ϭ ϦϴόΒγ ϭ βϤΧ ϪϨγ έΪϧ ίΎϏ έ ΏΎΘ̯ Ϧϳ
I began this book in year 475 [/1082].

The work is a book of moral precepts and rules of conduct and is divided
into 44 bƗbs (chapters). In the thirty-sixth bƗb, which has the heading “dar
ƗyƯn wa rasm-i xunyƗgarƯ” (“on the custom and rule of the minstrelsy”
[ibid.]) or “dar xunyƗgarƯ” (“on minstrelsy” [KaykƗwǌs 1951: 111) the
author deals with music, musicians, and minstrelsy giving instructions and
advice on how the xunyƗgar (minstrel) or mut́rib (musician) must behave
before audiences. He (ibid.) begins the chapter in the following way:
ϭ ϪϣΎΟ ̭Ύ̡ ϪθϴϤϫ έ ΩϮΧ ϭ εΎΑ Ρϭέ ̮Βγ ϭ ϮΧ εϮΧ ̶ηΎΑ ή̳ΎϴϨΧ ή̳ ήδ̡ ̵
ϭ ̵ϭέ εήΗ ̶ΑήτϤΑ ̵Ϯη έΩ ̶ήγ έΩ ϥϮ̩ ϭ εΎΑ ϥΎΑί Ώή̩ ϭ έΩ ή˷τόϣ ϭ ΐ˷ϴτϣ
̮ϳ ί Ζϗϭ ϪϤϫ έΩ Ϫ̯ ϥΰϣ ̮Βγ ̵ΎϬϫέ ΰϴϧ ϭ ϥΰϣ ϥή̳ ̵ΎϬϫέ ϪϤϫ ϭ εΎΒϣ ϪΘϓή̳
ϖϠ˵Χ Ζγ ϒϠΘΨϣ ϖϠΧ Ϫ̰ϧΎϨ̪Ϥϫ ΪϨηΎΒϧ ϊΒσ ̮ϳ ήΑ ϥΎϴϣΩ ϪϤϫ Ϫ̯ Ζδϴϧ ρήη ϥΩί ωϮϧ
... Ζγ ϒϠΘΨϣ ΰϴϧ
If you become a musician, my son, be sweet-tempered and light of
spirit. Furthermore, keep your garments clean, fragrant and perfumed.
Be polite of speech, and when you enter a house to play as a minstrel
do not be sour-faced and reserved. Do not let all your musical modes
be heavy ones nor yet all light ones; it is unsuitable always to play in
one style, for not all men have the same character. They are as varied
in nature as they are in their bodily composition, ...

[Kai KƗ’ǌs ibn Iskandar 1951: 186]
Then he (KaykƗwǌs 1951: 111) continues:
ϥΎΘγΩ ϝϭ :Ϊϧ ϩΩΎϬϧ ̶ΒϴΗήΗ έ ΖϋΎϨλ Ϧϳ ̶ϫϼϣ Ϟϫ ϥΩΎΘγ Ϫ̯ Ζγ ΐΒγ Ϧϳίϭ
Ϊϧ ϩΩΎϬϨΑ ϥή̳ ϥίϮΑ ΎϬϘϳήσ ϥ ί ΪόΑ .Ϊϧ ϪΘΧΎγ ̭ϮϠϣ βϠΠϣ ήϬΑ ί ϥΩί ̶ϧϭήδΧ
ϭ ϥήϴ̡ ϊΒτΑ Ϫ̯ ΩϮΑ ̶ϫέ ϥ ϭ ΪϧΩή̯ ϡΎϧ ϩέ ήϧϭ Ζϔ̳ ϥϮΗ Ωϭήγ ϥΪΑ Ϫ̰ϧΎϨ̩
ΪϧΪϳΩ ϥϮ̩ Ύϣ .Ϊϧ -ϪΘΧΎγ ϡϮϗ Ϧϳ ̵ήΑί ϥή̳ ̵ΎϬϫέ Ϧϳ β̡ ΩϮΑ ̮ϳΩΰϧ ΪΟ ϥΪϧϭΪΧ
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ϥΎϧϮΟ ήϬΑ ί Ϣϳ ϩΩΎϬϧ ̶Ϙϳήσ ϥήϴ̡ ήϬΑ ί Ϫ̯ ΪϨΘϔ̳ ΪϨηΎΒϧ ΪΟ Ϟϫ ϭ ήϴ̡ ϪϤϫ ϖϠΧ Ϫ̯
ΪϨΘΧΎγ ̮Βγ ̵ΎϬϫέ ̵ϭήΑ ΩϮΑ ήΘ̰Βγ ϥίϮΑ Ϫ̯ ̵Ύϫήόη ϭ ΪϨΘδΠΑ β̡ ϢϴϬϧ ̶Ϙϳήσ ΰϴϧ
έΩ ΎΗ ΪϨϧΰΑ ϒϴϔΧ Ϧϳί ΪηΎΑ ϥή̳ Ϫ̯ ̶ϫέ ήϫ Ϧϳ ˶ β̡ ί ΎΗ ΪϧΩή̯ ϡΎϧ ϒϴϔΧ ήϧ ϭ
... ήϧΎϧϮΟ Ϣϫ ϭ ΪηΎΑ ΐϴμϧ ήϧήϴ̡ Ϣϫ ̶Αήτϣ ΖΑϮϧ
… And for that reason the musical experts have given the art and
special pattern.
They invented the “Royal Melody” [DastƗn-i XusrawƗnƯ] to be
played in an assembly where kings were present. Then they set down
certain styles of playing in a solemn measure to which songs can be
sung – styles which they also called modes [rƗh] – the measure being
such as was appropriate to the disposition of old men and others of
serious character. These heavy [solemn] modes were invented for such
persons.
But, seeing that not everyone was old or of a serious disposition,
they said, ”We have invented a mode [t̛arƯq] for the sake of old
people; now let us invent one also for them that are young”.
Consequently they sought about and invented poems which were in a
lighter measure and suited to light modes. These they called
“Nimble”; and matters were so arranged that after every “heavy”
mode something was played in the light mode. In that way, at a
musical session there was something both for the older people and
also for the young ones.

[Kai KƗ’ǌs ibn Iskandar 1951: 186 f.]
The author (KaykƗwǌs 1951: 111) considers that:
ή̳ ϭ ϥί ϢΑ ήΑ ήΘθϴΑ ΩϮΑ ̵ϮϣΩϭ ̵ϭέ Υήγ ϊϤΘδϣ ή̳ Ϧ̯ ϩΎ̴ϧ ̶ϨϴθϨΑ Ϫ̯ ̶δϠΠϣ έΩ ϭ
Ώήσήϣ ϭ ΩϮΑ ϪΑήϓ ϭ ΖγϮ̡ Ϊϴϔγ ή̳ ϭ ϥί ήϳί ήΑ ήΘθϴΑ ΪηΎΑ ̶ήϔλ ϭ ̵ϭέ Ωέί
Ϧϳ Ϫ̯ ϥί ϩέΎΗ Ϫγ ήΑ ήΘθϴΑ ΩϮΑ ̶ΩϮγ ϭ ϒϴΤϧ ϭ ϪϧϮ̳ ϩΎϴγ ή̳ ϭ ϥί ϢΑ ήΑ ήΘθϴΑ
ˬΪϧ ϪΘΧΎγ ϡΩήϣ ϊΒσ έΎϬ̩ ήΑ έ ΎϫΩϭέ
When you are seated with a company, look about you. If the audience
is composed of men of ruddy and sanguine complexion, let your
music be largely on the bass strings; if the audience is pale and
bilious, let the music be chiefly on the short strings; if your hearers are
pale-faced, obese and large, play mostly on the bass; if they are darkcomplexioned, lean and melancholic, play on the lute [si-tƗrah46] for
them. These modes [strings (my suggestion)] have been invented to
suit the four different human temperaments;

[Kai KƗ’ǌs ibn Iskandar 1951: 187]
46

It is probable that either he means three higher strings of the instrument or the third string
of the instrument.
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On the order of performance of different pardah (melodic modes), he
(KaykƗwǌs 1345 H.Š./ 1966: 196) considers that:
ϩΩή̡ ϭ ϩΩΎΑ ϩΩή̡ ϥϮ̩ ̵ ϩΩή̡ ήϫ [ήΑ ]Ϣγέ ήΑ β̡ ̵Ϯ̴Α ̵ΰϴ̩ Ζγέ ϩΩή̡ ήΑ ΖδΨϧ
ϩΩή̡ ϭ Ϯϧ ϩΩή̡ ϭ ϥΎϫΎ̢γ ϩΩή̡ ϭ ̮ϴϠγϮΑ ϩΩή̡ ϭ ΪϨ̰ϓήϳί ϩΩή̡ ϭ ϕΎθϋ ϩΩή̡ ϕήϋ
... ̵Ϯϫέ ϩΩή̡ ϭ ϪΘηά̳
First sing (and play) something in the mode rƗst, then, in due order
(play and sing), in all the modes such as the mode bƗdah, mode ‘irƗq,
mode ‘uššƗq, mode zƯrafkand, mode bǌsalƯk, mode sipƗhƗn, mode
nawƗ, mode guĪƗštah, and mode rƗhuwƯ ...

He finishes the chapter with what he considers the kind of character a
musician should have and some other advice on good behaviour before his
guests and hosts (mƯzbƗn). He (KaykƗwǌs 1951: 113) notes for instance:
ϥή̴ϳΩ ΎΗ ̵Ϯ̳ ΪϫϮΧ ϭ Ϫ̪ϧ ϭ ̵ΎϤϧ ϊοϮΗ έ β̰ϧ ΪϳΎΘδΑ ήΗ ̶δ̯ βϠΠϣ έΩ ή̳ ϭ
̶ΎΠΑ εϮ̳ ̶Ϩόϳ ΩϮΑ Ϫ̯ ΪϳΎΑ ϝϻ ϭ έϮ̯ ϭ ή̯ Ώήτϣ Ϫ̯ Ϊϧ ϪΘϔ̳ ΰϴϧ ϭ ... ΪϨϳΎΘδΑ ήΗ
̵ΎΟ Ϫ̯ ̵ΰϴ̩ Ωϭέ Ϫ̯ ̶ΎΟ ήϫ ϭ Ζδϳή̴ϧ ΪϳΎΒϧ Ϫ̯ Ωή̴Ϩϧ ̶ΎΟ ϭ ΖηΩ ΪϳΎΒϧ Ϫ̯ ΩέΪϧ
.ΪηΎΑ ϥΎΑΰϴϣ ΎΑ ϪΘγϮϴ̡ Ώήτϣ ϦϴϨ̩ Ϫ̯ ΪϳϮ̴ϧ ίΎΑ ϩΪϴϨη ϭ ΪηΎΑ ϩΪϳΩ βϠΠϣ έΩ ή̴ϳΩ
If there is anyone in the company who applauds you, show yourself
very much at his service, sing whatever he demands of you and thus
attract the applause of the rest. ... Furthermore, it has been said that a
minstrel should be deaf, blind and dumb. That is to say, he should not
turn his ears in any direction that is not meant for him, nor look in any
direction in which he should not look, nor report anything which he
has seen or heard in a particular company. The minstrel with those
qualities will never lack a host.

[Kai KƗ’ǌs ibn Iskandar 1951: 190]
The work consists of ca 800 words and is fairly concise. It was written
according to the tradition and spirit of andarz or pand-nƗmak literature,
which had its roots in pre-Islamic, i. e. Sasanian-Iranian tradition and Middle
Persian literature. We can distinguish three main topics in the chapter, i.e.
“how a musician should behave”, “how a musician should chose particular
modes for different occasions” and “what rhythmic and melodic modes are
more suitable for different peoples with different skin colour”. It should be
pointed out that this chapter is the earliest didactic work that has survived.
The chapter is interesting because of its practical information on music and
musical performance.
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Translation of al-RisƗlah al-Qušayriyyah by Abǌ
‘AlƯ al-Hҙasan b. Ahҗmad al-‘UtmƗnƯ
The last work which will be dealt with in this chapter is a rendering of the
prominent Sufi Arabic work al-RisƗlah al-Qušayriyyah (The QušayrƯ’s
treatise) written by Abǌ al-QƗsim ‘Abd al-KarƯm b. HawƗzin al-QušayrƯ.
The author of the original Arabic work was among the most prominent Sufi
authorities of his time and was born in UstuwƗ in the province of XurƗsƗn in
376/986. After getting his primary education in his hometown, he left for
NayšƗbǌr, which was one of the most important cultural centres of that time.
QušayrƯ became familiar with Sufism at NayšƗbǌr and later he became a
master of the Sufi path. He sojourned in Baghdad for a while teaching h̛adit.
He retuned to NayšƗbǌr in 1063 and died there eleven years later in
465/1074. QušayrƯ is the writer of a number of tracts and treatises on Sufism,
but the most celebrated of them is his treatise known as al-RisƗlah alQušayriyyah written in 438/1045. His influence was prominent on his
contemporary Sufis.47
The Persian rendition of the work was presumably done by one of
QušayrƯ’s disciples named Abǌ ‘AlƯ al-Hҙasan b. Ahҗmad al-‘UtmƗnƯ. We
know nothing about the translator other than what has been mentioned in the
introduction of the second translation of the work. The introduction
(Tarjamah-i risƗlah-i Qušayriyyah 1345 H.Š./1966: 1) says:
ϦΑ Ϣϳή̰ϟΪΒϋ ϢγΎϘϟϮΑ ϡϼγϻ Ϧϳί ϡΎϣ ΩΎΘγ ̶̯ ̶ΘϟΎγέ ϥϮ̩ ̶̯ ΩΎΘϓ ϥΎϨ̩ ϕΎϔΗ
̶ϧΎϤΜόϟ ΪϤΣ ϦΑ ̶ϠϋϮΑ ϡΎϣ ϪΟϮΧ ˬΖγ ϩΩή̯ ϩ˵ Ύοέ ϭ Ϫ˵ Ϩϋ Ϳ ̶οέ ̵ήϴθϘϟ ϥίϮϫ
ϭ ΩϮΑ ΰ˴ ϳΰόϟ Ϫ˵ Σϭέ Ϳ α˷Ϊϗ ϢγΎϘϟϮΑ ϡΎϣ ΩΎΘγ ϥΪϳήϣ ϭ ϥΩή̳Ύη ϪϠϤΟ ί Ϫ̯ Ϳ ϪϤΣέ
ϒϨλ ̨ϴϫ ϭ ΪηΎΑ ϡϮϤϋ ϥ ϩΪΎϓ ΎΗ Ωή̯ ϞϘϧ ̶γέΎ̡ίΎΑ ΖϟΎγέ Ϧϳ ϪΘγέ Ϟπϓ ωϮϧΎΑ
.ΪηΎΒϧ ϩήϬΑ ̶Α ϥ ί ̶ϣΩ
It has happened that the treatise that the master and the imam, the
adornment of Islam, Abǌ al-QƗsim ‘Abd al-KarƯm b. HawƗzin alQušayrƯ, May God be pleased with him and satisfy him, has
composed, the XwƗjah imam Abǌ ‘AlƯ b. Ahҗmad al-‘UtmƗnƯ, May God
have mercy on him, who was among the pupils and devotees of the
Master, imam Abǌ al-QƗsim, May God purge his beloved soul, and
who possessed various types of knowledge, rendered this treatise into
Persian so that the ordinary people might draw benefit from it and no
classes of people be without its profit.

According to FurǌzƗnfar (Tarjamah-i risƗlah-i Qušayriyyah 1345 H.Š./1966: 72), HujwƯrƯ
used QušayrƯ’s treatise to compose his Kašf al-mah̚jǌb.
47
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He was probably a native of NayšƗbǌr and was, according to FurǌzƗnfar
(ibid.: 75), son of a certain Abǌ al-Hҙasan Ahҗmad b. ‘Abd al-RahҗmƗn b.
Muhҗammad MahҗmƯ ‘UtmƗnƯ.
Concerning the rendition, the translator omitted chapters and changed the
order of the chapters. Furthermore, the translation was so poor that it had to
be corrected, which was done later in the next century. The result of this
correction was a second version of the translation, which will be presented in
the next chapter. The chapter on samƗ‘ contains ca 4000 words and belongs
to the religious category. At beginning of the chapter (ibid.: 591 f.) one can
read:
ϭ ̵έϮψΤϣ ήΑ ΪϨ̰ϧ ΩΎϘΘϋ ϊϤΘδϣ ϥϮ̩ άϠΘδϣ ˯ ΎϬΘϤϐϧ ϭ ϥΎΤϟΎΑ έΎόη ωΎϤγ ̮ϧΪΑ
ΩϮΑ ΡΎΒϣ ϪϠϤΟ έΪϧ ΩϮθϧ ϮϬϟ ϞϴΒγ ήΑ ϭ ΪϫΪϧ ζϳϮΧ ̵Ϯϫ ΖγΪΑ ϡΎ̴ϟ ϭ ωήη έΩ ̶ϣϮϣάϣ
έΎ̰ϧ ϥΎθϳήΑ ϭ Ϊϧ ϩΪϧϮΧήΑ Ύϫήόη ϪϴϠϋ Ϳ ̶Ϡλ ήΒϣΎϐϴ̡ ζϴ̡ Ϫ̯ Ζδϴϧ ϑϼΧ ̨ϴϫ ϭ
... ΩϮΑ ϭέϭ ωΎϤγ ϥϮ̩ ϥ ϥΪϧϮΧ έΩ Ζγ ϩΩή̰ϧ
You should know that if the listener (mustami‘) does not have
[religious] unlawful and sinful purposes [when] he listen to poems
with enjoyable melodies and tunes and (he) does not lose control over
his desires and it is not for sake of lahw (desire), it is, generally
speaking, mubƗh̚ (licit). And it was not at all unlawful that poems
were sung (recited) before the Prophet, May God bless him, and he
did not forbid singing (recitation) them, because samƗ‘ was lawful for
him ...

Then, he (ibid.) went on through rawƗyats (histories, stories) about
Muhҗammad and other significant persons in Islam to prove that samƗ‘ is
mubƗh̛ and depends on how it is used. In this part (ibid.: 593 f.), for instance,
he writes:
ΖϣΎϴϗ ίϭέ ϥϮ̩ ΪϨΘϔ̳ έ ϭ ωΎϤγ έΩ ̵ΩΩ ΖμΧέ ̵ϭ ̶̯ ΡήΟ ϦΑ ί ΪϨϨ̯ Ζϳϭέ ϭ
̶Ϩόϳ ΕΎΌϴγ Ϫϧ ϭ ΕΎϨδΣ έΩ Ϫϧ ̶ΘϘ̳ ΪηΎΑ ΐϧΎΟ ϡΪ̯ έΩ ωΎϤγ ΪϧέΎϴΑ ϮΗ ΕΎΌϴγ ϭ ΕΎϨδΣ
Ϫθϴ̡ ΎΗ ΩέΩ ϩϭή̰ϣ έ ϡϮϋ ϭ ΩέΪϧ ϡήΣ Ϫ˵ Ϩϋ Ϳ ̶οέ ̶όϓΎη Ύ˷ϣϭ .ΩϮΑ ΕΎΣΎΒϣ ί
̶Α ϭ ΪϨ̯ Ωέ ϥΎθϳ ϥΩΩ ̶ϫϮ̳ ϮϬϟ ϞϴΒγήΑ ΪϧΩή̳ ϝϮϐθϣ ωΎϤδΑ ϡϭΩ ϥϮ̩ ϭ Ωήϴ̴ϧ
.Ζγ ϩΩΎϬϧ (Ϫϧ) ΕΎϣήΤϣ ϪϠϤΟ ί Ϧ̰ϟ ϭ ϩΩΎϬϧ ̶Η˷ϭήϣ
And it is related from Ibn JarrƗhҗ that he allowed samƗ‘. He was asked:
“if at the day of judgement your good and bad acts will be judged, on
which side will be samƗ‘?”. He replied: “It is not either (accounted
among my) good acts nor bad acts. It means it is mubƗh̚ [it is
permissible or licit]. But ShƗfi‘Ư, may God be pleased with him, does
not proclaim it unlawful and has made it as a reprehensive action for
ordinary people for they do not choose it as their profession, and if
they continually occupy themselves with samƗ‘ for the sake of desire
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their testimony should be rejected and [he] has counted it as
unmanliness but not among the prohibitions.

Then the author deals with the power and effect of music and euphonious
songs on men and animals, different types of samƗ‘ and the rules of it
fragmentally. The author has tried to illustrate his statements with many
anecdotes and stories from the lives of the Prophet and other religious
leaders and authorities. It should be pointed out that in the chapter in
question different topics cross each other, and, to some extent, the chapter is
unorganized and it is therefore difficult to trace the treatment of each topic
clearly there. The central topics of the chapter are:
x
x
x
x
x

the beauty of samƗ‘;
the defence of samƗ‘ through rawƗyƗt (stories) of the religious leaders;
the effect of samƗ‘ on men;
different classes of listeners;
the rules of good conduct in samƗ‘ (fragmentally and concisely).

The author’s attitude towards the samƗ‘ is similar to that of KalƗbƗĪƯMustamlƯ (see above) and he considers that samƗ‘ is mubƗh̛ (licit).
(Concerning this work, see also next chapter).
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Chapter 3

Writing on music during the 12th century

Background
The political and military dominance of Turkish dynasties in the Persianspeaking areas continued during the 12th century, and the new politico-ethnic
structure, i.e. the Turkish-Iranian, which replaced the Arab-Iranian one, was
consolidated definitively during this period. Consequently, the Arab
influence on the politics and culture of the East Islamic Empire was reduced
considerably, and later in the 13th century, or rather after the capture of
Baghdad by the Mongols, Arab influence and dominance vanished almost
completely in the region.
The internal struggles among the Saljuq princes for political power, which
began after the death of Malik-ŠƗh (in 485/1092), shook and disturbed the
political stability of the Saljuq Empire, which in the end resulted in the split
of the empire during the 12th century. With the splitting of the Saljuq state,
its political and military dominance was remarkably reduced and its territory
in Iran shrank to the province of KirmƗn. In addition, the political vacuum
after the split was utilised on the one hand by the Abbasid caliphs to reassert
their political strength and on the other hand by the XwƗrazm-ŠƗh rulers to
found a sovereign state. I will return to the establishment of the XwƗrazmŠƗhs later in this chapter. In order to maintain their military machine, the
Saljuq rulers first tried to increase taxation, but later they solved the problem
by giving lands as salary to military leaders and even soldiers. This
economic policy deeply affected the economic, political, and social
circumstances in the country. The reform indeed changed the ethnic structure
of the landlord class in the region, especially in the Persian-speaking areas,
reducing the number of middle landlords of Iranian origin (dihqƗns)
considerably; and towards the end of the century this social class almost
ceased to exist in Iran. However, the large Iranian landlords managed to
keep their lands and thereby their influence in the Saljuq state through
administrative services to the state.
During the second half of the 11th century and the first half of the 12th
century, Sunni Islam and thereby Sunni ‘ulamƗ enhanced their role in
society, particularly after managing to defeat other branches of Islam,
especially the most threatening branch for them, i.e. Shi‘i IsmƗ‘Ưliyyah.
68

Political power was bound more closely to Sunni ‘ulamƗ and other orthodox
Islamic religious leaders. In addition, Sufism, which began partly as a protest
movement against religious and social oppression, gained more ground and
played a very significant role in the development of intellectual activities,
especially in Iran. Simultaneously, Sufism itself went through the most
important phase of its development, and after this phase Sufism consolidated
and took its ultimate form with defined rules and customs. The formation of
t́arƯqahs (Sufi brotherhoods), which took place in this century, was a result
of this development.
As mentioned above, in the 12th century the Saljuq Empire began to
disintegrate, and later towards the end of the century the Saljuqs vanished
from the political scene the wider areas of the region. In this process another
dynasty of Turkish origin, i.e. the XwƗrazm-ŠƗhs, emerging from the
northeastern part of the Iranian plateau, played a central role. From the
beginning of the century the military power of the XwƗrazm-ŠƗhs, who were
Saljuq vassals, began to grow, and in the second half of the century, i.e. after
the death of Sanjar, they gradually managed to free themselves from the
Saljuqs and to become a sovereign state. In this regard, they followed
exactly the same pattern of emergence as the two earlier Turkish dynasties
(see chapter 2). The XwƗrazm-ŠƗhs rapidly became the most powerful
military and political force in the Eastern Islamic world.
The Saljuqs’ religious policy affected intellectual activities in the region
directly or indirectly. With the foundation of schools, which became famous
under the name NizƗmiyyah, by NizƗm al-Mulk first in NayšƗbǌr and later in
Baghdad on the one hand, intellectual activities were institutionalized and
thereby intellectual activities stimulated. On the other hand, the main
purpose of the foundation of these schools was education along with
propaganda for the dominant religion, i.e. Islam, and in particular two
Islamic schools, i.e. H̝anafƯ and ŠƗfi‘Ư, and therefore closed to others, both
the religious and non-religious intelligentsias.48 Where non-Islamic science,
e.g. philosophy, geometry, music, medicine, was limited, the Islamic ones,
like fiqh, kalƗm, flourished and dominated research and study especially
after the foundation of the NizƗmiyyah schools. Towards the end of the
century, however, and after the emergence of the XwƗrazm-ŠƗhs, who were
not religious hardliners like their predecessors,49 it seems that the religious
climate eased.
With the spread of Persian in the region and the development of that
language many literary works began to be written in Persian.
Simultaneously, the language of prose works gradually became complicated
48

The negative influence of these schools on the development of intellectual activity in the
region has not yet been studied enough.
49
Even at the beginning of the 13th century the XwƗrazm-ŠƗh MuhҞammad tried to overthrow
the Abbasid Caliph, who was recognised as the religious leader in the East Islamic Empire.
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and artificial, and the use of linguistic decorations in prose works increased
considerably. Sufi prose, however, continued the tradition of using simple
language, perhaps because of the fact that the readers of these treatises and
works were mostly ordinary people. It was during this century that Persian
literature and in particular poetry began to be profoundly affected by Sufism
and mysticism, and from this time up to the Safawids and the emergence of
“the Safawid-style” or “Is̚fahƗn-style” (which is often called the Indian
style) almost all Persian poems were influenced by Sufism. In poetry the
new situation resulted in the consolidation of sabk-i ‘irƗqƯ (the Iraqi style).
Perhaps one of the most striking tendencies of literature during this period
was that authors and particularly poets escaped from reality, creating a
fantasy and unreal world in their works, which in its turn resulted in the
employment of a more artificial language with more linguistic decoration in
poetry and prose (for further information see SҖafƗ 1338 H.Š./1959, vol. i:
365). With the expansion of the Turkish dynasties, who made Persian the
administrative and official language in their territories, Persian (PƗrsƯ-yi
DarƯ) spread in the region. A significant role in this regard was played by the
Iranian administrators and bureaucrats, who participated actively in the
ruling apparatus of the Turkish state. With the spread of the language Islamic
Iranian-Turkish art developed and impacted on the progress of art in the
region. Hillenbrand (1999: 89 f.) points out the importance of Iranian (Turkish) art of the great Saljuqs and its influence on the development of
Islamic art, comparing it with the role that late-medieval Italy was to play in
the development of European art. As regards the XwƗrazm-ŠƗhs, they
probably adopted more Iranian cultural tradition than the two earlier
dynasties. However, the short-lived and instable XwƗrazm-ŠƗh state did not
have a long-standing impact on Iranian culture,50 while the Ƥaznawids and
Saljuqs ones, and particularly the latter, ruled over the country long enough
to affect Iranian culture, art and literature.

Exposition
Four works on music were written during this century. Moreover, there is a
manuscript from this century of an undated and anonymous treatise which is
also extant. All these four extant works are parts of larger works. They are;
the section on samƗ‘ in KƯmiyƗ-yi sa‘Ɨdat by AhҖmad al-ƤazƗlƯ; the chapter
on music in H̕adƗ’iq al-anwƗr fƯ H̕aqƗ’iq al-asrƗr by Faxr al-DƯn al-RƗzƯ;
the chapter on samƗ‘ of the second rendering of al-RisƗlah al-Qušayriyyah
by an anonymous translator, and the chapter on samƗ‘ in al-Tas̚fiyah fƯ

50

Minorsky (1964: 46) states that the episode of the XwƗrazm-ŠƗhs domination had no importance in the cultural life of Persia.
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ah̛wƗl al-mutas̜awwifah. We begin with the presentation of KƯmiyƗ-yi
sa‘Ɨdat which is the earliest work from this century.

KƯmiyƗ-yi sa‘Ɨdat by ƤazƗlƯ
KƯmiyƗ-yi sa‘Ɨdat (The alchemy of happiness) is one of the most celebrated
religious books in Persian, dealing with the religious duties of the Muslims.
The author, Abǌ HҙƗmid MuhҖammad b. MuhҖammad b. MuhҖammad b.
AhҖmad al-ƤazƗlƯ (also ƤazzƗlƯ) al-TҐǌsƯ, was one of the most prominent and
influential theologians and Islamic jurists of his time and even all times.
Al-ƤazƗlƯ was born at TҐǌs in the province of XurƗsan, which is regarded
as the cradle of PƗrsƯ-yi DarƯ, in 450/1058 and died there in 505/1111. He
studied theology and Islamic philosophy (‘ilm al-kalƗm) in his hometown
TҐǌs and NayšƗbǌr, which was one of the most significant centres of cultural
activities during the period. ƤazƗlƯ moved to Baghdad (478/1085) becoming
the professor at the school (madrasah) founded by NizƗm al-Mulk in
484/1091. However, he left NizƗmiyyah and Baghdad and also his career as a
jurist and theologian, partly in protest against the corruption of the ‘ulamƗ of
that time in Baghdad (Watt, EI, s.v. al-GhazƗlƯ), in 488/1095.51 After leaving
Baghdad, he began a ten-year-journey to different parts of the region. He
sojourned in cities like Mecca, Medina, Damascus, and Hebron, meeting the
numerous religious leaders, Islamic professors and Sufi masters of that time.
He returned in 1106 to NayšƗbǌr, where he had once studied, and began
teaching Islamic Theology. ƤazƗlƯ became interested in Sufism before
leaving Baghdad, and during his journey this interest increased. This resulted
in the composition of his two celebrated works, i.e. Ih̚yƗ’ ‘ulǌm al-dƯn in
Arabic and KƯmiyƗ-yi sa‘Ɨdat in Persian. And indeed these works are the
product of this last phase of his life. Among his other significant works can
be mentioned: MaqƗs̜id al-falƗsifah, al-Iqtis̜Ɨd fƯ al-i‘tiqƗd, MiškƗt al-anwƗr.
He was a critic of Avicenna, al-FƗrƗbƯ, al-KindƯ and other early Islamic
philosophers, who had been deeply affected by Greek philosophy and
Mu‘tazilism. ƤazƗlƯ was a product of the religious climate created after the
emergence of the Turkish dynasties, the time of dominance of two Islamic
schools, i.e. ŠƗfi‘Ư and H̕anafƯ, and Aša‘rism at the expense of the other
schools and branches of Islam. It was a time when theologians participated
in scientific discussions and activity.
KƯmiyƗ-yi sa‘Ɨdat is the most important work of ƤazƗlƯ in Persian. It is
stated (SҖafƗ 1339 H.Š./1960, vol. ii: 923) that KƯmiyƗ-yi sa‘Ɨdat is a simple
abridgement of the author’s most significant work in Arabic Ih̚yƗ’ ‘ulǌm aldƯn. According to Baldick (Morrison 1981: 89), however, there are a number
51

According to Bertel´s (1960: 525), the political unrest at the accession of BarkiyƗrǌq (10941105) to the throne was the reason that ƤazƗlƯ left Baghdad, taking refuge first in Syria and
later in 1107 in Mecca.
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of differences between the two works, particularly in the four introductory
chapters of KƯmiyƗ-yi sa‘Ɨdat which, according to her, show other
tendencies than Ih̚yƗ’ ‘ulǌm al-dƯn. The work was written after the author’s
ten-year-journey in the region (or his escape-period) and for the common
people of XurƗsƗn. It took him ten years, from 490/1096 to 500/1106, to
compile the work. The section on samƗ‘ forms the eighth principle (aśl),
heading “ƗdƗb-i samƗ‘ wa wajd” (“the rules of listening to music and
ecstasy”), of the second foundation (rukn) which has been headed “dar
mu‘ƗmalƗt” (“on the rules of conduct”). The section consists of ca 5000
words and is divided into two chapters (bƗbs), each of which are in turn
divided into two parts. The headings, and, at the same time, topics, of the
section are (ƤazƗlƯ 1361 H.Š./1982: 369-389):
ϡήΣ Ϫ̪ϧ ϭ Ζδϟ ϼΣ ̵ϭ ί Ϫ̪ϧ ϥΎϴΑ ϭ ωΎϤγ ΖΣΎΑ έΩ ϝϭ ΏΎΑ
Part one: Concerning the lawfulness of samƗ‘ and on what kinds
of it are lawful and what kinds of it are unlawful

He (ibid.: 370) begins the chapter in the following way:
έΩ ζΗ Ϫ̯ Ζγ ϩΪϴηϮ̡ ϥΎϨ̪Ϥϫ ̵ϭέΩ ϥ Ϫ̯ ˬ̶ϣΩ ϝΩ έΩ Ζδϳήγ έ ̶ϟΎόΗ Ωΰϳ Ϫ̰ϧΪΑ
ωΎϤγ ϦϴϨ̪Ϥϫ ˬΪΘϓ ήΤμΑ ϭ ΩΩή̳ έΎ̰η ζΗ ήγ ϥ Ϧϫ ήΑ ϚϨγ ϢΧΰΑ Ϫ̰ϧΎϨ̩ ϭ ˬϦϫ
έΩ έ ϡΩ Ϫ̰ϧ ̶Α Ωέ ΪϳΪ̡ ̵ΰϴ̩ ̵ϭέΩ ϭ ΪϧΎΒϨΠΑ έ ̶ϣΩ ήϫϮ̳ ϥ ϥϭίϮϣϭ εϮΧίϭ
ϢϟΎϋ Ϫ̯ ̵ϮϠϋ ϢϟΎϋ ΎΑ έ ̶ϣΩ ϝΩ ήϫϮ̳ Ϫ̯ Ζγ ̶ΘΒγΎϨϣ ϥ ΐΒγ ϭ ˬΪηΎΑ ̵έΎϴΘΧ ϥ
..ϡήΣ Ύϳ Ζγ ϝϼΣ Ϫ̯ ωΎϤγέΩ ΖδϓϼΧ έ ΎϤϠϋ ϭ ... .Ζδϫ ΪϨϳϮ̳ Ρϭέ
You should know that God has a secret in the heart of man, which is
hidden still for him (man) like fire in iron. And if a stone hits iron, this
fire will appear, also audition of a beautiful and melodious song brings
it about that the essence of man comes to move, and it creates
something in him that man does not have any control over. The reason
is that there is a relation between the essence of the heart of man and
the highest world which is called the world of spirit. ... The Islamic
learned men (‘ulamƗ) have different opinions on whether samƗ‘ is
lawful or unlawful.

For instance, in this part (ibid.: 371-375) he considers that there are three
kinds of samƗ‘, namely:
ϭ ϮϬϟ ϪϤϫ ΎϴϧΩ ϭ ˬΩϮΑ ΖϠϔϏ Ϟϫ έΎ̯ Ϧϳ ˬ̵ίΎΑ ϖϳήσ ήΑ ϭ ΩϮϨη ΖϠϔϐΑ Ϫ̰ϧ ϝϭ Ϣδϗ
εϮΧ Ϫ̯ ΐΒγ ϥΪΑ ΪηΎΑ ϡήΣ ωΎϤγ Ϫ̯ ΪηΎΒϧ ϭέ ϭ ˬΩϮΑ ϥ ί ΰϴϧ Ϧϳ ϭ ˬΖγ ̵ίΎΑ
εϮΧ Ϫ̯ Ζγ ϡήΣ ϥ ί Ϫϧ Ζγ ϡήΣ ΎϬϴηϮΧ ί Ϫ̪ϧ ϭ ˬΖδϴϧ ϡήΣ ΎϬϴηϮΧ Ϫ̯ ˬΖγ
ϝΩ έΩ Ϫ̰ϧ ϡϭΩ Ϣδϗ ... ̵ΩΎδϓ ϭ Ζγ ̵έήο ̵ϭ έΩ Ϫ̯ Ζγ ϡήΣ ϥ ί Ϫ̰ϠΑ ˬΖγ
έΩ ΪϨ̯ ωΎϤγ ˬΩϮΑ ̶̯ΩϮ̯ Ύϳ ΩϮΑ ̶ϧί ̶ΘγϭΩ ϝΩ έΩ έ ̶δ̯ Ϫ̰ϧΎϨ̩ ˬΩϮΑ ϡϮϣάϣ ̶Θϔλ
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ΩϮϤΤϣ ̶Θϔλ ϝΩ έΩ Ϫ̰ϧ ϡϮγ Ϣδϗ ... Ζγ ϡήΣ Ϧϳ ... ΩϮη ΕΩΎϳί Εάϟ ΎΗ ̵ϭ έϮπΣ
.ΪϫΩ ΕϮϗ ήϧ ωΎϤγ Ϫ̯ ΪηΎΑ
The first kind: he who listens in a negligent manner and for pleasure.
This is the manner of the negligent people and the world (for these
people) is just (a place) for fun and play, and this (samƗ‘) is also part
of it. It is not right to proclaim samƗ‘ unlawful just because it is
pleasurable, as pleasures are not unlawful. And those kinds of
pleasures that are proclaimed unlawful are not unlawful because they
are pleasant, but they are unlawful since they cause harm and
destruction ... The second kind: he who has indecent intention in his
heart; for instance, a man who in his heart feels love for a woman or a
child, performs samƗ‘ before them in order to increase his pleasure ...
That is unlawful ... The third kind: he who has laudable intention in
the heart which samƗ‘ enhances.
[ΩϮΑ ϡήΣ ΎΠ̯ έΩ ωΎϤγ ]Ϟμϓ
Chapter [where samƗ‘ is unlawful]

He (ibid.: 376-381) enumerates the laws concerning where and when samƗ‘
is prohibited, writing:
ϝϭ ΐΒγ ...ΪϨ̯ έάΣ ϥ ί Ϫ̯ ΪϳΎΑ ΩϮη ϡήΣ ΐΒγ ΞϨ̡ ϪΑ ϢϴΘϔ̳ ΡΎΒϣ ωΎϤγ ΎΠϧ Ϫ̰ϧΪΑ
ϭ Ωϭήγ ΎΑ Ϫ̰ϧ ϡϭΩ ΐΒγ ...ˬΩϮΑ ΕϮϬη ϞΤϣ έΩ Ϫ̯ ̶̯ΩϮ̯ ί Ύϳ ˬΩϮϨη ̶ϧί ί Ϫ̰ϧ
Ϫϧ ˬΖγ ϩΪϣ ̶Ϭϧ ̵ϭ έΩ Ϫ̯ ΪηΎΑ ̶ϗήϋ ̵Ύϧ Ύϳ ΪηΎΑ ΎϫΩϭέ ϭ ˬΩϮΑ ςΑήΑ ϭ ϚϨ̩ ϭ ΏΎΑέ
ΐΒδΑ Ϧ̰ϴϟ - ΩϮΑ ϡήΣ Ϣϫ Ϊϧί ϥϭίϮϣΎϧϭ εϮΧΎϧ ̶δ̯ ή̳ Ϫ̯ - ΪηΎΑ εϮΧ Ϫ̰ϧ ΐΒδΑ
Ϊϧ ϩΩή̯ ϡήΣ ΪηΎΑ ιϮμΨϣ ϥΎθϳΎΑ Ϫ̩ήϫ ϭ ˬΖγ ϥΎ̳έϮΧ Ώήη ΕΩΎϋ Ϧϳ Ϫ̰ϧ
Ϫ̯ ˬΖδϴϧ ϡήΣ ΩϮΑ ϞΟ ϼΟ ̵ϭ έΩ Ϫ̩ ή̳ - ϑΩ ϭ ϦϴϫΎηϭ ϞΒσ Ύϣ ...ˬΏήη ΖϴόΒΘΑ
ζΤϓ Ωϭήγ έΩ Ϫ̰ϧ ϡϮγ ΐΒγ ...Ζδϴϧ ΎϫΩϭέ ϥϮ̩ Ϧϳ ϭ ˬΖγ ϩΪϣΎϴϧ ̵ΰϴ̩ ϦϳέΪϧ
Ζϔλ Ϫ̯ ˬϑϭήόϣ ΪηΎΑ ̶ϧί Ζϔλ Ύϳ ... ˬϦϳΩ Ϟϫ ί ΩϮΑ Ϧόσ Ύϳ ˬΪηΎΑ ΎΠϫ Ύϳ ˬΪηΎΑ
̵ϭήΑ ΕϮϬηϭ ΪηΎΑ ϥϮΟ ϩΪϧϮϨη Ϫ̰ϧ ϡέΎϬ̩ ΐΒγ ...ΪηΎΒϧ ϭέ ϦΘϔ̳ ϥΩήϣ ζϴ̡ ϥΎϧί
ΡΎΒϣ Ϧϳ ˬ̵ίΎΑ ϭ Εήθϋ ϖϳήσ ήΑ ΪϨϨ̯ ΕΩΎόΑ ωΎϤγ Ϫ̯ ϡϮϋ Ϫ̰ϧ ϢΠϨ̡ ΐΒγ ... ˬΐϟΎϏ
 ...ΪϨ̰ϧ ΖΒχϮϣ ϥ ήΑϭ Ωήϴ̴ϧ Ϫθϴ̡ Ϫ̰ϧ ρήθΑ Ϧ̰ϴϟ ˬΪηΎΑ
You should know that even though we have declared samƗ‘ licit, it
can be unlawful on five occasions, and you should abstain from it ...
The first occasion is that if you hear it from a woman or a child who is
at age of puberty ... The second occasion is that if it is practised with
the surǌd [a type of bowed string instrument], the rubƗb [a type of
string instrument], the þang [harp], barbat̛ [a type of lute], or other
string instruments or the Iraqi nƗy (reed) which have been prohibited;
not because it is pleasurable (even if one plays untunefully and
unmelodiously, it is also unlawful) but because it is the habit of winebibbers, and all acts of these poeple have been prohibited just as wine
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(itself). However, the t́abl [drum], the šƗhƯn [reed], and the daf
[tambourine] even if it has jingles, are not unlawful, because no
prohibition has been placed on these (instruments) and they are not
like string instruments ... The third occasion is that if there is a curse
or scorn in the song, or cursing the true believer, ... Or it describes a
known (famous) woman, since to talk about the beauties of women
with men is not admissible ... The fourth occasion is that if the listener
is young and has strong lust ... The fifth occasion is that if the
common people make a habit of samƗ‘ for the pleasure and
enjoyment, that is licit, but on the condition that they do not make it a
profession and do not pay too much attention to it ...
ϥ ΏΩ ϭ ωΎϤγ έΎΛ έΩ ϡϭΩ ΏΎΑ
Part two: On the effects of samƗ‘ and its rules of good conduct

ƤazƗlƯ (ibid.) considers that samƗ‘ has three different stages, writing,
Ζ̯ήΣ ϩΎ̴ϧ ˬΪΟϭ ϩΎ̴ϧ ˬϢϬϓ ϝϭ :Ζγ ϡΎϘϣ Ϫγ ωΎϤγ έΩ Ϫ̰ϧΪΑ
You should know that samƗ‘ (audition) has three stages: first fahm
(understanding), and next wajd (ecstasy) and then h̚arakat (motion,
dance).

Then he tries to explain each stage with the help of the Koran, anecdotes,
histories and saying of religious leaders and holy men.
The last part of the section, which deals with the rules of good conduct in
samƗ‘, is the shortest part of the section and consists of ca 380 words. The
title and part of it (ibid.: 388 f.) is as follows:
ωΎϤγ ΏΩ
The rules of good conduct in samƗ‘
̶ϟϮϐθϣ ϝΩ Ζϗϭ ήϫ Ϫ̯ :ϥϮΧϭ ϥΎ̰ϣϭ ϥΎϣί :ΖηΩ ΪϳΎΑ ϩΎ̴ϧ ΰϴ̩ Ϫγ ωΎϤγ έΩ Ϫ̰ϧΪΑ
ϭ ΩϮΑ ϩΪϨ̯ή̡ ήΘθϴΑ ΎϬϟΩ Ϫ̯ ΩϮΑ ̶Θϗϭ Ύϳ ˬΩϮΑ ϥΩέϮΧ ϡΎόσ Ζϗϭ Ύϳ ˬΩϮΑ ίΎϤϧ Ζϗϭ Ύϳ ˬΪηΎΑ
ϭ εϮΧΎϧ ̶ΎΟ Ύϳ ˬΪηΎΑ ̵έά̳ ϩέ ϥϮ̩ :ϥΎ̰ϣ Ύϣ .ΩϮΑ ϩΪϳΎϓ ̶Α ωΎϤγ ˬΪηΎΑ ϝϮϐθϣ
Ϫ̯ ήϫ Ϫ̯ ΪϳΎΑ Ϫ̯ ΩϮΑ ϥ ϥϮΧ Ύϣ .ΩϮΑ ϩΪϳέϮη Ζϗϭ ϪϤϫ ΩϮΑ ̶ϤϟΎχ ϪϧΎΨΑ Ύϳ ˬ̮ϳέΎΗ
... ΩϮΑ ωΎϤγ Ϟϫ ΩϮΑ ήοΎΣ
You should know that three things should be respected at samƗ‘
(sessions): time, place, and companions. [Regarding time:] when the
heart is busy (with something else), or when it is time for prayer, or
when it is time for eating food, or when the hearts are more distracted
and busy, samƗ‘ is useless. As for place: if it is a passage, or an
unpleasant and dark place, or it is at home of an oppressor, all time is
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wasted. Concerning companions, it is necessary that whoever is
present must be the man of samƗ‘ (be there for the sake of samƗ‘) ...

In comparison with the section on samƗ‘ of Ih̚yƗ’ ‘ulǌm al-dƯn, in which
the author deals more comprehensively with the ‘ulamƗ’s point of views on
samƗ‘ and listening to music and even other topics, KƯmiyƗ-yi sa‘Ɨdat is
much simpler.52 In comparison with HujwƯrƯ’s work Kašf al-mah̚jǌb,
KƯmiyƗ-yi sa‘Ɨdat is also more compact and concise. ƤazƗlƯ’s approach to
the subject, however, is more systematic and methodical through his clear
definition of rules and customs concerning listening to music than HujwƯrƯ’s.

Al-tas̚fiyah fƯ ah̛wƗl al-mutis̜awwifah by ‘AbbƗdƯ
The second work which will be dealt with here is the chapter on samƗ‘ in alTas̚fiyah fƯ ah̚wƗl al-mutis̜awwifah (The refinement of spiritual states of
Sufis) by Qutѽb al-DƯn AmƯr MansҖǌr al-Muzaffar b. AbƯ al-Hҙusayn b. ArdašƯr
b. AbƯ MansҖǌr al-‘AbbƗdƯ.
‘AbbƗdƯ was born in the village of Sinj (SinjƗn, SingƗn) in the district of
‘AbbƗd near Marw in 491/1097. After receiving his primary education from
his father, who was a prominent preacher in that district, he went to QazwƯn
and began preaching there. ‘AbbƗdƯ was sent to the caliph al-MuqtafƯ by
Sanjar in 541/1146, and “he found great acceptance in Baghdad” (Lambton
[CHI vol. 5: 276]). He became so popular that the common people,
according to Ibn al-AtƯr, “abandoned their occupations to be present at his
52

The headings of the section on samƗ‘ in the Ih̚yƗ’ ‘ulǌm al-dƯn (ƤazƗlƯ wd, vol. 2: 266-301)
are as follows:
Ϫϴϓ ϖΤϟ ϒθ̯ ϭ ωΎϤδϟ ΔΣΎΑ· ̶ϓ ˯ΎϤϠόϟ ϑϼΘΧ ή̯Ϋ ̶ϓ ϝϭϻ ΏΎΒϟ
First chapter: Concerning the disagreements of the learned on the lawfulness of
listening to music, and revealing the truth regarding disclosure
ϪϤϳήΤΗ ϭ ϪϠϴϠΤΗ ̶ϓ ΔϓϮμΘϤϟ ϭ ˯ΎϤϠόϟ ϞϳϭΎϗ ϥΎϴΑ
Statements by the learned and Sufis on the lawfulness and unlawfulness (of
samƗ‘)
ωΎϤδϟ ΔΣΎΑ· ̶Ϡϋ ϞϴϟΪϟ ϥΎϴΑ
Presentation of proof of lawfulness of samƗ‘
 ΎϬϨϋ ΏϮΠϟ ϭ ωΎϤδϟ ϢϳήΤΘΑ ϦϴϠΎϘϟ ΞΠΣ ϥΎϴΑ
Presentation of arguments of people who are in favour of the prohibition of
samƗ‘ and response to these argues
 ΙϼΛ ΕΎϣΎϘϣ Ϫϴϓ ϭ ϪΑΩ ϭ ωΎϤδϟ έΎΛ ̶ϓ ̶ϧΎΜϟ ΏΎΒϟ
Second chapter: On the effects of samƗ‘ and the rules of good conduct with regard to them and they are in three stages
 (ϢϬϔϟ ̶ϓ ϝϭϻ ϡΎϘϤϟ)
(The first stage: Concerning understanding)
(ΪΟϮϟ ϞϳΰΘϟ ϭ ϢϬϔϟ ΪόΑ ̶ϧΎΜϟ ϡΎϘϤϟ)
(The second stage: After understanding and applying comes ecstasy [wajd])
Ύ˱ϨσΎΑ ϭ ˱ήϫΎχ ωΎϤδϟ ΏΩ Ϫϴϓ ή̯άΗ ωΎϤδϟ Ϧϣ ΚϟΎΜϟ ϡΎϘϤϟ
The third stage of samƗ‘: We will mention in this chapter the rules of good
conduct of external and internal manifestation of samƗ‘
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assembly.” (ibid.) ‘AbbƗdƯ was active as a preacher in the NizƗmiyyah school
and a messenger for the caliph. He died during one of his missions as a
messenger in the province of XǌzistƗn in 547/1152. He has written a number
of works on Sufism, among others ManƗqib al-s̜ǌfiyyah, Mi‘rƗj-nƗmah.
Al-Tas̚fiyah fƯ ah̚wƗl al-mutas̜awwifah, which is on Sufism and different
forms of Sufis’ spiritual conditions and states and Sufi terms, is divided into
an introduction and four sections (rukns [pillars]), each of which is in turn
divided into a number of chapters and sub-chapters. The fifth martabah
(stage) of the first qism (kind) of the third rukn, which is headed “dar ah̚wƗl”
(“on spiritual states”), is on samƗ‘. It is relatively short and contains ca 950
words. The author (‘AbbƗdƯ 1347 H.Š./1968: 150) begins this section thus:
Ϧϣ Ϯ˴ϓή˴ϋ Ύ˷Ϥϣ ϊ˶ ϣ˷Ϊϟ Ϧϣ ξ
˵ ϴϔΗ Ϣ˵ϬϨϴϋ˴ ̵ήΗ ϝϮγ˷ήϟ ̶
˴ ϟ ϝ
˴ ΰϧ˵ Ύϣ Ϯ˵όϤγΫ˴ϭ : ̶ϟΎόΗ Ϳ ̶ϟΎϗ
ϡίϮϟ ϭ Ζϓήόϣ ΏϮΟϭ Ϫ̰ϧΎϨ̪Ϥϫ ϭ Ζγ ΖϘϳήσ ΏΎΑέ ϝϮΣ ί ωΎϤγ Ϫ̰ϧΪΑ .ϖ
˷ Τϟ
ϞλΎΣ ωΎϤδΑ Ϣϫ ϝΩ βϧ ϭ Ρϭέ ϭ ΖϘϳήσ ϖϳΎϘΣ Ϊϳ ϞλΎΣ ωΎϤΘγΎΑ έ ̶ϣΩ Ζόϳήη
.Ϊϳ
God the Sublime says: “And when they hear what has been revealed to
the apostle, you will see their eyes overflowing with tears on account
of the truth that they recognize.” You should know that samƗ‘ is one of
the affairs of Sufis masters. And as men obtain the necessities of science and religion by listening, the truths of the Sufi path and the spirit
and the repose of soul are also obtained by samƗ‘ (audition, listening).

After the introduction in which the author defines sama‘ he defends it,
emphasizing the importance of samƗ‘ for the soul. For instance, he (ibid.:
152 f.) writes:
Ζϳϻϭ έΩ ή̯ ήϫ ϭ Ζδϴϧ ωΎϤγ ϻ
˷  άϏ ϭ ΕϮϗ ΎϴϧΩ έΩ έ ϪϘσΎϧ βϔϧ ϭ ήϫΎχ Ρϭέ ϭ
β̯ ϦϴϨ̩ Ϧϳ ϭ έ ϭ Ζδϴϧ ήΒΧ ̨ϴϫ Ζϓήόϣ ΰ˷ ϋ ϭ ϖτϧ ΖϘϴϘΣ ί Ζδϴϧ ΐϴμϧ ωΎϤγ
ήϫ ϭ Ζγ ϡήΣ ήϳϭ ΩϮϨη ΕϮϬθΑ Ϫ̯ ήϫ ϭ ... ΕΎϧϮϴΤΑ Ϫ̯ Ζδϧ ί ήΘ̰ϳΩΰϧ ΕΩΎϤΠΑ
Ϣ˷ Ϭϣ έ Ζϓήόϣ ϥϼϣΎ̯ ϭ Ζ˷ΒΤϣ ΏΎΤλ ϭ Ζγ ΡΎΒϣ ήϳϭ ΩϮϨη ΩϮΧ ϝϮΣ ΖΒδϨΑ Ϫ̯
.ωΎϤδΑ ϥΎϘηΎϋ ϥΎΟ ϭ ΏΑ ΪϧΎϣ ϩΪϧί ̶ϫΎϣ Ϫ̯ Ζγ
There is no food and nourishment for the spirit and heart except
samƗ‘. One who does not have the fortune to gain from the domain of
samƗ‘, he does not have the mind of understanding or dignity of
cognition. Such a person is closer to inanimate things than to animate
… It is unlawful for the person who listens for pleasure. And it is
permitted for the person who listens according to his spiritual states. It
[samƗ‘] is important for the people (followers) of affection (mystic
love) and people possessing perfect knowledge, because a fish lives
by water and the soul of lovers [of God] by samƗ‘.

76

At the end of the chapter, he (ibid.: 153) deals with the conditions of samƗ‘:
ί ίήΘΣ ϭ ήσΎΧ Ζ˷ϴόϤΟ ϭ ϝΩ έϮπΣ ϭ Ζϗϭ ̵Ύϔλ ί ΖγέΎϴδΑ ςϳήη ωΎϤγ έΩ ϭ
... ΏΩ φϔΣ ϭ ϥϮΧ ΎΑ ΕΪϋΎδϣ ϭ Ζϟΰϋ ϭ ϭΰϧ ϭ έΎϴϏ
And there are many conditions in samƗ‘: the purity of time, presence
of the heart, peace of mind, avoiding strangers, retreat and seclusion,
and the honest dealing with friends and observance of politeness ...

Besides this chapter, the sixth martabah of the same qism and rukn is also
partly on samƗ‘. It is headed “martabah-i šašum wajd wa h̞arakat ast kih az
samƗ‘ padƯd Ɨyad” (“the sixth stage is wajd [ecstasy] and h̚arakat [motion]
that samƗ‘ causes”). He (ibid.: 154) mentions:
ΕϭΎϔΗ Ϧϳϭ ΕϭΎϔΘϣ Ζγ ΕΎ̯ήΣϭ ϒϠΘΨϣ Ζγ ϝϮΣ ωΎϤγ Ζϗϭ έΩ έ ϥΎόϤΘδϣ Ϫ̰ϧΪΑ
ϥϮ̰γ ϝϮΣήΑ ΐϟΎϏ έ ̶πόΑ ϭ Ζγ ωΎϤγ ΕΎ̯έΩ ΐδΣήΑ ΕϻΎΣ ϑϼΘΧϭ ΕΎ̯ήΣ
̶πόΑϭ ˬ̶ϧΎόϣ έΩ ϕήϐΘγϭ Ζ˷Ϥϫ Ζόϓέϭ ήψϧ Ζ˷ϗΩϭ Ϟ˷ϤΤΗ Ε˷Ϯϗϭ βϔϧ ΖϳέΩ ί ΪηΎΑ
ΪϨϧΎϣ ϭ βϔϧ ϒόοϭ ή̰ϓ Ώήτοϭ ϝΩ ΝΎϋΰϧϭ ΕϮϬη ρήϓί ΪηΎΑ Ζ̯ήΣ ΐϟΎϏ έ
.Ϧϳ
You should know that the listeners (mustami‘Ɨn) have different
(spiritual) states and different movements when they perform samƗ‘.
And these differences in motions and states is according to their
perception of samƗ‘. The dominant state of some peoples is sukǌn
(inaction, stillness) because of their knowledge of soul, strength of
endurance, subtlety of mind, dignity of aspiration and entire
engrossment with meanings. The dominant state of some other
peoples is h̞arakat (motion, movement) because of (their) excessive
passion, uneasiness of heart, disturbance of mind and weakness of
soul and the like.

Then, he (ibid.: 154 f.) notes:
ΖγΪΟϭ ϡϭΩ ϪΟϭ ... ΖγΪΟϮΗ ϝϭ .. .Ζγ ϪΟϭ ϪδΑ ϩΪϋΎϗ ϦϳέΩ ωΎϤγ ΏΎΑέ ϝϮΣϭ
.ΖγΩϮΟϭ ϪΟϭ ϡϮγ ϭ ...
The states of the masters of samƗ‘ are three stages: the first (stage) is
tawƗjud, the second stage is wajd (ecstasy) and the third stage is
wojǌd (discovering, finding).

In this chapter the author also deals in part with some rules of good
conduct at the samƗ‘-session. He (ibid.: 157), for example, mentions:
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ϊσΎϗ ̵ϭ έΩ ϒ˷Ϡ̰Η ˬΖγ ΖϘϴϘΣ ϡΎϘϣ ωΎϤγ Ϫ̯ ΩϮΑ ήΘϬΑ ΪϨηΎΑ ήΗέϭΩ ϒ˷Ϡ̰Η ί ΪϨ̩ ήϫ ϭ
έΩ ... ΪηΎΑ Ϊϴ̡ ϕΪλ ήΛ Ωϭέ ̶Θ̯ήΣ ϒ˷Ϡ̰Η ̶Α ϥϮ̩ ϭ ΩέΩ έΎϴδΑ ΕΎϓ ϭ Ζγ ϖϳήτ
˷ ϟ
... ΪϳΎϴϧ Ζγέ ΏΎΘ̰Αϭ ϥΎόϤΘδϣ Ζ̯ήΣ ϭ ΪΟϭ ϝϮΣ ϭ ωΎϤγ έΩ Ζγ έΎϴδΑ ΏΩ ϪϠϤΟ
The further from takalluf (artificial effort) the better, for samƗ‘ is the
place of truth (sincerity), and artificial effort is qƗt́i‘ al-t́arƯq (against
the path of Sufis), and brings with it much harm. And if there is a
movement without artificial effort, the effect of sincerity will show
(itself). ... Generally, there are many rules of good conduct in samƗ‘,
the states of ecstasy and motion (h̞arakat [movement, dance]) of
listeners (mustami‘Ɨn), and they cannot be appropriately explained in
a book ...

Concerning the treatment of topics, the chapters on samƗ‘ in this work in
comparison with the earlier work on the subject written during this century,
i.e. KƯmiyƗ-yi sa‘Ɨdat by al-ƤazƗlƯ, are of less importance for the
development of the subject samƗ‘. However, one aspect of the work has
made it a good representative of its time and simultaneously a contributor to
the development of Persian musical literature. As we know the author of the
work was a celebated theologian of his time and we also know that during
the first century of Persian writing on music the authors of the subject samƗ‘
were solely Sufi leaders. What we notice here is the emergence of a new
category of authors among the writers on the religious approach and the
subject samƗ‘. This development took place during the 12th century and
‘AbbƗdƯ obviously contributed to it in a significant way.

H̕adƗ’iq al-anwƗr fƯ h̞aqƗ’iq al-asrƗr by Faxr al-RƗzƯ
The third work which has come down to us from this century, is the chapter
on music of one of the most celebrated Persian encyclopaedias, namely
H̝adƗ’iq al-anwƗr fƯ h̚aqƗ’iq al-asrƗr (The gardens of light on the truths of
secrets) by Faxr al-DƯn MuhҖammad b. ‘Umar b. al-Hҙusayn al-RƗzƯ known as
ImƗm Faxr al-RƗzƯ. The author was born in 543/1149 or 544/1150 at Rayy in
the central part of Iran. He began his education and studies there. He left his
hometown for XwƗrazm after his student years, hoping to find a job at the
court. Anawati (EI, s.v. Fakhr al-DƯn al-RƗzƯ) states that he was obliged to
leave XwƗrazm and return to Rayy because of the Mu‘tazilƯs, with whom he
was engaged in relentless controversies. At any rate, a few years later he
began serving at the court of ‘AlƗ’ al-DƯn Takaš of the XwƗrazm-ŠƗhs, for
whom he wrote his celebrated encyclopaedia H̝adƗ’iq al-anwƗr. He was
most active in the territory ruled by XwƗrazm-ŠƗhs, travelling a lot in their
realm. In the end Faxr al-DƯn al-RƗzƯ stayed in HarƗt where he spent the last
years of his life and died there. Al-RƗzƯ was an outstanding theologian and at
the same time a prominent Islamic philosopher, definitely not, however, in
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the way the early Islamic philosophers, like al-FƗrabƯ or Ibn SƯnƗ who had
been strongly affected by Greek philosophy and sciences. Al- RƗzƯ was, like
his predecessor al-ƤazƗlƯ, a follower of the ŠƗfi‘Ư School in law and of Aš‘arƯ
theology and an opponent of Mu‘tazilism. He tried to reconcile (Greek)
philosophy with Islamic theology, which was a very clear tendency among
Islamic scientists during this period. Although he was an opponent of early
Islamic philosophers, al-RƗzƯ was influenced and inspired by them. He wrote
a considerable number of his major works in Arabic and only a few in
Persian. Among his important Arabic works can be mentioned, KitƗb alarba‘Ưn fƯ uśǌl al-dƯn, NihƗyat al-‘uqǌl, Šarh̞ al-išƗrƗt, Al-mabƗh̞it almašriqiyyah. Among his Persian works can be mentioned Us̜ǌl-i ‘aqƗyid,
RisƗlah-i rǌh̚iyyah, Al-ixtiyƗrƗt al-‘alƗ’iyyah, and the most celebrated of
them H̕adƗ’iq al-anwƗr fƯ h̞aqƗ’iq al-asrƗr.
H̕adƗ’iq al-anwƗr fƯ h̞aqƗ’iq al-asrƗr was the result of al-RƗzƯ’s sojourn
in XurƗsƗn, which was ruled by ‘AlƗ’ al-DƯn XwƗrazm-ŠƗh MuhҖammad b.
Takaš (who reigned from 567/1172 to 1172/1200). In some Mss the work is
entitled JƗmi‘ al-‘ulǌm (Collector of sciences). There are three versions of
the encyclopaedia, the first version deals only with 40 sciences, the second
with 57 sciences and the third and last version, which was written in
575/1179, deals with 60 sciences.53 RƗzƯ’s encyclopaedia is the second
encyclopaedia in Persian that has a section on music and is of much wider
scope than Ibn Sina’s/JǌzjƗnƯ’s.54 The section on the science of music (‘Ilm
al-mǌsƯqƯ) is, nevertheless, more concise and shorter than that of
Avicenna/JǌzjƗnƯ. The section consists of ca 800 to 1000 words, dealing
with nine as̞ls (bases, principals) of the science of music. Its topics and some
parts of the work (RƗzƯ 1372 H.Š./1993: 98-104) are as follows:55
̶ϘϴγϮϤϟ ϢϠϋ
̶ϟΎόΗ Ϳ ϥϮόΑ ϢϴϨ̯ ΩΎϳ ϢϠϋ Ϧϳ ϝϮλ ί Ϟλ Ϫ˵ϧ ϢϠϋ ϦϳέΩ ϭ
The science of music
And on this science we will mention nine of its principals with the
help of God the Sublime
ϥ ϡΎδϗ ϭ ίϭ ΖϘϴϘΣ έΩ :ϝϭ Ϟλ

53

XƗnlarƯ (1348 H.Š./ 1969: 368) mentions the date of composition as 547/1152 which must
be wrong.
54
The work is the third Persian encyclopaedia. The second one, which does not have a section
on music, is the Nuzhat-nƗmah-i ‘AlƗ’Ư by Šams al-DƯn b. AbƯ al-Xayr in 477/1084.
55
The cited parts of the work here is the edited and published version of the work by PǌrjawƗdƯ (ibid.). I also have a microfilm of the Ms in DB (Ms. Orient, Oct. 263), but after a
comparison I have decided not to use the Ms of DB here because the edited and published
version by PǌrjawƗdƯ is more correct than the Ms of DB.
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ί Ύϳ ΖΨγ ̶ϤδΟ έΩ ΖΨγ ̶ϤδΟ ϦΘϓϮ̯ ί Ϫ̯ ΖγϮϫ Ν˷ϮϤΗ ίϭ ΙϭΪΣ ΐΒγ Ϫ̰ϧΪΑ
Ϊ˷ Αϻ ˬΩϮη ϞλΎΣ ΝϮϤΗ ϥ ϥϮ̩ ϭ .ΩϮη ϞλΎΣ ή̴ϳΩ ̶ϤδΟ ί ϢδΟ ϦϴϨ̩ ϥΪη ϩΪϨ̯ήΑ
ΰϴΗ ϩΎ̳ ϭ ϪΘδϫ ϩΎ̳ ϭ ΩϮΑ ΪϨϠΑ ϩΎ̳ Ύϫίϭ Ϫ̰ϧΪΑ ϭ .Ϊγέ εϮ̴Α ΝϮϣ ϥ ϭ Ωήϳά̡ ΝϮϣ Ϯϫ
ϭ ΰϴΗ ̵Ύϫίϭ ϥϮ̩ Ϫ̯ ήϳί Ζγ Ε˷ΪΣ ϭ ϞϘΛ ΎϬΘϤϐϧ ϑϼΘΧ ΐΒγ ϭ .ϥή̳ ϩΎ̳ ϭ ΩϮΑ
.ΩϮΒϧ ΐγΎϨΘϣ ΎϬΘϤϐϧ ΪηΎΒϧ ΐγΎϨΘϣ ή̳ ϭ ΩϮΑ ΐγΎϨΘϣ ΎϬΘϤϐϧ ΪηΎΑ ΐγΎϨΘϣ ϥή̳
The first principle: On the nature of sound and its different kinds
You should know that the cause of the production of sound is
vibration of the air that is caused by hitting a hard substance against
another hard substance or pulling such a substance from another one.
When that vibration is produced, it necessarily causes vibration in the
air and that vibration reaches the ear. You should know that sounds
are sometimes high and sometimes low, sometimes acute and
sometimes grave. The causes of differences between the notes are
gravity and acuteness, because, if the gravity and acuteness of sounds
are proportional, tones are (also) proportional, and if they are not
proportional, the tones also are disproportional.
ίϭ ̶ϧή̳ϭ ̵ΰϴΗ ΏΎΒγ έΩ :ϡϭΩ Ϟλ
The second principle: On the causes of gravity and acuteness of
sound
ςΑήΑ έΎΗϭ ϝϮλ ̵ΎϬϣΎϧ έΩ :(Ϣϴγ) ϡϮγ Ϟλ
ϭ ϭ ϡϭΩ ϭ .ΪϨϳϮ̳ ϢΑ έ ϭ ˬΖγ ήΗ φϴϠϏ ϪϤϫ ί ϥ ϭ ϝ˴ϭ :Ζγ έΎϬ̩ ϭ έΎΗϭ Ϫ̰ϧΪΑ
ϭ ήΑ έΩ Ϫ̯ Ζδϧ ϭ ϭ Ϣ˷ϴγ ϭ .ΐ˴Ϡτ˴ϣ ϥίϭήΑ ΪϨϳϮ̳ ΚϠΜϣ έ ϭ ˬΪηΎΑ ϭ ήΑ έΩ Ϫ̯ Ζδϧ
ήΗ ̮ϳέΎΑ ϪϤϫ ί ϥ ϭ ΪϨϳϮ̳ ήϳί ήϧ ϭ ϡέΎϬ̩ ϭ .̶Ϩό˴ϣ ϥίϭήΑ ΪϨϳϮ̳ ̶ϨΜ˴ϣ έ ϭ ˬΪηΎΑ
.Ζγ
The third principal: On the names of the principal strings of the
barbat́
You should know that it has four strings: the first one, which is the
thickest of all, has been called bam (bas), the second, which is the
closest [string] to the first, has been called matlat, upon the rhythm of
mat̜lab. The third one, which is the closest [string] to the second
[string], has been called matnƗ, upon the rhythm of ma‘nƗ. The fourth
[string] has been called zƯr and is the thinnest of all [the strings].

ΪϨ̯ ήψϧ ϥ έΩ ̶ϘϴγϮϣ Ϫ̪ϧ ϥΎϴΑ έΩ :ϡέΎϬ̩ Ϟλ
ϥΎθϳ ϥΎϴϣ Ϫ̯ ΖϬΟ ϥί ΎϬΘϤϐϧ ϝϮΣ ί ̶̰ϳ :ΚΤΑ ϭΩ ήΑ ΖδϠϤΘθϣ ̶ϘϴγϮϣ ϢϠϋ Ϫ̰ϧΪΑ
ωΎϘϳ ϢϠϋ έ ΚΤΑ ϥϭ ΪΘϓ ΎϬΘϤϐϧ ϥ ϥΎϴϣ Ϫ̯ ΎϬϧΎϣίί ϡϭΩ ϭ ˬΩϮΑ ̶ΗήϓΎϨϣ ϭ ̶ΘΒγΎϨϣ
ˬϭ ϒϴϟΎΗ ΐγΎϨΗ ΖϬΟ ί ϝϭ :ΖδϬΟϭ ϭΩ ί ΖδΗάϟ ΐΒγ Ϫ̯ ΎϬΘϤϐϧ ΐϴ̯ήΗ ϭ .ΪϨϧϮΧ
ϥϮ̩ Ϫ̯ ήϳί .Ζγ ̶ϔϟ ϥ ΎΑ ϊΒτΑ έ ΕΎϧϮϴΣ Ϫ̯ Ζγ ̵ΰϴ̩ ίϭ Ϫ̯ ΖϬΟ ϥ ί ϡϭΩ
ϥ ϥϮ̩ β̡ .Ϊϳ ΩϮΟϭ έΩ ϒϠΘΨϣ ̵Ύϫίϭ ̵ϭ ί ΪΑϻ ΪηΎΑ ̶Σήϓ Ύϳ ̶Ϥϟ Ύϳ ̶ϤϏ έ ϭ
Ϫ̯ ΩϮΑ ϥΎϨ̩ ϭ .ΩϮΑήΘθϴΑ ϥΑ ϒϟ ̶όϴΒσ ΐγΎϨΗ ήΑ ϞϘΛ ϭ ΕΪΣ ί ΪϨϨ̯ ΐ˷̯ήϣ έ Ύϫίϭ
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ήϫ Ϫ̯ήϳί ΩΩή̳ Εάϟ ΐΒγ ϥ ϭ ΩϮη ̶ϧΎδϔϧ ̵ΎϬΘϟΎΣ ϑϼΘΧ ΐΒγ Ύϫίϭ ϥ ϑϼΘΧ
 .ΩΩή̳ άϳάϟ Ϊ˷ Αϻ ΩϮη Ω˷ΪΠΘϣ ϥϮ̩ϭ ΩϮΒϧ άϳάϟ ΩϮη ϢϳΩ Ϫ̯ ΖϟΎΣ
The fourth principle: On what (the science of) music concerns
You should know that the science of music consists of two subjects
(discourses); one of them is on the conditions of notes with regard to
whether there is dissonance or consonance, and the second [subject,
discourse] is on the times which occur between the notes, and this
subject is called the science of ƯqƗ‘. There are two reasons when notes
are combined in such way that they cause pleasure: the first one is
because of the proportion between the combination of them, and the
second one is because the sound is something that animals are familiar
with naturally (instinctively). Because, if an animal is sad, (or) has
pain, (or) is happy, it certainly produces different sounds. So, if these
sounds are combined together according to their (sounds) acuteness
and gravity in natural proportions, familiarity to them is the greater.
And it will be in that way that the differences of those sounds cause
the different emotional conditions and they cause enjoyment. Because,
if a condition becomes permanent, it will be not enjoyable, and if it is
changed, it will necessarily be pleasant.
ΎϬΘϤϐϧ ̵ΎϬΒΘγΎϨϣ έΩ :ϢΠϨ̡ Ϟλ
The fifth principle: On the proportions of notes

The chapter (ibid., p. 100) begins as follows:
ϒϠΘΨϣ ϥϮ̩ Ύ˷ϣ .ΩϮθϧ ϞλΎΣ ΖΒγΎϨϣ ̨ϴϫ ̵ϭ ί ΩΩή̳ έ˷ή̰ϣ ΖϤϐϧ ̮ϳ ή̳ Ϫ̰ϧΪΑ
ϥΎϴϣ ˬΩϮΑ Ϊϳί ϡϭΩ ί ΖϤϐϧ ̶̰ϳ ϥϮ̩ ϭ .ΩϮη ϞλΎΣ ̵ΪόΑ ϭΩ ήϫ ωϮϤΠϣ ί ˬΪϧΩή̳
.ΪηΎΑ ϖϓϮΘϣ Ϫ̰ϠΑ ΩϮΒϧ Ύϳ ΩϮΑ ήϓΎϨΘϣ Ύϳ ΖΒδϧ ϥϭ .ΩϮΑ ̶ΘΒδϧ ϥΎθϳ
You should know that if a note is repeated, it will not produce any
(intervallic) relation. But, if there are different notes, by combination
of two of them an interval will be produced. If one of them is higher
than the other one, [then] there is a proportion between them. This
proportion is either consonant or not, i.e. it is dissonance.
ϩϮϘΑ ΩϮΑ ΕϭΎϔΗ ϞΜϣ ΕϭΎϔΘϣ Ϫ̯ Ϣδϗ Ϧϳ ΕΎΒγΎϨϣ ϥΎϴΑ έΩ :Ϣθη Ϟλ
The sixth principle: Concerning the relations of the kind that mutafƗwit is like tafƗwut in theory
 ϢΘϔϫ Ϟλ
The seventh principal: [without heading]
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In this chapter the author continues the discussion about different intervals.
At the beginning of the chapter, RƗzƯ (ibid., p. 102) mentions:
ΖϳΎϏ έΩ Ϫ̰ϠΑ ΩϮΒϧ ήϓΎϨΘϣ ϪϤϫ ϥ ίΎΑϭ ΩϮΑ ΎϬΘΒδϧ Ϧϳ ήϴϏ Ϫ̯ ΪηΎΑ ΩΎόΑ ̶πόΑ Ϫ̰ϧΪΑ
ΖΒδϧ ϡΎδϗ ή̴ϳΩ έΩ Ϫ̯ Ζγ ̶ΒγΎϨΗ ωϮϧ ϒόο ΖΒδϧ έΩ Ϫ̯ Ζδϧ ΐΒγ ϭ .ΩϮΑ ΐγΎϨΗ
ϭ ϖϠΣ έΩ Ϣϫ ˬΪηΎΑ ϡϭΩ ϥ ϡΎϘϣ ϢΎϗ ̮ϳ ήϫ Ϫ̯ Ζγ ϥΎϨ̩ ϥΎθϳ ΖϘϓϮϣ Ϫ̰ϠΑ .ΩϮθϧ ϪΘϓΎϳ
.ίΎγ έΩ Ϣϫ
You should know that there are some intervals that differ from these
proportions (which have been explained in the previous chapter), yet,
all of them are not dissonant, but they are ultimately proportional
(consonant). The reason is that there is a kind of proportion in the z̛i‘f
(double) proportion that there is not in other (types of) proportions,
that is to say, their harmonies are of such a nature that each of them
can substitute for the other, both in the throat and on the instrument.

The chapters (principles) eight and nine (ibid., pp. 103 f.) are as follows:
 Ζγ ιϮμΨϣ ̶ΘϟΎΣ ΐγΎϨϣ ̵ίϭ ήϫ Ϫ̰ϧ ϥΎϴΑ έΩ :ϢΘθϫ Ϟλ
βϔϧ ΎΗ ΪϧϮη ΰϴΗ ̵ΎϫίϭΑ ϥή̳ ̵Ύϫίϭ ί Ϫ̯ Ζδϧ ΖδΑήσϭ ̵ΩΎη ΐγΎϨϣ Ϫ̯ ̵ίϭ
ί Ϫ̯ Ζδϧ ΪηΎΑ ϪΣϮϧϭ ϢϏ ΖΒγΎϨϣ Ϫ̯ ̵ίϭ ϭ .ΩϮη έϭήγ ϭ Ώήσ ΝϭΎΑ ϢϏ ΐϴθϧ ί
̵ή̰ϓ Ε˷Ϯϗ ϖϳϻ Ϫ̪ϧ ϭ .Ϊϳ ϢϏ ΐϴθϧ ϪΑ ̵ΩΎη ̵ΪϨϠΑ ί βϔϧ ΎΗ ΪϧϮη ϥή̳ ίϭΑ ΰϴΗ ίϭ
.ΪΑΎϳ ̮Βγ ˬΪηΎΑ ̶ϧϮϬη ΕϮϗ ϖϳϻ Ϫ̪ϧϭ ΪΑΎϳ ϞϴϘΛ ˬΩϮΑ ̶ΒπϏϭ
The eighth principle: On each melody is proper for a particular
condition
The melody (song) that is suitable for happiness and gladness (joy) is
when it begins with low melodies and goes up to sharp melodies, so
the soul goes up from the descent to sadness to an ascent of joy and
gladness. The melody (song) that is suitable for sadness and
lamentation is that which (begins) with sharp notes and goes down to
low notes, so that the soul comes down from the height of gladness to
the depths of sadness. What is suitable for the power of thought and
passion is heavy. And what is suitable for the power of sensuality is
light.
 ϢϠϋ Ϧϳ ϑήη έΩ :ϢϬϧ Ϟλ
̵Ωή̳Ύη Ϫ̯ Ϊϧ ϪΘϔ̳ ϭ ΩϮΑ αέϮϏΎΜϴϓ Ωή̯ νϮΧ ϢϠϋ ϦϳέΩ Ϫ̯ ̶δ̯ ϝ˷ϭ Ϫϔγϼϓ ˯ΎϤ̰Σ ί
ϭ ΰϴΧήΑ Ζϔ̳ έ ϭ ̶δ̯ Ϫ̯ ΪϳΩ ΏϮΧ έΩ ̶Βη ϭ β̡ .ΩϮΑ ϩΩή̯ ϪϴϠϋ Ϳ ΕϮϠλ ϥΎϤϴϠγ
ϭ ΖγΎΧήΑ αέϮϏΎΜϴϓ ίϭέ ή̴ϳΩ ϭ .Ϧ̯ ϞλΎΣ ̶ϤϠϋ ϩΎ̴ϳΎΟ ϥ ί ϭ ϭέ ΎϳέΩ ϥϼϓ έΎϨ̰Α
ϥΎϤϫ ϡϭΩ ΐη έΩ .ΩίϮϣ ϢϠϋ ̵ϭ ί Ϫ̯ ΪϳΪϧ β̯ ̨ϴϫ Ωή̯ ήΒλ έΎϴδΑ ϭ Ϊϣ ΎϳέΩ έΎϨ̰Α
ϥΎϤϫ ϡϮγ ΐη έΩ ϭ .Ζθ̳ίΎΑ ΩϮμϘϣ ̶Α ϭ Ϊη ϊοϮϣ ϥΪΑ Ϣϫ ϡϭΩ ίϭέ ϭ ΪϳΩ ΏϮΧ
έΎϴδΑ β̡ .ϦΘϓή̳ ΪΑΎϳ ̶Ϥϧ ϑΰ̳ έ ΏϮΧ ϥ Ϫ̯ ΖδϧΪΑ ϭ ΪϣΎϴΑ Ϣϴγ ίϭέ .ΪϳΪΑ ΏϮΧ
ήΑ ΪϧΩί ̶ϣ Ϧϫ ήΑ ΎϬϗήτϣ ϭ ΪϧΩϮΑ ήοΎΣ ϊοϮϣ ϥ έΩ ϥή̴Ϩϫ ί ̶όϤΟ .Ωή̯ ϪθϳΪϧ
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ϪϧΎΨΑϭ Ωή̯ ϞϣΎΗ ΎϬΘΒγΎϨϣ ϥ έΩ ˬΩΎΘϓ ϥΑ ήσΎΧ έ αέϮϏΎΜϴϓ ϥϮ̩ .ΐγΎϨϣ ̶ϬΟϭ
Ϊη ϡϮϠόϣ ϥ έ ϭ ϥϮ̩ ϭ .ΪϧΪΑ Ύϫίϭ ϥΎϴϣ ΎϬΘΒγΎϨϣ ωϮϧ Ϫ̯ Ωή̯ ϥ Ϊμϗϭ Ζθ̳ίΎΑ
ϥΪϴϫϮ̰ϧ ϭ ̶ϟΎόΗ ̵ΪΧ ΪϴΣϮΗ έΩ ϩΪϴμϗϭ ΖδΑ ϥ ήΑ ϢθϳήΑϭ ΖΧΎγ ̵ίΎγ έΎϴδΑ ϪθϳΪϧΎΑ
̶ϣ ϖϠΧήΑ έ ϩΪϴμϗ ϥ ϭ .έΎ̳ίϭέ ΕΩΎϋ ήΑ Ωή̯ ΩΎθϧ ΕήΧ έΩ ϥΩή̯ ΐϴϏήΗ ϭ ΎϴϧΩ
έΩ έ ίΎγ ϥ β̡ .ΪϧΩΎϬϧ ΕήΧΑ ̵ϭέ ΎϴϧΩ ΐϠσ ί β̯ έΎϴδΑ ΐΒγ ϥΪΑ ϭ ίΎγ ϥΑ ΪϧϮΧ
ήΗϮ̰ϴϧ ήϧ ϭ ΪϧΩή̯ ΎϬθϳΪϧ ϥ έΩ ή̴ϳΩ ϥΎϤϴ̰Σ ϥ ί ΪόΑϭ .̵ΪϨΘηΩ ΰϳΰϋ ΎϤ̰Σ ϥΎϴϣ
ίΎγ ϭ Ωή̯ ϪθϳΪϧ ϥ έΩ ϭ .Ϊϣ βϴϟΎτγέ ϥΎϬΟ ϥΎϤϴ̰Σ ΩΎΘγΎΑ ΖΑϮϧ ΎΗ ΪϧΩή̯ ̶ϣ
ϻ ΩϮθϧ ή˷δϴϣ νϮΧ Ϧϳ ϞϤϋ ϭ ϢϠϋ ϦϳέΩ έ β̯ ̨ϴϫ ˬϪϠϤΟ έΩ ϭ .ΖΧΎδΑ ϥϮϨϏέ
ΎΑ ϢϠϋ Ε˷Ϯϗ έ ̶δ̯ ή̳ ϭ ˬΪϫΩ ̵έΎϳ Ζγέ ϊΒσϭ ̶ϓΎλ ϦϫΫϭ ΩΎ˷ϗϭ ήσΎΧ Ϫ̯ ϩΎ̴ϧ
.ΩϮΑ ήϴψϧ ̶Α ΩϮΧ Ϧ
˷ ϓ έΩ ΩϮη ϊϤΟ ΖϋΎϨλ ϦϳέΩ ΖγέΎϤϣ
The ninth principle: On the superiority of this science
Among the scientist-philosophers who for the first time deeply
pondered on this science was Pythagoras. It is said that he was
Solomon’s, May God have mercy upon him, pupil. So, he dreamed
one night that someone told him, “wake up and go to the shore of a
certain sea and get knowledge of science in that place.” In the
morning, Pythagoras woke up and went to the shore of the sea, and he
waited for a long time there, but he did not meet anybody who could
teach him anything. He dreamed the same dream on the second night.
And on the second day he went to the same place, but he came back
without any result. On the third night he had the same dream. The
third day came, and he understood that he should not trifle with that
dream. So, he reflected very much (on that dream). There was a group
of blacksmiths in that place, hammering on iron by sledges in a proper
way. When Pythagoras saw them, he thought about these proportions
and returned home. He decided to figure out the proportions of these
sound. And when he figured it out after deep reflections, he built an
instrument and stringed it. Then, he composed a song on tawh̢Ưd (the
unity) of God (AllƗh) Sublime, the disapproval of this world and the
exhortation to the doomsday according to the tradition of that time. He
was singing this song with that instrument for people, and for this
reason (because of this song) many people stopped thinking about this
world and turned to (think about) the judgment day. So, this
instrument was dear to the philosophers. And so, other philosophers
studied and improved it till the time of Aristotle came. He reflected on
it and constructed the instrument (called) the organ. Generally,
nobody can ponder on this science and practise it except with the help
of sharp thought, a clear mind and right nature. And if one combines
the strength of this science (theory) with practice in this art, then he
will be unique in his art.

If we accept the notion that the section on music in DƗniš-nƗmah is a
Persian translation and summary of Ibn SƯnƗ’s al-NajƗt and al-ŠifƗ’, the
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section on music in H̝adƗ’iq al-anwƗr fƯ h̚aqƗ’iq al-asrƗr is the earliest work
on music theory which was originally written in Persian, and therefore it is
of major importance for the establishment of Persian musical literature. The
treatment of topics has been focused on the definition of sound, music and
its creation and musical intervals. It is remarkable that al-RƗzƯ fails to deal
with rhythm despite the fact that he himself points out that rhythm is the
second most important discourse (subject) in the dicussion on music and
music theory. It is not known why he fails to deal with the musical element
of rhythm in the section on music of his encyclopaedia. Furthermore, the
third principle is, in my judgement, placed badly without any coherence
between the previous and the following topics.

The second Persian translation of al-RisƗlah al-Qušayriyyah
by an anonymous translator
The forth work which has come down to us from the 12th century is the
second Persian rendering of al-RisƗlah al-Qušayriyyah. I have presented the
author and the original Arabic work in the previous chapter. And as
mentioned in that chapter, the work was translated first by a certain Abǌ ‘AlƯ
al-Hҙasan b. AhҖmad al-‘UtmƗnƯ, who was one of al-QušayrƯ’s pupils and
disciples. The second translation is an attempt to correct the first one (see
chapter two). According to SҗafƗ (1339 H.Š./1960, vol. ii: 889), the second
rendering was done by Abǌ al-FutǌhҖ ‘Abd al-RahҖmƗn b. al-NayšƗbǌrƯ during
the second half of the 12th century. However, as has been noted in the
introduction to the second translation (Tarjumah-i risƗlah-i Qušayriyyah
1345 H.Š./1966: 1) and as FurǌzƗnfar (ibid.: 76) points out, it was
NayšƗbǌrƯ’s intention to translate or correct the first rendering, but he died
before managing to do so. And no name is given in the introduction or other
parts of the work concerning the translator of the second rendering, and
therefore the translator of this rendering is anonymous. For information on
the section of samƗ‘ of the risƗlah I refer the reader to the previous chapter.

Ms of undated work copied during the 12th century
Persian translation of TaqwƯm al-s̞ih̚h̚ah
As has been mentioned, an Ms of an undated Persian translation of a
celebrated Arabic medical work, i.e. TaqwƯm al-śih̚h̞ah (The table of health)
which has a section on music, has also come down to us from the 12th
century.
The author of the original Arabic work is Abǌ al-Hҙasan al-MuxtƗr b. alHҙasan b. ‘Abdǌn b. Sa‘dǌn b. al-BaƥdƗdƯ, known as Ibn ButѽlƗn, (d.
458/1066). He was one of the most famous physicians of his time and writer
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of a number of works on medicine and other subjects, among which can be
mentioned Da‘wat al-atibbƗ, Muxtas̞ar JƗlƯnǌs (Elkhadem [Ibn ButѽlƗn,
1990: 11 f.]). We do not know the exact date of the composition of the
original Arabic work. We know only that it was written some time between
1030 and 1066. The Persian translator and the date of translation of the work
are also unknown. Nevertheless, the oldest Ms of the work, which is in GBLbl (Or. 6288), and which was copied in 517/1123, suggests that it was
translated before that date. It is probable that the translation was made during
the second half of the 11th century not long after the composition of the
original Arabic work.
The work is a medical treatise arranged in tables. It is the only work
written/translated in Persian that takes a medical approach to music and,
although the work is just a rendering, it is a unique work in Persian. In the
section (or rather two tables) on music the author deals with music therapy
and the effects of music on nafs (the soul). This part begins with an
explanation of the use of music to preserve health and how it can soothe
pain. The section on music (TaqwƯm al-s̞ih̚h̢ah, Ms. S-Uu, Ovet 23 [for the
Persian text see appendix 4]) begins as follows:
Music is used for preserving the health, and it varies according to
differences in the characters of peoples. This art was founded in
ancient time to attract the spirit towards good manner, and then
doctors used it to cure diseases, because the effect of the melody on a
disturbed spirit is similar to that of drugs on a sick body. The
influence of music on the spirits is obvious, for example, to ride
camels by songs (h̚udƗ’) and the gladness of children when they listen
to songs. Music gives joy and pleasure, and it helps people when they
pray and study, and doctors make use of it to reduce pain, as well as
workers use it to reduce their load. The best song is a song that
preserves the proportion between rhythm, the correct tuning of cords
(of each instrument) and the correct tuning of all the instruments (that
play together). One can recognise the correct tuning of the cords by
the harmonization of xins̜ir [the place of the little finger on the fret of
instruments in the “finger modes system”] of each cord with mut̜laq
[open string] of that which follows it.

The first and second tables in this work (ibid.) have the following titles:
̶ϧΎδϔϧ ΙΪΣ ϭ ̶ϘϴγϮϣ έΪϧ
On music and psychological states

In this part (table) the author deals with the ode (surǌd), song (ƗwƗz) and the
organ (arganǌn), dance (raqs̜̞) and rhythm (ƯqƗ‘); and various feelings such
as joy (šƗdƯ), shyness (xijƗlat), anger (xašm), and their benefits (manfa‘at),
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harmfulness (muz̛ir) for different ages (sinn-hƗ) and temperaments (mazƗjhƗ), times (zamƗn-hƗ), and cities (šahr-hƗ).
̶ϧΎδϔϧ ΙΪΣ ϭ ̶ϘϴγϮϣ έΪϧ ΕέΎϴΘΧ
Choices: On music and psychological states

In the second table the writer mentions the opinions of famous physicians
and scientists on the above-mention subjects. The topics that have been dealt
with in the section on music are:
x definition of music;
x the explanation of two musical elements, melody and rhythm;
x the medical usages of music (for example, for the treatment of the sciatic
nerve);
x the benefits and disadvantages of vocal music, instrumental music, and
dance and rhythm for people of different ages, temperaments and natures
in relation to the climate of the cities these people live in and the different
seasons of a year (in the first table);
x FƗrƗbƯ’s opinions on melody, rhythm and dance, and IshҖƗq Ibn Hҙunayn
al-‘IbadƯ’s opinions on the benefits of instrumental music, Socrates’,
Galen and RƗzƯ’s opinions on the five feelings (joy, sorrow, shyness, anger, fear) that are aroused by music (the second table);
x the five feelings that music arouses.
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Chapter 4

Writing on music during the 13th century

Background
The weakness of the XwƗrazm-ŠƗhs at the beginning of the 13th century,
which was the result of constant conflict with the Abbasid Caliphs and the
neighbouring Turkish Ƥǌrids and QarƗ-XitƗyids and internal conflicts, was
utilised by Genghis Khan, who had managed to gather different Mongol
tribes, to start his expeditions in the region. The invasion of the XwƗrazmid
territory began in 616/1219 and was completed in 1238. After the death of
Genghis, the Mongols got assistance from Persian administrators and
bureaucrats to continue their expeditions in the region.56 The most famous of
these Persian administrators and bureaucrats was NasҚƯr al-DƯn TқǌsƯ. The
Mongols did not invade the whole Persian-speaking areas even long after the
death of Genghis Khan. And the south and south-western provinces, which
were under the control of the AtƗbegs dynasties such as the Salƥurids of FƗrs
and the rulers of LuristƗn, managed to escape the destruction that the eastern
and north-eastern provinces suffered for a while by paying tribute to the
Mongols. However, with the second wave of invasion, which was started by
the grandson of Genghis Khan, Hülegü, the whole area and almost the whole
of the Eastern Islamic Empire came under the control of the Mongols. They
managed to capture the Abbasid capital Baghdad in 1258 and put an end to
the dynasty and the theocratic regime that directly or indirectly ruled over a
vast area for over five centuries. The capture of Baghdad and the fall of the
last Abbasid Caliph was also the end of a period of decline in the eastern
Islamic Empire. The establishment of the Il-Khans (1256-1335), which,
according to Spuler (EI, s.v. Ʈl-KhƗns), became essentially an Iranian state,
56

The presence of Persians and other Iranians in the administrative apparatus of non-Iranian
dynasties played a crucial role in the continuation of the existence of the Persian-speaking
people, their culture and art even during the hardest periods of their existence, i.e. the ArabMuslim and Mongol invasions’. “Such a flexibility allowed the Persians to come through
many trials, but it has not been without its effects on the national character.” Minorsky (1964:
248).
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contributed to the unification of the Persian-speaking areas and the
enhancement of the cultural influence of the Persians in the region. The
existence of Iranian elements in the ruling apparatus of the Il-Khans
continued even later and Persian families such as the JuwaynƯ held high
administrative positions in the ruling apparatus of the Il-Khans during the
second half of the 13th century. It must be pointed out that the social and
economic decline of the realm, and particularly the north-east provinces
during the 13th century was not merely a result of the invasion, but it was
also a result of mismanagement and political and social disarray during the
rule of the Saljuqs and XwƗrazm-ŠƗhs.
Regarding the economy, it was a disastrous period for the region. The
invasion brought about the almost complete ruin of agriculture, which was
the most important economic resource of the region and which had already
suffered from the land policy of the Saljuqs (see previous chapter). Morgan
(IE, s.v. Mongols) describes the economic circumstances during the second
half of the century in the following way: “The 40 years of the pagan IlKhanƯd government before the accession of GhƗzƗn in 694/1295 seem to
have been characterized by ruthless and short-sighted exploitation.” This
ruthless and short-sighted exploitation pushed the lands that the Il-Khans
reigned over into economic collapse. And if ƤƗzƗn had not begun his
economic and monetary reforms, the economy of the realm would have
collapsed totally. I will return to this discussion later. The huge economic
resources spent on military expeditions, which were a characteristic
tendency among the dynasties which ruled over the Persian-speaking areas
after the 11th century was a burden on the economy of the areas.
As regards the social structure of society, the conquest changed at once
the ethnic structure of the ruling class but not the social one, and it was still
the rulers and their families and “the men of the sword” (arbƗb-i s̜ayf) or
high military commanders who remained at the top of the social hierarchy.
Persian administrators and bureaucrats (arbƗb-i qalam [the men of the pen])
remained among the high social classes in the Il-Khan society by keeping
administrative posts in the ruling apparatus of the Mongols.
The invasion of the Mongols, whose faith was a type of Shamanism,
created a relaxed religious climate for almost eighty years in the region.
Minorsky (1964: 248) discusses the religious climate, noting that:
The vanguard of Chingiz-KhƗn appeared in KhurƗsƗn about 1221, and
till 1295ņ that is, during three-quarters of a century, or three
generationsņ Persia lived under the rule of infidel governors and
princes, who made no distinction among the creeds of their new
subjects, who used Christian auxiliary troops, and who employed
Jewish viziers alongside administrators hailing from the Far East.

88

The accession of ƤƗzƗn was a turning point not only in the economic policy
of the Il-Khans, but also in the religious policy. He was the first of the IlKhan rulers that converted to Islam. Nevertheless, the relaxed religious
climate continued even during the reign of ƤƗzƗn. This religious climate
contributed partly to the resumption of scientific (mostly in the natural
sciences), philosophical and artistic activities, which during the Saljuqs, in
particular because of a harsher religious climate, had been remarkably
restricted. This religious climate contributed also to the growth of Shi‘ism in
the country and region.
The first assault of the Mongols was a catastrophe for the whole region
and especially for the eastern part of the Persian-speaking areas, which was
the cradle of Persian literature and one of the most significant centres of the
intellectual activities in the region. Consequently, cultural activities in this
area were reduced considerably during the period. However, a process of
assimilation between different cultures (particularly Chinese) began after the
invasion, which contributed to the flourishing of cultural activities in that
part of the Persian-speaking areas and even other parts of the areas that
escaped the devastations of the Mongol warfare. We can see the effect of
this process clearly in Persian miniature painting, architecture, and even
music.
Already from the middle of the 13th century literary activities began
shifting from the east part of the Persian-speaking areas to the west. This
process was accelerated after the invasion of the Mongols. According to
BahƗr (1369 H.Š./1990, vol. iii: 3 f.), with the invasion of the Persianspeaking areas by the Mongols the decline of Persian literature accelerated
too. However, this statement is not totally correct and we witness the
flourishing of learned literature, particularly subjects such as history, the
exact sciences (mathematics, geometry) and astronomy. This century was
probably one of the most productive centuries where these subjects are
concerned in the Persian-speaking areas. After the conquest of Baghdad and
the fall of the Abbasids, Arabic lost its dominant status, and from this
century onwards Persian authors began to write their works to a larger extent
in Persian. As a consequence of this development, the number of Persian
learned literary works increased considerably. Regarding poetry, the Mongol
rulers did not, however, set a good example by supporting and patronizing
this literary activity, and if the court patronized poets and poetry it was
because of their Persian-speaking wazƯrs.

Exposition
As regards the writing on music, as far as we know, a total of nine works in
different categories of the genre were written during the 13th century. In addition, there is an undated and anonymous translation of a celebrated Arabic
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treatise on music theory and a very important and interesting undated work
on music theory from this century which have also come down to us. Below
we will continue our journey in the world of Persian writing on music with
the chronological presentation of these works and treatises.

ƖdƗb al-s̞ǌfiyyah by Najm al-DƯn KubrƗ
The first work, to be treated here, is on samƗ‘, entitled ƖdƗb al-s̛ǌfiyyah
(The rules of good conduct of the Sufis) by Abǌ ‘AbdallƗh AhҖmad b, ‘Umar
b. MuhҖammad b. ‘AbdallƗh XaywaqƯ XwƗrazmƯ, known as Najm al-DƯn
KubrƗ (also Najm al-DƯn XwƗrazmƯ). The exact date of the composition is
unknown; it was written either towards the end of the 12th century or, more
probably, at the beginning of the 13th century.
The author of the work, Najm al-DƯn KubrƗ, was born at Xaywah in the
region of XwƗrazm in 540/1145 and died in 618/1222, during the Mongol
invasion of that region. He was one of the most eminent and respected Sufis
of his time and educated a number of prominent disciples, such as Sayf alDƯn BƗxarzƯ (d. 659/1260), Najm al-DƯn RƗzƯ (d. 654/1256). Most of his
works are in Arabic, but he has two works in Persian, namely al-SƗyir alh̚Ɨyir al-wƗjid ila al-sƗtir al-wƗh̚id al-mƗjid and ƖdƗb al-s̛ǌfiyyah.
Regarding ƖdƗb al-s̛ǌfiyyah, Beaurecueil (QƗsimƯ [Najm al-DƯn KubrƗ
1363 H. Š./1984: 4]) has attributed the work to XwƗjah ‘AbdallƗh al-AnsҗƗrƯ
al-HarawƯ (see above). However, QƗsimƯ (ibid.) notes that the work was
composed by Najm al-DƯn KubrƗ. In order to prove his statement, QƗsimƯ
(ibid.: 5) refers to AwrƗd al-ah̛bƗb wa fus̛ǌs̛ al-ƗdƗb (see next chapter) by
BƗxarzƯ (1345 H.Š./1946: 357), where the author mentions ƖdƗb al-s̛ufiyyah,
noting that the work was written by Najm al-DƯn KubrƗ. QƗsimƯ (Najm alDƯn KubrƗ 1363 H. Š./1984: 5 f.) adds that five of the six Mss that have
come down to us introduce Najm al-DƯn KubrƗ as the author of the work,
and that in no other source than the Ms. in the ‘AlƯ PashƗ library in Turkey is
the work attributed to XwƗjah ‘AbdallƗh al-AnsҖƗrƯ al-HarawƯ. At any rate, the
work is very compact and concise, dealing with seven Sufi ƗdƗb (the rules of
good conduct), of which number six is on samƗ‘. The chapter has the
heading “dar samƗ‘ šinƯdan” (“on listening to samƗ‘”), containing ca 380
words. In this chapter the author writes down the rules of good conduct at
samƗ‘-sessions. The greater part of the chapter (ibid.: 35 f.) has been cited
and translated below:
Ζϗϭϭ ˬΪϨϴθϨϧ ΖϠϔϏ ήΑ Ϊϳ ΪϳΪ̡ ϥϮ̩ ϭ Ωϭήϧ ίΎΑ ϭ ζϴ̡ ϭ ΪϨ̰ϧ ϒϠ̰Η ϪΑ ωΎϤγ Ϫ̯ ΪϳΎΑ
̵Ϯϗ ̵Ωέϭ ή̳ ϭ Ωήϴ̳ ϡέ ΪϧϮΗ ΎΗ ΪϳέΩ ϭΪΑ ̵Ωέϭ ϥϮ̩ ϭ ΩέΩ Ϫ̴ϧ ˬ̶ϟΎόΗ ϖΣ ΎΑ ΩϮΧ
Ζ̯ήΣ έΩ ϭ .Ϊγήϧ ϥΪΑ ϭ ΩϭήΑ ϭ Ζϗϭ ί Ζ̯ήΑ Ϫ̯ ΪΒϨΠϧ ϒϠ̰Η ϪΑ ˬΪϧΎΒϨΠΑ έ ̵ϭ ΩϮΑ
ί έ ωΎϤγ Ύ˷ϣ .ΪϨ̯ ΕΪϋΎδϣ ˬΪϫϮΧ ΖϘϓϮϣ ϭ ί ̶δ̯ ή̳ ϭ ΪϫϮΨϧ ΖϘϓϮϣ ̶δ̯ ί
ϩΪϳΩ ΎΗ ϩΩΎθ̳ ϥ ϑήσ ˬΥήϓ ΪϳΎΑ ̶ϳΎΟ ϥΎ̰ϣ .ϥϮΧ ϭ ϥΎϣί ϭ ϥΎ̰ϣ :Ζγ ΪΑϻ ΰϴ̩ Ϫγ
ϭ ΪϨϴθϨϧ ΩϮϟ ΏϮΧ ϭ ΪϨ̰ϧ ̶ΧΎΘδ̳ βϠΠϣ έΩ Ϫ̯ ΪϳΎΑ ϊϤΘδϣ ϭ .ΪϳΎϴϧ ΖϋΎϤΟ ήΑ έΎϴϏ
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ϝΩ ΖϗήϔΗ ήΑ ϭ ΪϨ̯ ΰϴϫή̡ ϦΘγήϴ̡ ϪϣΎΟ ϭ ϦγΎΤϣ ϭ ̵Ϯϣ ί ϭ ΪϣΪϧ ̶ϨϴΑ ϭ ΩέΎΨϧ έ ΩϮΧ
Ϫ̯ ΪϳΎΑ Ϊϳήϣ ˬϥΎϣί Ύ˷ϣ .ΩήϤη ΖϤϴϨϏ ωΎϤγ ϥΎθϳϭέΩ ΖΒΤλ έΩ ϭ ΪϨ̰ϧ ̶˷ήϗ ϭ ΪϨϴθϨϧ
ήϴΜ̰Η ίϭέ έΩ Ϫ̯ ήϳί ˬίϭέ έΩ Ϫ̯ ήΘϬΑ ΐη έΩ ήϫΎχ ̵ϭέ ί ϭ ΪγΎϨη ωΎϤγ Ζϗϭ
έ ωΎϤγ ωΎϤγ ΐΣΎλ Ϫ̯ ΪηΎΑ ˬΪϳ ΪϳΪ̡ ϝΎΣ ΐΣΎλ ί ϝΎϗ ΐΣΎλ ΐη έΩ ϭ ΪηΎΑ ϡΩήϣ
ΎϫήσΎΧ ϭ ΪηΎΑ ϊϤΟ ΎϬϟΩ ΐη έΩ ϭ .ΩήΒϧ ΏϮΧ έ ϩΪϳΰ̳έΎϣ ϭ ΪϨ̯ έΎϴΘΧ ΏϮΧ ήΑ
ϥϮ̩ ˬΖγ Ζϗϭ ϥΎϣί ΖϘϴϘΣ ̵ϭέ ί ϭ .ΪϨηΎΑ ϦϤϳ έΎϴϏ ϭ ϖϠΧ ϩέΎψϧ ί ϭ ΩϮΒϧ ϕ˷ήϔΘϣ
Ϫ̯ ˬΪϳΎ̢ϧ ΪϣέΩ Ζϗϭ ϥϮ̩ «ϊ˶σΎϗ ϒϴγ Ζ
˵ ϗϮϟ» :Ϫ̯ ΪηΎΑ ϥΎδ̰ϳ ΐη ϭ ίϭέ Ϊϣ Ζϗϭ
̶ϓϮλ ήϫ .«Ζ
˶ ϗ˴Ϯϟ ϊ˴ ϣ˴ ̶ϓϮμ
˷ ϟ» :Ϊϧ ϪΘϔ̳ ϦϴϨ̪Ϥϫ ϭ Ωέά̴Α ϭ Ω˷ήΒΑ Ϊϳ Ϫ̩ ήϫ ήΑ ήϴθϤη
ˬεΎΒϣ ϥ ΪϨΑέΩ Ζδϴϧ ϮΗ ϥ Ϫ̪ϧ ˬΖδϴϧ ϢϠδϣ ϑϮμΗ έϭ ϢϨ̯ ωΎϤγ ΐθϣ Ϧϣ ˬΪϳϮ̳ Ϫ̯
ϝΎΣ ϥϮ̩ ˬέά̴ϣ ΖγΩ ί ̵έΩ ΪϘϧ Ϫ̯ ̶Θϗϭ .ΪϨϫΪϧ Ύϳ ΪϨϫΩ ήΗ ΐθϣ Ϫ̯ ̶ϧΩ Ϫ̩ ϮΗ
ϑ˷ϮμΗ έΩ ήϳί ˬΖγ ϥ Ζϗϭ ΩΎΘϓϭ Ϊϣ ϥΎϴϣ έΩ ϪϗήΧ ϥϮ̩ϭ ˬΖγ ϥ Ζϗϭ ΪϣέΩ
ΪϨ̰ϧ ΩϮΧ βϨΟ ΎΑ ϻ ωΎϤγ ϭ Ωΰϴϫή̢Α ΩΪοϭ ΕΎϔϟΎΨϣ ί Ϫ̯ ΪϳΎΑ Ϊϳήϣ .Ϊϧ ϩΪϳΪϨδ̢ϧ ήϴΧΎΗ
.Ζγ βϨΟΎϧ ΖΒΤλ ΪϳΪη Ώάϋ «˱ΪϳΪη Ύ˱Αάϋ Ϫ˵ ϨΑάϋ ϻ
˵ » : Ϫ̯
One should not practise samƗ‘ in an artificial way (takalluf) and
should not practise it habitually. But, when it [the time of practising
the samƗ‘] comes, he should not neglect it, and he should respect the
time with Truth [God] the Sublime. And when a wƗrid [a divine
inspiration]57 comes upon him, he should be as calm as he can. But if
it is a powerful wƗrid that makes him agitate [move], he should not
move in an artificial way, because then the barakat [the blessing] will
be lost at this time and he will not reach it. He should not ask anyone
to support him in a state of emotion, but if one asks for his support, he
should help him.
But, three things are necessary concerning samƗ‘: place, time, and
friends [brothers] [i.e. participants]. The place should be an open place
with open surroundings, so that strangers will not see the congregation.
The listener (the participant in the session) should not be impudent in
the session and sit drowsily. He should not scratch himself or blow his
nose. He should abstain from being busy with his clothes, hair and
beard and should not be absent-minded. He should not sing, and he
should avail himself of the speech of Sufis (leader in samƗ‘-sessions).
Concerning time, devotees should know the time for samƗ‘, and apparently, it is better at night than during daytime, because there are many
people in daytime, and it is at night that the distinction between s̚Ɨh̢ib-i
qƗl [the possessor of religious knowledge] and s̛Ɨh̢ib-i h̢Ɨl [the possessor of religious feeling] will appear. Let it be that s̛Ɨh̢ib-i samƗ‘ [the
possessor of samƗ‘, the doer of samƗ‘] chooses samƗ‘ before sleep for
a snake-bitten person cannot sleep. At night the hearts are gathered
(concentrated) and the minds are not distracted, and they [the Sufis
who perform samƗ‘] are secure from the sight of people and strangers.
57

According to Sufis, it is a psychological condition state in which one can understand the
meanings of things without thinking. Wajd (ecstasy) is a kind of wƗrid.
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[But] in reality, every moment is [the proper] time [for samƗ‘], because
when the proper time comes, day or night is the same. And because
“the time is a sharp sword“, when the [proper] time comes, it does not
wait, like a sword it cuts and passes every things in its way. It is also
said: “the Sufi is on time”.
If a Sufi says: “I am going to do samƗ‘ tonight” he does not understand Sufism. What does not belong to you, you should not care about.
How do you know whether or not it will be given to you tonight.
[But] When it is the right time, do not neglect it. When the mood
(h̚Ɨl) of samƗ‘ comes, it is the time [for samƗ‘]. And if the garment becomes an issue and it falls [by itself] it is the time [for the fall of the
garment], because delay is not approved in Sufism. Devotees should
avoid antagonism and opposition and not perform samƗ‘ except with
their own group (class, kind). “1 will most certainly punish him with a
severe punishment”. The companionship of a non-Sufi person (nƗjins)
is a severe pain [for s Sufi].

The most significant aspect of the chapter is that the author has dealt only
with the topic “the rules of good conduct in samƗ‘”, which often formed the
last part or chapter of the section on samƗ‘ in earlier works, to be exact the
works after Kašf al-mah̚jǌb (see above). Furthermore, the most important
topics in the earlier works, e.g. “the defence of samƗ‘”, “the opinions of
religious leaders on the legality and illegality of samƗ‘” are not dealt with in
this work which suggests a radical change in the opinion of the writers on
this subject concerning the treatment of the topics.

Persian rendering of Ih̚yƗ’ ‘ulǌm al-dƯn
A Persian rendering of ƤazƗlƯ’s celebrated Arabic work Ih̢yƗ’ ‘ulǌm al-dƯn
(The revival of the religious sciences) is the next work which will be
discussed in this chapter. The original Arabic work was composed, as
mentioned earlier, during the last decade of the 11th century.58 The translator
is Mu’ayyid al-DƯn MuhҖammad XwƗrazmƯ, who was a well-known scientist
and Islamic mystic. He was born presumably in XwƗrazm in the northeastern part of the Persian-speaking areas. After the invasion of the region by
the Mongols, he escaped first to Lahore and then to Delhi where he stayed
till his death. The translation was done in Delhi in 620/1223 at the request of
Abǌ Sa‘Ưd MuhҖammad al-JunaydƯ, the wazƯr of Šams al-DƯn al-Tatmaš. He
explains (XwƗrazmƯ 1364 H.Š./1985: 3 f.) how he got the order to translate
the work in the introduction of his translation thus:

58

For detailed information on the author and work see chapter three.
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ͿΎϬϠΟ ˰ ̶ϠϫΩ ΕήπΣ ϪΑ ϪϳΎϤΘγ ϭ Ϧϳήθϋ ϪϨγ έϮϬη ήΧϭ έΩ ϥϮ̩ ϒϴόο Ϧϳ ϭ
̵ΪϴϨΠϟΪόγ ̶Α ...ˬ˯έίϮϟ ̮Ϡϣ ˬ̮ϠϤϟΪϳϮϣ ˬϞΟ ΐΣΎλ ϑΎτϟ ϭ ϡέΎ̰ϣ ίϭ ... Ϊϴγέ
ΎϴΣ Ϫ̯ ΩϮϣήϓ ΕέΎη ϭ ΩΩ ϝΎΜϣ ˰ Ύ˱ϴϟΎϋ ϡΩ ˰ ̶ΒΣΎλ ̶ϟΎϋ βϠΠϣ ˭Ωή̯ ΎϔϴΘγ ̶ψΣ ...
ί ϖϠΧ ήΜ̯ Ϫ̩ ... ΪηΎΑ ϩΪϳΎϓ ϥ ί έ ϥΎϨ̴Ϥϫ ΎΗ Ωή̯ ΪϳΎΑ ϪϤΟήΗ ̶γέΎ̡ ϪΑ έ ϦϳΩ ϡϮϠϋ
ϥϮ̩ ˬΖγ Ϟ̰θϣ ΩϮΧ ΕΫ έΩ ϑέΎόϣϭ ϖϳΎϘΣ ϥϭ ˭ΪϧήλΎϗ ̵ίΎΗ ΕέΎΒϋ ̭έΩ
.Ωήϳά̡ ϒϋΎπΗ ΖϓΎϳέΩ ή˷δόΗ ϭ ̭έΩ έ˷ά˷ όΗ ˬΩϮη Ϣ˷ ο ϥ ΎΑ ̵ίΎΗ Εήδϋ
ϥ ϡΎδΗέ ϭ ϝΎΜϣ ϥ ϝΎΜΘϣ ΩϮΑ ̶ϧΩΰϳ ̵ΪϴϳΎΗ ϭ ̶ϧΎϤΣέ ̶ϘϴϓϮΗ ϪϴϋΩ Ϧϳ ̮ϳήΤΗ ϥϮ̩
 .Ϊη ϩΩέϭ ϥΪΑ ̵ϭέ ήϓϭ ̵ΪϬΟ ϭ ϞϣΎ̯ ̵˷ΪΟ ϪΑϭ .Ϊϣ ϪΘΧΎϨη ϡίϻ ϭ ΐΟϭ ΕέΎη
Since your humble servant arrived to the capital Delhi, May God
make it more glorious, in the last months of the year six hundred and
twenty [H.Q.], … I have enjoyed the generosity and kindness of the
possessor of glory Mu’ayid al-Mulk, the king of ministers, ... Abǌ
Sa‘d al-JunaydƯ. At a feast arranged by the great vizier, may his
honour last, he (Abǌ Sa‘d al-JunaydƯ) commanded and ordered that
Ih̛yƗ ‘ulǌm dƯn should be translated into Persian, so that everybody
could derive advantage from it. … Because the majority of people
cannot understand Arabic, [and furthermore,] these truths, facts and
kinds of knowledge [in that book] are difficult in their own nature and
when the difficulty of Arabic is added to them, the obstacle of
comprehension and the difficulty of perception will be doubled.
Since the instigation of this desire was a divine favour and confirmation, to obey that order and to comply with that command was understood as indispensable and necessary [by me]. And with the greatest
possible endeavour and enormous effort work on it was begun.

In addition to the translation of the Arabic text, further explanations and
interpretations of difficult phrases and sentences have been added to the
translation by the translator. (For further information about the topics that
the work deals with, see chapter three). It should be pointed out that the
work is the earliest work on samƗ‘ written in India. XwƗrazmƯ’s work thus
contributed to the spread of the genre to other parts of the region.

Dar ‘ilm-i mǌsƯqƯ by BƗbƗ Afzҗal
The next work which will be studied here is a short treatise on the theory of
music with the heading Dar ‘ilm-i mǌsƯqƯ (On the science of music). The
work was written by Afzҗal al-DƯn MuhҖammad b. Hҙusayn b. MaraqƯ KƗšƗnƯ
or KƗšƯ, renowned as BƗbƗ Afzҗal.
The author was born in the village Maraq near KƗšƗn in the central part of
Iran. It is not clear exactly when BƗbƗ Afzҗal was born; according to SҗafƗ
(1366 H.Š./1987, vol. iii/2: 1183), he was born towards the end of the 6th
Islamic century (the second half of the 12th century). He was a philosopher,
and a poet with a tendency to Sufism which manifests itself more clearly in
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his poems and less in his prose works [Encylopædia Iranica, s.v. BƗbƗ
AfĪal). We know little about his life; it seems that he spent his whole life in
Maraq writing his books (SҗafƗ 1366 H.Š./1987, vol. iii/2: 1183). Although
his contribution to Persian culture is in the field of literature, BƗbƗ Afzҗal has
written and translated many works on philosophy and scientific subjects.
Among his prose works can be mentioned, JƗwƯdƗn-nƗmah, RƗhanjƗmnƗmah, MadƗrij al-kamƗl, ‘Arz̛-nƗmah, RisƗlah-i nafs-i Arast́ǌ (translation).
Due to lack of information about his life a number of works of uncertain
origins have also been attributed to him. He died in 667/1268 (Rypka, EI,
s.v. BƗbƗ AfdҚal); however, at least two other dates for his death have been
given, i.e. by RazҗawƯ, 610/1213 (Encylopædia Iranica s.v. BƗbƗ AfĪal); by
NafƯsƯ, (Rypka 1968: 235) 1256 or 1265-6.
The work is among the first treatises entirely devoted to the theory of
music and has the heading Dar ‘ilm-i mǌsƯqƯ (On the science of music).59 It
is a very short tract dealing with the definition of ƗwƗz (sound), lah̚n
(melody), naƥam (note), and ƯqƗ‘ (rhythm) and the reciprocal connections
between rhythm and melody (Massoudieh 1996: 35 f.; MunzawƯ 1348-1351
H.Š./1969-1972: 3912). His approach to music and musical topics is that of
Ibn SƯnƗ and FƗrƗbƯ, and the Greek influence is remarkable in this treatise.
The importance of the work lies in the fact that it is, as mentioned, among
the first separate and independent works on music in Persian. However, the
tract does not introduce any new approaches or new theoretical ideas
regarding music and the theory of music in Persian.

H̕adƯqat al-h̛aqƯqat by AhҖmad JƗm
The fourth work, which was written during the 13th century and has come
down to us, is on samƗ‘. It is entitled H̕adƯqat al-h̚aqƯqat (The garden of
truth) and was written by Abǌ al-FathҖ MuhҖammad b. Mutѽahhar b. AhҖmad
JƗm. The book is the only work that was written during this period in the
part of the country that was occupied by the Mongols during their first
invasion. The author was descended from a famous Sufi family. His
grandfather was Šayx AhҚmad JƗmƯ who was a prominent Sufi master of his
time and author of a number of works on tas̛awwuf. After studying with his
father Šams al-DƯn and his uncle ZahƯr al-DƯn ‘ƮsƗ in his hometown JƗm,60
Abǌ al-FathҖ became the master (pƯr) of Šayx-i-JƗm’s xƗniqƗh after his
uncle’s, ZahƯr al-DƯn ‘ƮsƗ’s, death (MuwahҖhҖid [AhҖmad JƗm 1343 H.Š./1964:
11]). We know nothing more about the author. H̕adƯqat al-h̚aqƯqat is the
only work of his that has come down to us, and it is probably the only work
he wrote.
59
MunzawƯ (1348-1351 H.Š./1969-1972: 3912) introduces the work under the heading BandƯ
dar mǌsƯqƯ (A part on music).
60
The city is now called Turbat-i-JƗm
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The work (Ahѽmad JƗm 1343 H.Š./1964) is divided into a muqaddimah
(introduction) and fourteen bƗbs (sections), of which the sixth is on samƗ‘
and is entitled “fƯ samƗ‘” (“concerning samƗ‘ [audition]”). The section
contains ca 2500 words and is divided into six fas̛ls (chapters). The topics
and headings of the section (ibid.: 87) are as follows:
 ωΎϤδϟ ΪϋϮϗ ̶ϓ ϝϭϻ Ϟμϔϟ
The first chapter: On the principles of audition

In the next three chapters the author like TҐǌsƯ (Kitab al-luma‘ fƯ altas̛awwuf) groups different types of samƗ‘ in terms of ordinary, specific and
the most specific types. Then he (ibid., pp. 88-93) describes each of these
types in the three next chapters which are entitled:
 ϡΎόϟ ωΎϤγ ̶ϓ ̶ϧΎΜϟ Ϟμϔϟ
The second chapter: Concerning the ordinary samƗ‘

In this chapter the author (ibid., p. 88), like Abǌ Sa‘Ưd’s kitab al-luma‘,
groups the ordinary samƗ‘ in four different kinds (naw‘), noting:
.̶ΘϋΪΑ ϭ ̶ϧϮϬη ϭ ̶Ϯϫ ϭ ̶όϴΒσ Ζγ ωϮϧ έΎϬ̩ ϡΎϋ ωΎϤγ Ϫ̯ Ϳ ̮Ϙϓϭ ϥΪΑ
You, may God make you successful, should know that ordinary samƗ‘
is of four kinds: natural, sensual, desirous, and heretical.
ιΎΨϟ ωΎϤγ ̶ϓ ΚϟΎΜϟ Ϟμϔϟ
The third chapter: Concerning the special samƗ‘ [samƗ‘ of the
chosen ones]

Concerning specific samƗ‘ the writer (ibid.: 89) mentions:
.Ρϭέ ωΎϤγ ϭ ϥΎϴΟέ ωΎϤγ ϭ ϥΎϔΎΧ ωΎϤγ Ζγ ωϮϧ Ϫγ ιΎΧ ωΎϤγ Ϫ̯ Ϳ ̮Ϙϓϭ ϥΪΑ
You, may God make you successful, should know that specific samƗ‘
is of three kinds: the samƗ‘ of the people that are frightened, the samƗ‘
of the people who are hopeful, and samƗ‘ of the soul.

The three last chapters of the section (ibid.: 91-102) have the following
headings:
κΧϻ ωΎϤγ ̶ϓ ϊΑήϟ Ϟμϔϟ
The fourth chapter: On the most special samƗ‘
ωΎϤδϟ ΔϘϴϘΣ ̶ϓ βϣΎΨϟ Ϟμϔϟ
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The fifth chapter: On the essence of samƗ‘



ωΎϤδϟ ίϮΟ ̶ϓ αΩΎδϟ Ϟμϔϟ
The sixth chapter: On the legality of samƗ‘

The section has been “illustrated” by poems and verses of the Sufi masters.
As we can observe, the author emphasizes different types of samƗ‘ and
the impacts of audition (samƗ‘) on men with different psychological states in
order to relieve them. Another important aspect of the work is that the author
begins the section by dealing with the rules of good conduct in samƗ‘ while
the topic of “the legality of samƗ‘” was shifted from the initial part of a
section (a chapter) in earlier works, e.g. Kašf al-mah̚jǌb by al-HujwƯrƯ,
KƯmiyƗ-yi sa‘Ɨdat by al-ƤazƗlƯ, to the final part of the section. It perhaps
indicates that these topics have lost their importance in the dicussion on
samƗ‘.

RisƗlah-i sirr-i samƗ‘ by ‘AlƗ’ al-Dawlah SimnƗnƯ
The first work that is wholly devoted to samƗ‘ is the next treatise to be dealt
with here. The treatise is headed RisƗlah-i sirr-i samƗ‘(The treatise on the
secret of samƗ‘) and was written by Šayx Abǌ MakƗrim Rukn al-DƯn ‘AlƗ
al-Dawlah AhҖmad b. MuhҖammad b. AhҖmad b. al-BiyƗbƗnakƯ, renowned as
‘AlƗ’ al-Dawlah SimnƗnƯ, who was among the most prominent Islamic
mystics of the second half of the 13th century and the first half of the 14th
century. According to XwƗndamƯr (1333 H.Š./1954, vol. 3: 125), he was born
at SimnƗn in the central parts of Iran in 659/1260. It is said that he was a
Shi’i Sufi (SҚafƗ 1366 H.Š./1987, vol. iii/2: 808). ‘AlƗ’ al-Dawlah SimnƗnƯ,
like his father, worked at the dƯwƗn (the court) of the Il-Khans. But soon he
left the court and devoted himself to religion and the study of Islam. His
works include several treatises and books on Sufism and Islamic mysticism,
among which can be mentioned Salwat al-‘ƗšiqƯn, MašƗri‘ abwƗb al-quds.
He has also a collection of poems (dƯwƗn). He died in SimnƗn in 736/1335.
The work, as mentioned above, is on samƗ‘ and was written in SimnƗn. It
is the first and at the same time the last Persian treatise (prior to the 16th
century) that is completely devoted to the subject samƗ‘ which has came
down to us. We do not know the exact date of the composition of the
treatise, but the only Ms of the work (11-m MajƗmƯ‘ FarsƯ, f. 189a-192b in
the National Library [DƗr al-kutub] in Cario [Massoudieh 1996: 40 f.]),
which was copied in 687/1288 and is in the author’s own handwriting,
indicates that the treatise was written between 685/1286, when he left the
court of Il-Khan Arƥǌn-XƗn (683/1284-690/1291) returning to SimnƗn, and
687/1288, when the Ms was copied. This treatise is on the effects of samƗ‘
on the soul and mind, and how through samƗ‘ one can reach the mystery of
the divinity.
96

Persian rendering of ‘AwƗrif al-ma‘Ɨrif by Abǌ
Mansҗǌr MƗšƗĪah
The first rendering of ŠahƗb al-DƯn Abǌ Hҙafsҗ ‘Umar b. ‘AbdallƗh alSuhrawardƯ’s (539/1145-632/1234) celebrated Sufi work, ‘AwƗrif al-ma‘Ɨrif
(The bounties of knowledge), is the fourth work on samƗ‘ that was written
during the 13th century.
Al-SuhrawardƯ was born in Suhraward in the province of JibƗl (the upper
part of the south-western region of present Iran) in 539/1145 and died in
Baghdad in 632/1234. He was one of the most influential Sufi leaders of his
time. He received his early education in Baghdad under guidance of his
uncle Abǌ al-NajƯb who was also a prominent Sufi leader of his time. He
stayed in Baghdad for the rest of his life and was active in the court of the
Abbasid caliph al-NƗsҗir. The most important and celebrated work of alSuhrawardƯ is ‘AwƗrif al-ma‘Ɨrif, the exact date of composition of which we
do not know. The work was one of the most referred to works in Sufi circles
of that time and later.
‘AwƗrif al-ma‘Ɨrif (al-SuhrawardƯ 1393/1973: 160-189) is divided into
sixty-three chapters of which chapters 22-25 are on samƗ‘ and deal with the
following topics:
˱έΎΜϳ ϭ ϻ˱ ϮΒϗ ωΎϤδϟ ̶ϓ ϝϮϘϟ ̶ϓ
[Chapter 22] Discourse on the acceptance of the samƗ‘ and its
preference
˱έΎ̰ϧ ϭ ˱Ωέ ωΎϤδϟ ̶ϓ ϝϮϘϟ ̶ϓ
[Chapter 23] Discourse on objections and refutation of the samƗ‘
˯ΎϨϐΘγ ϭ Ύ˱ όϓήΗ ωΎϤδϟ ̶ϓ ϝϮϘϟ ̶ϓ
[Chapter 24] Discourse on the sublimation reached through the
samƗ‘
˯ΎϨΘϋ ϭ Ύ˱ ΑΩΎΗ ωΎϤδϟ ̶ϓ ϝϮϘϟ ̶ϓ
[Chapter 25] Discourse on respecting and attention to samƗ‘

The Persian translator of the work is IsmƗ‘Ưl b. ‘Abd al-Mu’min Abǌ
Mansҗǌr MƗšƗĪah. We know very little about the translator. He was probably
born during the first half of the century and was active in India. He was one
of ‘Abd al-SalƗm SƯxƯ KƗmnawƯ’s disciple, upon whose suggestion the work
was translated. The translation was made in India probably in 665/1266
(MunzawƯ 1348-1351 H.Š./1969-1972: 1086).
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AšjƗr wa atmƗr by ‘AlƗ’ Munajjim
The next work, which is a part of a large work on astrology, is the section on
music of AšjƗr wa atmƗr (The trees and the fruits).61 The author is ‘AlƯ ŠƗh
b. Šams al-DƯn MuhҖammad b. QƗsim DarƥƗnƯ al-XwƗrazmƯ al-BuxƗrƯ, known
as ‘AlƗ’ Munajjim. He was probably born in 623/1226 or 624/1227. He
began his education in BuxƗrƗ. It seems that he was in his hometown till the
city was devastated by AbƗƥƗ’s army in 671/1273. He left BuxƗrƗ and went
first to HamadƗn and then Iraq, staying there until the year 688/1289, when
he began his pilgrimage to Mecca. After this year we know almost nothing
about his life, except that he was alive until 691/1292 and worked as a tutor
for the vizier Šams al-DƯn MuhҖammad b. SҖayf al-DƯn AhҖmad-ŠƗh b. Badr alDƯn MubƗrak-ŠƗh, for whom he wrote AšjƗr wa atmƗr. It is not clear when
and where he died. ‘AlƗ’ Munajjim is the writer of another work on
astrology, which was a popular subject during the period, namely Ah̚kƗm al‘awƗm, written in 690/1291 (SҚafƗ 1366 H.Š./1987, vol. iii/2: 1233), and a
collection of poems (dƯwƗn-i ši‘r).
AšjƗr wa atmƗr was probably written between 679/1280 and 691/1292,62
and deals with the science of astrology. It is divided into five sections
(named šajarah [the trees]), each of which is in turn divided into a number
of chapters (named tamarah [the fruits]). The chapter on music, which forms
the third tamarah of the fifth šajarah (according to the Ms in D-B
[Petermann 712]),63 is headed “dar nisbat-i ‘ilm-i mǌsƯqƯ” (“on the relation
of the science of music [to other sciences]”) (ibid.). The author’s approach to
music theory is similar to that of a scientist and not a musician, in that he
considers music to be a part of mathematics (ibid., fol. 154):
βϣήϬΑ ̶ϘϴγϮϣ ϢϠϋ ϭ ΖδϧΎϧϮϳ φϔϟ Ϧϳ ϭ ̶οΎϳέ ϡΎδϗ ί Ζγ Ϣδϗ ̮ϳ ̶ϘϴγϮϣ ϢϠϋ
ϭ ΖγΎϫίϭ ΖΒγΎϨϣ ϦΘδϧΩ ϢϠϋ Ϧϳί ΕέΎΒϋ ϭ ΖδϟίΎϧ ϭί ϡϮΠϧ ϡϮϠϋ Ϫ̯ Ζγ ΏϮδϨϣ
ϭ ϪγΪϨϬΑ ΰΟ ΎϬΘΒγΎϨϣ Ζϓήόϣ ϭ ΕέϮλ ΎϬΘΒγΎϨϣϭ ΩϮΑ ϩΩΎϣ ϭ β̡ ̮ϳήϫ ΝήΨϣϭ ϡΎϘϣ
ΪηΎΒϧ ΏΎδΣ
The science of music is a branch of the various branches of
mathematics, and this word is a Greek word. The science of music is
attributed to Hermes, by whom the science of astronomy was brought
(into being). The definition of this science (music) is to know the
relations between notes, and the modes and ratios of each of them, so
it [the note] is the subject and the relation is the shape. The knowledge
of the relations is solely based on mathematics and geometry.

61

Some Mss of the work are also headed AtmƗr wa ašjƗr, Tamarah wa šajarah, TamarƗt alašjƗr.
62
According to Storey (1972-1977, vol. II/1: 62) the work was written in 686-7/1287-8.
63
Massoudieh (1996: 41) mentions that “Le 6ème tamara du 5ème ša÷ara” is on music.
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After this introductory part the work continues with the treatment of the
topic “the knowledge and names of the ƗwƗzƗt and the seven principal
pardah-hƗ.” In this part of the work the author (ibid., fol. 155) notes:
Ζγ Ζγέ ϩΩή̡ ΎϫΩή̡ ϪϤϫ ϡ ϭ ... Ζγ Ζϔϫ ΎϫΩή̡ Ϟλ Ϫ̯ ϥΪΑ
You should know that the main modes are seven … and the mother of
all modes is the mode of rƗst.

It is of interest that despite the general acceptance of the new school, i.e. the
Systematist School, and new system, the approach of the author differs from
that of the Systematist School, and the author considers that the mode of rƗst
is the most important mode, while in the new system the importance of the
mode was reduced considerably and indeed the first circle (dƗ’irah-i awwal)
was ‘uššƗq and not rƗst (PǌrjawƗdƯ [NayšƗbǌrƯ 1374 H.Š./1995: 52]). It
probably indicates that the musical tradition he represented differs from that
of the writers and authors of the Systematist School (ibid.). Then the author
deals with the relation between modes and planets and the musical
circumstances that were current in that time. There is a passage in this work
providing very interesting information regarding the flourishing of the theory
of music and musical performance during this period which the author tries
to explain through astrology. Munajjim (Ms in D-B [Petermann 712], fol.
155) writes:
ήΑ ΩϮΑ ϝΩ Ζγ ϪΘϓέ ϭ ή̯Ϋ Ϫ̯ ϥΰϴϣ έΩ ϥήϗ Ϫ̯ Ζδϧ ΖϬΟ ϢϠϋ Ϧϳ ϥΪη ϊϳΎη Ύϣ
ϢϠϋ Ϧϳ ϥΪϴγέ ϝΎϤ̰Α ϭ Ώήσ Ϟϫ ϦΘϓή̯ ΕϮϗ
As regards the spread of this science, the reason is that the conjunction
of MƯzƗn (the last day of the sun being in the sign of Libra), which has
been mentioned, indicates the strength of musicians and attainment of
perfection of this science.

Then he (ibid.: fols. 155 f.) complains about the composition of difficult
pieces of music in his time, noting:
εϮΧ ̵Ύϫΰϴ̩ έΩ ϦΘΧΎγ ΪϬΟ ϥΎϣΪϘΘϣϭ ΖϗϮϨϳέΩ ΪϧίΎδϴϣ Ϟ̰θϣ ̵Ύϫΰϴ̩ ̶ϘϴγϮϣ έΩ Ύϣ
ϩΪϨϳ εϮΧϭ Ϟ̰θϣϭ ΪϨϨ̯ ̶ϣ ̵έϮηΩ έΩ ΪϬΟ ϥήΧΎΘϣϭ ωϮΒτϣϭ ϥΎγϭ Ϊϧ ϩΩή̯ ϩΪϨϳ
But in music difficult pieces are being composed nowadays. The
predecessors attempted to compose easy, delightful and pleasing
music and the newcomers are trying to compose difficult and
delightful music.
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The author (ibid.) continues the chapter with the discussion on rhythm
(us̛ǌl-i z̛arb). The concluding part of the chapter deals briefly with some
practical advice. For instance, how to accompany the female and male
singer; what instruments are more pleasurable and suitable for different
types of music. He (ibid.) mentions the name of the instruments the þang
(the harp), the ‘ǌd, nƗy-i ‘irƗqƯ (the Iraqi nƗy), the daf. He (ibid.) considers
that the combination of the instruments the þang (the harp), the ‘ǌd, nƗy-i
‘irƗqƯ is a good and pleasant instrumental combination, and the daf is also a
suitable instrument for all kind of music.
Although the author has a more speculative approach at the beginning of
the chapter, in the end, as we have seen, he veers towards a more practical
approach to music.
It is interesting to mention that a considerable number of the Mss of the
work lack the chapter on music which is puzzling.

Kanz al-rumǌz by AmƯr HҙusaynƯ HarawƯ
Perhaps, one of the most significant works and a milestone in the genre
which was written during this century is Kanz al-rumǌz by AmƯr HҙusaynƯ
HarawƯ. The work is indeed the first work that employed verses to deal with
the subject samƗ‘. The poet was a prominent Sufi, poet and author who was
born in a small town or village in the province of Ƥǌr in the central part of
present-day Afghanistan, probably during the first half of the 13th century
(MisgarnižƗd [HarawƯ 1367 H.Š./1988: 105]64). After his elementary
education, he left his hometown and went to HarƗt and then NayšƗbǌr to
complete his education. He became one of Šayx BahƗ al-DƯn ZakariyyƗ of
MǌltƗn’s (d. ca. 666/1267) devotees and spent three years of his life with
him (TƗrix-i Firištah vol. II: 406; [taken from HarawƯ 1367 H.Š./1988:
111]). HҙusaynƯ HarawƯ is the author of three celebrated works, namely
Nuzhat al-arwƗh̞, ZƗd al-musƗfirƯn and Kanz al-rumǌz. All these works were
completed during the period when the author was with Šayx BahƗ al-DƯn
ZakariyyƗ, and it was the Šayx who advised the author to compose these
works (ibid., p. 105). HҙusaynƯ HarawƯ died in HarƗt probably in 719/1319
(DawlatšƗh SamarqandƯ 1337 H.Š./1958: 249).
The date of the composition of the work is not clear. If we accept the
statement of the author of TarƯx-i Firištah, the work was written before the
death of Šayx BahƗ al-DƯn ZakariyyƗ in 666/1267 when the author was
young. Nevertheless, DawlatšƗh SamarqandƯ (ibid.) notes that these three
works and two other of his writings were written when he was old (dar
ƗwƗn-i pƯrƯ [during old age]), which in my judgement is more probable.
The work is a matnawƯ containing 930 distiches. It is divided into a
number of parts each with its own heading. The part or section on samƗ‘ has
64

He mentions that HҙusaynƯ HarawƯ was probably born between 634/1236 and 641/1243.
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the heading “dar bayƗn-i samƗ‘” (“on the explanation of samƗ‘”) consisting
of 34 distiches. The poet (HarawƯ 1367 H.Š./1988: 161) begins this part by
describing a majlis (session) of samƗ‘ and how the attendants have entered
the state of ecstasy by means of samƗ‘:
ΖγϮ̡ί ϩΩήΑ ϥϭήΑ έ βϠΠϣ Ϟϫ
ϪΘΧΪϧ εήϓ ϭ εήϋ έΩ ̶ϠϐϠϏ

ΖγϭΩ ϒλϭ ί ϕϮη ύΎΑ ΐϴϟΪϨϋ
ϪΘΧΎγ ̶ϳϮϧ ̶Θδϣ ί β̯ ήϫ

The nightingale of the garden of desire (love) by the description of the
friend (beloved)
Has put the participants of the session outside themselves [have
gone to ecstasy]
Each one has composed a melody in (a state of) intoxication
Has caused turmoil in the heaven and on earth

Then, he deals with the rules of good conduct in samƗ‘. For example he
(ibid.) composes these verses:
Ζδϴϧ ϡΎΧ έΎ̯ Ϫ̯ ΪϳΎΑ ̵ ϪΘΨ̡
ωΎϤγ έΩ ΩϮΑ έ ϥίΎΒ̯Ύ̡
ΖδϬΑ ̵έϭΩ ϦΨγ Ϧϳί έ ̵ΪΘΒϣ
Ϧ̰ϣ ΩϮΧ ΪϬΟ ϪΑ ϥΎΘδϣ ΖϟΎΣ

Ζδϴϧ ϡΎϋ ̵ΎΟ ϭ Ζγ ιϮΧ βϠΠϣ
ωΎϤγ Ωήϣ ΩϮη ̶̯ ̶ϳΪ̳ ήϫ
...
ΖδϫήϤ̳ ΎΠϧ ϪΘϔη έΰϫ Ϊλ
...
Ϧ̰ϣ Ωέ ΪϳέΩ ϥϮ̩ ϒϠ̰Η ̶Α

It is the session of the elites, and there is no place for the common
people
An experienced man (learned) should do it, for it is not a job for
a novice
How can a sponger become a man of samƗ‘
Only the true devout can win samƗ‘
…
A hundred thousand in a doleful state are seduced there
It is better for novices to avoid from this speech (samƗ‘)
…
If it (ecstasy) comes without effort do not refuse it
Do not reach intoxication by your own effort

A considerable part of the chapter is on the rules of good conduct in the
samƗ‘-sessions. As has been noted, the work is the earliest to employ verses
in treating the subject samƗ‘, and it is therefore a milestone in the
development of Persian musical literature.
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Durrat al-tƗj li-ƥurrat al-DubƗj by Qutѽb al-DƯn ŠƯrƗzƯ
The next work to be discussed here is the section on music of a very
significant and celebrated Persian encyclopaedia, namely Durrat al-tƗj liƥurrat al-DubƗj (Tauer [Rypka 1968: 481]) or al-DabbƗj (MiškƗt [al-ŠƯrƗzƯ
1317-1320 H.Š./1938-1941]), al-DƯbƗj (BahƗr 1369 H.Š./1990, vol. iii: 160)
(The pearl of the crown for the brow of DubƗj), known also as UnmǌĪaj al‘ulǌm (Samples of sciences).
The author, who was one of the most prominent scientists of his time, is
Qutѽb al-DƯn MahҖmǌd b. Mas‘ǌd al-ŠƯrƗzƯ. He was born in ŠƯrƗz in 634/1236
and began his studies there. ŠƯrƗzƯ was one of NasҖƯr al-DƯn TҐǌsƯ’s pupils for
a short period, but after a while, he left MarƗƥah and began travelling
through different parts of the region in order to find a job. According to SҚafƗ
(1366 H.Š./1987, vol. iii/2: 1229) and Wiedemann (EI, s.v. Kҏutb al-DƯn
ShƯrƗzƯ), he practised music and could play the rubƗb in masterly fashion.
ŠƯrƗzƯ is the author of a number Arabic and Persian works in various
scientific and even religious fields, among which can be mentioned al-Tuh̚fat
al-sa‘diyyah, Miftah̚ al-miftƗh̞, FƯ muškilƗt al-Qur’Ɨn, NihƗyat al-idrƗk fƯ
dirƗyat al-aflƗk. He died in TabrƯz in 710/1310.
Durrat al-tƗj li-ƥurrat al-DubƗj was the culmination of the early tradition
which had been established among the Persian scientists in the region during
the 10th and 11th century. The work was written for FƯl-ŠƗh b. Rustam b.
DubƗj of the IshҖƗqwand amƯrs (princes), who ruled over the GƯlƗn
province.65 The exact date of the composition of the work is not clear;
according to Massoudieh (1996: 209), it was written in 705/1305. However,
XƗnlarƯ (1348 H.Š./1969: 210) mentions the date of composition as the year
693/1293; Wright (1978: 1) ca 1300; DƗnišpažǌh (1349 H.Š./1970, no. 94:
30) 674/1275 or 705/1305. According to MiškƗt (al-ŠƯrƗzƯ 1317-1320
H.Š./1938-1941: ̧ , Ρ), however, the work was written after 693/1293 and
before 693/1300. It is divided into a fƗtih̚ah (introduction), which in turn is
divided into three fas̜ls (chapters); five jumlahs (books), each of which is
divided into a number of minor chapters; and a xƗtimah, which is divided
into four qut́bs (poles). The section on music constitutes the fourth fann (art)
of the fourth jumlah. This part is headed “‘ilm-i mǌsƯqƯ” (“the science of
music”). The section on music (al-ŠƯrƗzƯ 1317-1320 H.Š./1938-1941: 148151) which consists of five maqƗlats (discourses) and an appendix, has the
following heading and topics:
ϝϭ ΖϟΎϘϣ
The first discourse
ϥ ί ΏϮΟ ϭ ˬΪϧ ϩΩή̯ Ωήϳ ϥ ήΑ ϥήΧΎΘϣ ̶πόΑ Ξϧ ϭ ˬΕϮλ ϒϳήόΗ έΩ ϝϭ Ϟμϓ

65

This local dynasty was overthrown by Muhammad XudƗbandah in 706/1306.
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Chapter one: On the definition of sound, and the faults that some
newcomers have found in it, and the answer to it
ϪόϣΎδΑ ΕϮλ ϝϮλϭ ϥΎϣί έΩ ϡϭΩ Ϟμϓ
Chapter two: On the time of perception of sound by ear
 ϥ ί ΏϮΟ ϭ ˬΪϧ ϩΩή̯ Ωήϳ ϥ ήΑ ϥήΧΎΘϣ ̶πόΑ Ξϧ ϭ ˬϪϤϐϧ ϒϳήόΗ έΩ Ϣϴγ Ϟμϓ
Chapter three: Concerning the definition of the note, and the
faults that some newcomers have found in it, and the answer to it
Ϣϐϧ έΩ ιϮμΧ έΩ ϭ ΕϮλ έΩ ϞϘΛ ϭ ΕΪΣ ΏΎΒγ έΩ ϡέΎϬ̩ Ϟμϓ
Chapter four: On the causes of acuity and gravity of sound and
especially in notes
ϥ Εϻ ί Ϣϐϧ ΙϭΪΣ Ζϴϔϴ̯ έΩ ϢΠϨΑ Ϟμϓ
Chapter five: On the qualities of production of notes by instruments
Ϣϐϧ ϖΣϮϟ έΩ Ϣθη Ϟμϓ
Chapter six: On the supplements of notes
ΎϬϧ ϝΎϤόΘγ ϝΎΤϣ ϭ ̮ϳ ήϫ ιϮΧ ϭ ϥ ϡΎδϗ ϭ ϦΤϟ ̶Ϩόϣ έΩ ϢΘϔϫ Ϟμϓ
Chapter seven: On the definition of melody, various kinds of it,
and the qualities of each of them, and the places of employment of
them
̮ϳ ήϫ ϒϳήόΗ ϭ ̶ϘϴγϮϣ ΖϋΎϨλ ϡΎδϗ έΩ ϢΘθϫ Ϟμϓ
Chapter eight: Concerning the different kinds of the art of music
and the definition of each of them
̵ήψϧ ̶ϘϴγϮϣ ωϮοϮϣ έΩ ϢϬϧ Ϟμϓ
Chapter nine: On the subject of music theory
 ϻΎϤΟ - ϢϠϋ Ϧϳ ̵ΩΎΒϣ έΩ ϢϫΩ Ϟμϓ
Chapter ten: Regarding the principles of this science - concisely

ϡϭΩ ΖϟΎϘϣ
The second discourse
ΩΪϋ ΐδϧ ήμΣ έΩ ϝϭ Ϟμϓ
Chapter one: On the limit of the ratio of numbers
ΖγέΎΗϭ ΐδϧ ϊΑΎΗ Ϣϐϧ ΐδϧ Ϛϧ έΩ ϡϭΩ Ϟμϓ
Chapter two: On the fact that the ratio of tones depend on the ratios of strings
ΩΎόΑ ΕήϓΎϨϣ ϭ ΖϤϳϼϣ ΐΒγ έΩ Ϣϴγ Ϟμϓ
Chapter three: On the causes of the consonancy and dissonancy of
intervals
ΖϤϳϼϣ ϝΎϤ̯ έΩ ϡέΎϬΟ Ϟμϓ
Chapter four: Concerning the perfect consonancy
ΪϨϳΎϤϨϧ Ϣϼϣ ΐΒγ ϪΠΑ ΕΎϤϳϼϣ ̶πόΑ Ϛϧ ϭ ϊϤΟ ϭ ΪόΑ ̶Ϩόϣ έΩ ϢΠϨΑ Ϟμϓ
Chapter five: On the definition of interval, combination of intervals, and on the reason why some consonants do not appear as
consonant
ϻ˱ ΎϤΟ - ΩΎόΑ ϡΎδϗ έΩ Ϣθη Ϟμϓ
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Chapter six: On the various kinds of intervals - concisely
ΖϤϳϼϣ ΖϬΟ ί ΩΎόΑ ΐΗήϣ έΩ ϢΘϔϫ Ϟμϓ
Chapter seven: Regarding the rank of intervals concerning their
consonancy
ΩΎόΑ ̶ϣΎγ έΩ ϢΘθϫ Ϟμϓ
Chapter eight: On the names of intervals
ϼ
˱ ϴμϔΗ - ΩΎόΑ ϡΎδϗ έΩ ϢϬϧ Ϟμϓ
Chapter nine: On the various kinds of intervals - comprehensively
ΎϬΗΎϘΒσ ϑϼΘΧ ̶Ϡϋ ˰ήΗϭ ϒμϧ Ύϳ ˬΖγ ϖϠτϣ ί ϥ ΝέΎΨϣ ̶̯ ̶ΗΎϤϐϧ Ϛϧ έΩ ϢϫΩ Ϟμϓ
Chapter ten: On those notes that derive from the open string, or
the half string – on differences of the transpositional modes

 Ϣϴγ ΖϟΎϘϣ
Discourse three
ϥ ϡΎδϗ ϭ Ϟμϓ ϭ ΖϓΎο ̶Ϩόϣ έΩ ϝϭ Ϟμϓ
Chapter one: On the definition of iz̜Ɨfat (the additional intervals)
and fas̜l (the separation) and different kinds of it
ϥ ϞϤϋ Ζϴϔϴ̯ ϭ ˬ̵ϭΎδΘϣ ϡΎδϗΎΑ ΪόΑ ϢϴδϘΗ ̶Ϩόϣ έΩ ϡϭΩ Ϟμϓ
Chapter two: On the definition of the division of interval into
equal proportions, and how to do it
ΩΎόΑ ήϳΎγ ί ̶ϨΤϟ ΩΎόΑΎΑ ϊΑέϻϭΫ ϢϴδϘΗ έΎϴΘΧ ΐΒγ έΩ Ϣϴγ Ϟμϓ
Chapter three: The reason of the choice of division of the fourth
into ab‘Ɨd-i lah̚nƯ (melodic intervals) among other intervals
ϻ˱ ΎϤΟ - ϥ ϡΎδϗ ̶ϣΎγϭ ϊΑέϻϭΫ ϢϴδϘΗ έΩ ϡέΎϬΟ Ϟμϓ
Chapter four: On the division of the fourth and the names of them
- concisely
ϞϴμϔΗ ϞϴΒγ ήΑ Ϣδϗ ϪδΑ ϊΑέϻϭΫ ϢϴδϘΗ έΩ ϢΠϨΑ Ϟμϓ
Chapter five: Concerning the division of the fourth into three
kinds in the comprehensive way
Ϣδϗ έΎϬΠΑ ϊΑέϻϭΫ ϢϴδϘΗ έΩ Ϣθη Ϟμϓ
Chapter six: On the division of the fourth into four kinds
έϮ̯άϣ αΎϨΟ ΖϤϳϼϣ ΐΗήϣ έΩ ϢΘϔϫ Ϟμϓ
Chapter seven: On the rank of consonancy of the mentioned genera
έϮΠϬϣ ̶πόΑ ϭ Ζγ ϝϭΪΘϣ ωϮϧ Ϧϳ ί ̶πόΑ ̮ϧ ΐΒγ έΩ ϢΘθϫ Ϟμϓ
Chapter eight: On the cause that some of these kinds are common
and some are uncommon
ϡΎδϗ ήϳΎδΑ βϤΨϟϭΫ ϢϴδϘΗ έΩ ϢϬϧ Ϟμϓ
Chapter nine: Concerning the division of the fifth into different
kinds
αΎϨΟ ΚΣΎΒϣ ̶ϗΎΑ έΩ ϢϫΩ Ϟμϓ
Chapter ten: On remaining topics about the genera

ϡέΎϬΟ ΖϟΎϘϣ
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Discourse four
ϭ ˬϥ ϑΎϨλ ϭ ˬϦϴΗήϣ Ϟ̰ϟϭΫ ϭ Ϟ̰ϟϭΫ ΪόΑ έΩ ˬ̶ϨϴϨσ ϭ ϊΑέϻϭΫ ΐϴΗήΗ έΩ ϝϭ Ϟμϓ
̮ϳ ήϫ ̶ϣΎγ
Chapter one: On the order of the fourth and t́anƯnƯ (the second) in
octave and compound interval and their classes and the names of
each of them
̮ϳ ήϫ ̶ϣΎγ ϭ ̶όϤΟ ήϫ ΕΎϤϐϧ ΩΪϋ έΩ ϡϭΩ Ϟμϓ
Chapter two: On the number of notes in each combination and
the names of these combinations
ϞϴμϔΘΑ ωϮϤΟ ϑΎϨλ έΩ Ϣϴγ Ϟμϓ
Chapter three: Regarding the classes of the combinations (of
notes) - comprehensively
ωϮϧ ϭ ήΤΑ ϥΎϴΑ έΩ ϡέΎϬΟ Ϟμϓ
Chapter four: On the explanation of the bah̛r [the seven kinds of
interval the fourth] and naw‘ (Species)

ϪϤΗΎΧ
Conclusion
ϥ ϊοϭ Ζϴϔϴ̯ ϭ ΩϮϋ έΎϴΘΧ ΐΒγ έΩ ϝϭ ΚΤΒϣ
Subject one: On the reason of the choice of ‘ǌd and quality of its
construction
ϦϴΗΎγΩ ΝήΨΘγ έΩ ϡϭΩ ΚΤΒϣ
Subject two: On the derivation of (the places of) frets (on the fingerboard)
ϦϴΗΎγΩ ΐδϧ ί ̶ϓήσ ϥΎϴΑ έΩ Ϣϴγ ΚΤΒϣ
Subject three: On the explanation of a method of proportion of
(the places of) frets
ϪϧΎ̳ Ζϔϫ ϦϴΗΎγΩ Ϧϳ ΐδΤΑ ΩϮϋ ί έϮ̯άϣ αΎϨΟ ΝήΨΘγ έΩ ϡέΎϬΟ ΚΤΒϣ
Subject four: On the derivation of the mentioned genera from ‘ǌd
according to the seven (places of) the frets
ΩϮϋ ί ϥ ΝήΨΘγ ϭ ωϮϤΟ ωϮϧ ϥΎϴΑ έΩ ϢΠϨΑ ΚΤΒϣ
Subject five: Concerning the various kind of combination of notes
and the derivation of them from ‘ǌd
ΪϨϧϮΧ ΕΎϘΒσ ήϧ ̶̯ ϞϘΛ Ϟ̰ϟϭΫ έΩ ϪϧΎ̳ ϩΪϔϫ Ϧ̯Ύϣ ί έϭΩ ΝήΨΘγ έΩ Ϣθη ΚΤΒϣ
ΖϘϴϘΣ έΩ ΎϬϧ ϦϳΎΒΗ ΩϮΟϭ ΎΑ έϭΩ ΕΎϘΒσ ϪΑΎθΗϭ
Subject six: On the derivation of cycles of modes from the seventeen positions in an octave that are called t́abaqƗt (transpositions)
and the similarity of the t́abaqƗt of the cycles of modes despite
their differences in reality
ΫϮΑ ΩϮϬόϣ ϪΟϭ ήΑ Ϫϧ έΎΗϭ ΏΎΤτλ ϥϮΟ ωϮϤΟ ΝήΨΘγ έΩ ϢΘϔϫ ΚΤΒϣ
Subject seven: Regarding the derivation of combination of tones
when tuning of strings is not in the ordinary way
ϪΒόη ϭ ΐϴ̯ήΗ ϭ ίϭ ϭ ϩΩήΑ ΖϘϴϘΣ ϥΎϴΑ έΩ ϢΘθϫ ΚΤΒϣ
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Subject eight: On the explanation of the nature of the pardah (the
principal modes), ƗwƗz (the secondary modes), tarkƯb (combination) and šu‘bah (the derivative modes)

Here, the author shows clearly his critical points of view concerning the
classification of modes by UrmawƯ, writing (taken from Wright 1978: 284):
ϪΘϔ̳ έϭΩ ΐΣΎλ ̮ϧΎϨ̩ ˬϥΎϬϔλ ΕΎϘΒσ ί Ζγ ϪϘΒσ ϼ
˴ Μϣ ΎϴϧΩή̳ Ϫ̯ ΪϨϳϮ̳ ή̳ ϭ
.ΩϮΒϧ ϩΩή̡ ΰϴϧ ϥ β̡ ˬϕΎθϋ ΕΎϘΒσ ί Ζγ ϪϘΒσ ΰϴϧ ̮ϴϠγϮΑ ϢϴϮ̳ ˬΖγ
If it is claimed that gardƗniyƗ, for instance, is a t̛abaqah (a
transposition scale) of t̛abaqƗt (sing. t̛abaqah) of [the mode of]
is̛fahƗn, as the author of AdwƗr [i.e. UrmawƯ] has claimed, we can
state that [the mode of] bǌsalƯk is also a transposition scale of the
transposition scales of [the mode of] ‘uššƗq, so that this is not a mode
either.

The remaining topics are (al-ŠƯrƗzƯ 1317-1320 H.Š./1938-1941: 150 f.) as
follows:
έϮϬθϣ ΕΎϣΎϘϣ έΩ ϦΨγ ΖϴϘΑ ϭ ή̴ϳΪ̰ϳ ΎΑ Ύϫ ϩΩήΑ ςϠΧ έΩ ϢϬϧ ΚΤΒϣ
Subject nine: On the combination of scales with each other and
the continuation of discussion about the famous maqƗmƗt
ϝΎϤΟ ϖϳήτΑ Ύϫ ϩΩήΑ ̶πόΑ ήϴΛΎΗ έΩ ϢϫΩ ΚΤΒϣ
Subject ten: Concerning the effect of some scales in a concise way
ϥ ϡΎδϗ ϭ ϝΎϘΘϧ Ζϴϔϴ̯ έΩ ϢϫΩίΎϳ ΚΤΒϣ
Subject eleventh: On the quality of transposition and its (different) kinds

ϢΠϨΑ ΖϟΎϘϣ
Discourse five
ϥ ϖϴϘΤΗ ϭ ωΎϘϳ ΪΣ έΩ ϝϭ Ϟμϓ
Chapter one: On the limit of ƯqƗ‘ (rhythm] and a description of it
ϥ ϡΎδϗ ϭ ̶ϋΎϘϳ ϪϨϣί έΩ ϡϭΩ Ϟμϓ
Chapter two: On the ƯqƗ‘ic [rhythmic] times and its various kinds
̶ϋΎϘϳ ϢϴδϘΗ έΩ Ϣϴγ Ϟμϓ
Chapter three: On the ƯqƗ‘ic division
ΪΘϓ ϥΎΤϟ ϭ ήϭΩ ϥΎϴϣ ̶̯ ̶ϋΎοϭ ϝϮΣ έΩ ϡέΎϬΟ Ϟμϓ
Chapter four: Regarding the conditions [of relations] that are between the cycles and melodies
̶Ϡ̯ ϖϳήτΑ ϥΎΤϟ ύϮλ ϥϮϧΎϗ έΩ ϢΠϨΑ Ϟμϓ
Chapter five: On the rule of composition of melodies in general
ϥΎϣί Ϧϳ Ϟϫ ϝΎϤόΘγ ΐδΤΑ ϩΩήΑ ήϫ ί ΪμϘϣ ϦϴϴόΗ ϥΎϴΑ έΩ Ϣθη Ϟμϓ
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Chapter six: On the explanation of the determination of purpose
for each mode according to the usage of the present time
ΩϮϋ ϥΎϣΩ ϪϘϳήσ ϥΎϴΑ έΩ ϢΘϔϫ Ϟμϓ
Chapter seven: On the explanation of the manner of exercising the
‘ǌd

ϪϤΗΎΧ
Conclusion
ϥΎΤϟ ΖΒΛ Ζϴϔϴ̰Α ΕέΎη έΩ
On the explanation of the quality of recording melodies

The section on music in Durrat al-tƗj is the most comprehensive and
detailed writing on the theory of music that had been hitherto composed in
Persian. It is also the first Persian work that describes and deals with the new
approaches to modes and classification of them, i.e. as in the Systematist
School, which was established by al-UrmawƯ. Furthermore, according to
Wright (1978: 143), al-ŠƯrƗzƯ’s work differs from that of al-UrmawƯ’s where
terminology and the scheme of classification are concerned. For instance,
… Qutѽb al-DƯn’s views fail to coincide with those of SҖafƯ al-DƯn even
on such a basic issue as which modes constitute the ƗwƗzƗt, for he
places 60 muh̚ayyir h̛usaynƯ in this class, while mƗya and shahnƗz
(ƗwƗzƗt for SҖafƯ al-DƯn) are stated to belong to another group of
modes.
[Ibid.]

With regard to Wright’s obsevation, we can state that the work not only
introduced the new approach to the theory of music in Persian but it enriched
SҖafƯ al-DƯn al-UrmawƯ’s theory or at least presented a critical approach to
that theory. The topic of recording music was also new in Persian writing on
music.

Mss of undated works copied during the 13th century
As mentioned, Mss of two undated works that were copied during this
century have come down to us. These two works are Mujmal al-h̛ikmah and
RisƗlah-i mǌsƯqƯ by NayšƗbǌrƯ. We begin with the oldest of them.
Mujmal al-h̚ikmat
The first work is the section on music in Mujmal al-h̚ikmat (The summary of
science). The treatise is a Persian rendering and abridgment of the celebrated
Arabic encyclopaedia known as RasƗ’il al-ixwƗn al-s̛afƗ wa xillƗn al-wafƗ’.
The authors of the original Arabic work were probably a group of Islamic
scholars active in Basra during the second half of the 10th century, who tried
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to reconcile the Islamic and the Aristotelian and Neo-Platonic approaches to
science. The date of the Persian translation is not known, nor the name of the
translator. According to SҚafƗ (1366 H.Š./1987, vol. iii/2: 1223) the translator
of the work is SarƗj al-DƯn Abǌ al-TanƗ MahҖmǌd b. AbƯ AhҖmad b. alUrmawƯ (594/1197-682/1283). ‘afƗ (ibid.) refers to the closing phrase of the
Ms in IR-Ts (I‘tisҗƗmƯ 1311 H.Š./1932, vol. ii: 57, No. 112) that says that
UrmawƯ is the translator of the work.66 But, the oldest Ms of the work, which
is in D-B (Pertsch 1888: 158 f.; Ms. Diez. A Oct. 132), was copied in
608/1211, and even if we assume that the work was written in 1211, it is
hard to believe that a fourteen-year-old boy was able to translate such a
difficult and complicated work into Persian. HҙƗjjƯ XalƯfah (1362/1943: 1604)
mentions that the work was translated into Persian by a person who was a
native of the XurƗsƗn province.67 Concerning the date of the rendering, it can
be stated that with regard to a number of specific linguistic (grammatical and
syntactic) traits in the work, which are presented by BƯniš (SRFM: 31-34)
and will be mentioned below, the Persian translation was done some time
during the 11th century or at the beginning of the 12th century. The most
significant of these linguistic traits are as follows:
x The usage of the 3rd sing. animate pronoun “ǌ” (he, she) for inanimate
noun; for example (ibid.: 51):
Ζγ ϡΎϤΗ ϭ ϭ ΪϨϧϮΧ ̵ήϬϨϟ ˯έϭΎϣ έ ϥ Ϫ̯
“It is called MƗwarƗ’ al-nahrƯ (Transoxanic) and it is prefect.”

The animate pronoun “ǌ” is used for the instrument barbat́. Another
example (ibid.: 53):
... Ζδϫ ίϭ έ ϥΎθϳ Ϫ̯ ϢϴϳϮ̳ ή̳ ϭ
“And if we say they have sound …”

The animate pronoun “ƯšƗn” refers to the firmament or stars.
x The repetition of verbs; e.g. (ibid.: 48):

66

This Ms was used by BƯnish (SRFM) as the main Ms for the establishment of the text he
has published.
67
He (ibid.) writes:
ίϮϣέ ϩήΜϛϭ ΕΎϴϬϟϻϭ ΕΎϴόϴΒτϟϭ ΕΎϴϘτϨϤϟ ϭ ΕΎϴπϳήϟ ϰϓ ΔϤϜΤϟ ϰϓ ϰγέΎϓ ˰ ΔϤϜΤϟ ϞϤΠϣ
Ύϔμϟ ϥϮΧ ϞΎγέ Ϧϣ ΰϣήϟ ΡΎπϳ ϭ ϮθΤϟ ϑάΤΑ ϦϴϴϧΎγήΨϟ Ϧϣ ϞΟέ ϪΒΨΘϧ
Mujmal al-h̞ikmat: In Persian, on the wisdom of mathematics, logics, natural
science and theology, and the most of it (the work) are written in terms which
were selected by a man from XurƗsƗn, with omitting of redundant and explanation of the terms from RisƗ’il ixwƗn al-s̛afƗ
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ϭ ίϭ ΩϮΑ ̮̩Ϯ̯ ϭ ϡήϧ Ϫ̩ ήϫ ϭ ΩϮΑ ήΗ ̵Ϯϗ ίϭ ΩϮΑ ΖΨγ ϭ ΖηέΩ ϢδΟ έ Ϫ̩ ήϫ
ΩϮΑ ήΗ ̮̩Ϯ̯
“The bigger and harder the material is, the stronger is the sound, and
the softer and smaller (the material) is, the weaker its sound is.”

The verb buwad (is) has been used four times here.
x The employment of the second verb in the infinitive form after the verb
šƗyad (inf. šƗyastan; and also bƗyastan, tawƗnistan); e.g. (ibid.: 51):
ϥΩέϭ ΪϳΎθϧ ή̴ϳΪ̰ϴΑ ϖϠτϣ ΐΒγ έΎϬ̩ Ύϳ Ϫγ νϭήϋ έΩ
“In ‘arǌz̛, it is not proper to bring three or four sabab-i mut́laqs
together.”

In translating this work, the translator, who is unknown, omitted some
chapters of it.68 Furthermore, the work lacks the headings of the chapters
68

The original Arabic work (RisƗ’il ixwƗn al-s̛afƗ’ 1376/1957, vol. i: 183-241) is divided into
the following chapters:
˯ΎϤϜΤϠϟ ϰϘϴγϮϤϟ ϪΘϋΎϨλ Ϟλ ϥ ϲϓ Ϟμϓ
Chapter on that the origin of the art of music is with the philosophers
ΕϮλ ϼϟ ϪόϣΎδϟ ΓϮϘϟ ϙέΩ ΔΘϴϔϴϛ ϲϓ Ϟμϓ
Chapter on the manner through which the sense of hearing perceives the
sounds
ήϓΎϨΗ ϭ ΕϮλϷ ΝΰΘϣ ϲϓ Ϟμϓ
Chapter on the combination and discord of sounds
ΕϮλϷΎΑ ΔΟΰϣϷ ήΛ΄Η ϲϓ Ϟμϓ
Chapter on the impact of sound on the physical conditions
ΎϬϨϴϧϮϗ ϭ ϥΎΤϟϷ ϝϮλ˵ ϲϓ Ϟμϓ
Chapter on the elements of melodies and their rules
ΎϬΣϼλ· ϭ Εϻϵ ΔΘϋΎϨλ ΔΘϔϴϛ ϲϓ Ϟμϓ
Chapter on the manner of the construction of [musical] instruments and their
tuning
ϥΪϴόϟ ΕΎϤϐϨϛ ΕΎϤϐϧ ϙϼϓϻ ΕΎϛήΤϟ ϥ ϲϓ Ϟμϓ
Chapter on the melodic movement of the spheres and [the similarities with]
that of ‘ǌds
ϊΎϨμϟ Ϧϣ ΔΘόϨλ ϡϼϜϟ ϡΎϜΣ· ϥ ϲϓ Ϟμϓ
Chapter on that the rules of speech is an art among other arts
ΔϘϴγϮϤϟ ϝϮλϷ ϰϠϋ ˯ΎπϋϷ ΐγΎϨΗ ϲϓ Ϟμϓ
Chapter on the proportion of the members of the human body according to the
rules of music
ϙϼϓϷ ΕΎϤϐϧ ΔϘϴϘΣ ϲϓ Ϟμϓ
Chapter on the nature of the melodies of the celestial spheres
ΕΎόΑήϤϟ ή̯Ϋ ϲϓ Ϟμϓ
Chapter on the murabba‘Ɨt (the four elements of existence)
ϥΎΤϟϻ ΕΎϘΒσ Ϧϣ ϝΎϘΘϧϻ ϲϓ Ϟμϓ
Chapter on the transposition of intonation of melodies
ϰϘϴγϮϤϟ ϲϓ Δϔγϼϔϟ έΩϮϧ ϲϓ Ϟμϓ
Chapter on the genial sayings of the philosophers on music
ϡΎϐϧϷ ΕήϴΛ΄Η ϥϮϠΗ ϲϓ Ϟμϓ
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employed by the authors in the original Arabic work. The Persian translation
deals with:
1. the definition and origin of music;
2. the impact of music on soul and mind;
3. the theory of sound, its production and perception, and various types of
sound (h̚aywƗnƯ [animal] and ƥayr-i h̚aywƗnƯ [non-animal]);
4. classification of musical sounds and their different qualities;
5. rhythm;
6. musical instruments and the fretting of the barbat́;ѽ
7. the relations between the strings of instruments and “four body liquids
(śafrƗ [yellow bile], xǌn [blood], sawdƗ [black bile], balƥam [phlegm])”;
8. Ptolemy’s, Pythagoras’s, and Aristotle’s opinions on the music of
spheres, the establishment of the science of music by Pythagoras;
9. the usage of music in different religious ceremonies and the purification
of the soul with the help of music, and the moral effects of music.
RisƗlah-i musƯqƯ by MuhҖammad NayšƗbǌrƯ
An Ms of another undated work has come down to us from this century. The
work is a very interesting treatise on music, and it is among the first Persian
works, if not the very first work, wholly devoted to music theory. The work,
which is headed RisƗlah-i musƯqƯ (The treatise on music), was written by
MuhҖammad b. MahҖmǌd b. MuhҖammad NayšƗbǌrƯ. According to DƗnišpažǌh
(NayšƗbǌrƯ 1344 H.Š./1965: 99), he is probably the author of TafsƯr-i
bas̛Ɨ’ir-i YamƯnƯ. However, as PǌrjawƗdƯ (NayšƗbǌrƯ 1374 H.Š./1995: 36)
points out, ‘AwfƯ in his celebrated work LubƗb al-albƗb (‘AwfƯ 1906: 281)
mentions the name of the author of Bas̛Ɨ’ir MuhҖammad b. MahҖmǌd b.
AhҖmad b. al-NayšabǌrƯ, whose name differs from that of the author of our
treatise on music. PǌrjawƗdƯ (NayšƗbǌrƯ 1374 H.Š./1995: 36) states that the
author of TafsƯr-i baśƗ’ir-i YamƯnƯ introduces himself (al-NayšƗbǌrƯ 1359
H.Š./1980: 91) in his book as MuhҖammad b. MahҖmǌd b. MuhҖammad alNayšƗbǌrƯ, whose name is the same as the author of the treatise on music.
The author of TafsƯr-i bas̛Ɨ’ir-i YamƯnƯ, al-NayšƗbǌrƯ, was born in
NayšƗbǌr in the province of XurƗsƗn towards the end of the 11th century. He
received his primary education in his hometown. He left NayšƗbǌr for
Chapter on the various effects of the melodies  





 


There is no translation or summarising of the chapter on the impact of sound on the physical
conditions, of the chapter on the melodic movement of the spheres and (the similarities with)
that of ‘ǌds (music), of the chapter on the proportion of the members of the human body
according to the rules of music, and of the chapter on the murabba‘Ɨt (the four elements of
existence) in the Persian work. A comparison between Mujmal al-h̛ikmah and DƗniš-nƗmah
will reveal that the topics treated in Mujmal al-h̛ikmah are much more alike those of ancient
Greek and Hellenic, or rather neo-Platonic, works on music, while the author of the DƗnišnƗmah tries to approach music in a more strictly scientific way.
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Ƥaznah after the death of his father. He became active at the court of
BahrƗm-ŠƗh b. Mas‘ǌd III of the Ƥaznawids (1118-1157), for whom he
wrote his work TafsƯr-i bas̛Ɨ’ir-i YamƯnƯ. Due to psychological crises, alNayšƗbǌrƯ changed his life-style at the age of forty, devoting himself to
religion and religious activity (al-NayšabǌrƯ 1359 H.Š./1980: 5). He died
some time during the second half of the 12th century.
According to DƗnišpažǌh (NayšƗbǌrƯ 1344 H.Š./1965: 99) and PǌrjawƗdƯ
(NayšƗbǌrƯ 1374 H.Š./1995: 39 f.), the RisƗlah-i musƯqƯ was probably
written during the first half of the 12th century and before al-NayšƗbǌrƯ’s
psychological crisis. Nevertheless, the only extant Ms of the work was
copied in 663/1264. The work contains ca 800 words and is divided into an
introduction and five short fas̛ls (chapters). It begins (RF-SPan C612: 27b28b) with an introduction as follows (for the Persian text see Appendix 4):
In the name of God, the Beneficent, the Merciful, and from Him we
ask help
Thus states the author of this book, UstƗd ‘Ajab al-ZamƗn (the wonder
of the time) nay, the master of XurƗsƗn, Muhҗammad b. Mahҗmǌd b.
Muhҗammad NaysƗbǌrƯ, that, “I have heart and learned about the
science of music in this way. I have added several other new things to
the tas̛Ɨnif (songs) that God, exalted be He, bestowed upon me, by
blessing and favours of the clear-sighted elders. I will mention a few
words on it concisely for those who have the right nature. So that,
when they read and understand it they may remember us in a positive
way and pray for us. [I hope] they do not lose their warm session
(meeting), not passing it to ignorant (incapable) persons, and try to
make the souls of deceased masters satisfied with them. And success
will be granted by God.

The first chapter mentions only the name of twelve pardahs. The whole first
chapter is as follows:
Chapter (1)
You should know that the science of music is a noble science, and it
has twelve pardahs [modes]: first, the mode of rƗst; second, the mode
of muxƗlif-i rƗst; third, the mode of ‘irƗq; fourth, the mode of
muxƗlifak; fifth, the mode of h̚usaynƯ; sixth, the mode of rƗhuwƯ;
seventh, the mode of is̛fahƗn; eighth, the mode of mƗdah; ninth, the
mode of bǌsalik; tenth, the mode of nawƗ; eleventh, the mode of
nahƗwand, twelfth, the mode of ‘uššƗg.

The second chapter deals with six šu‘bahs (the secondary modes, also called
ƗwƗzƗt). Further, the author mentions the names of prominent musicians of
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the Sasanian period like BƗrbad, and even later musicians like a certain
Sa‘ƯdƯ69 and KamƗl al-zamƗn Hҙasan NƗyƯ, adding that they developed and
enriched the modus-system. The whole second chapter is as follows:
Chapter (2)
You should know that these twelve pardahs (principal modes) have
six šu‘bahs (secondary modes): first, zƯrkaš and it derives from the
h̛usaynƯ and from the mode of mƗdah; second, bastah and it derives
from muxƗlifak and from the (mode of) rƗhuwƯ; third, ‘uzzƗl and it
derives from the modes of nawƗ and ‘uššƗq; and fourth, nigƗrƯn and it
derives from the bǌsalik and is̛fahƗn; fifth, h̛ijƗz and it derives from
the irƗq and nahƗwand; sixth, sipihrƯ, and it derives from the modes of
rƗst and muxƗlif-i rƗst, and this mode is played in (the region of) rum
(the present Turkey). The high register of the (the mode of) sipihrƯ is
called sƗzigƗrƯ and it is zƯrafkandah-i buzurg which is not among the
12 (principal) modes (parhah-hƗ) and neither among secondary modes
(su‘bah-hƗ), [but] it derives from the mode of muxƗlif-i rƗst. And
muxƗlif-e rƗst is played in three positions: in the lowest part (pastƯ),
dar rǌyi Ɨhang [in the mode?, or on the melody?], and in the highest
part (tƯzƯ). When it reaches the highest part, it is called zƯrafkan, and if
it is played in the mode of rƗst it is called salmak.
All that BƗrbad composed and played they did not contain more than
the seven principal modes, in accordance to the seven constellations.
When the time of Sa‘ƯdƯ came, he divided them into 12, when he
served at ŠƗh-Šarwah (court), and he was the pupil of BƗrbad. After
him came other masters and composers, like Šams al-DƯn Muhҗammad
YahҖyƗ and KamƗl al-ZamƗn Hҙasan NƗyƯ, and they added the six
(above-) mentioned secondary modes. Because the principal modes
were 12 they constructed one secondary mode of every two principal
modes, and there are not more than these. After that the masters tried
and attempted (to add further modes), but they did not manage to do it.
They opened every two principal modes from five places (on the fret?).

In the third chapter the author discusses the eighteen bƗngs (different register
of a mode?) and the number of bƗngs that each pardah (mode) has. The third
chapter is as follows:70
Chapter (3)

69

According to PǌrjawƗdƯ (NayšƗbǌrƯ 1374 H.Š./1995: 41), he is probably Sa‘Ưd b. MisjahҚ (d.
101/719).
70
This chapter is the most complicated part of the treatise, and it has been impossible for me
to understand and translate all the terms employed in this chapter.
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You should know that the science of music consists of 18 bƗngs: first,
the mode of rƗst is (consists of) two bƗngs; muxƗlif-i rƗst (is) two
bƗngs; mƗdah (is) two bƗngs; ‘irƗq (is) one and a half bƗng; muxƗlifak
(is) one and a half bƗng; bǌsalik (is) one and a half bƗng; nawƗ (is)
one bƗng; nahƗwand (is) one and a half bƗng; rƗhuwƯ (is) one bƗng;
is̛fahƗn (is) one bƗng; h̚usaynƯ (is) one bƗng; ‘uššƗq (is) a half bƗng
and it derives from upper part of the (mode of) rƗst, (and) if you play
on an open string (abrƯšam) in the Ɨhang (mode) of rƗst, it becomes
‘uššƗq. There is not more than a half bƗng between rƗst and ‘uššƗq
and the other half bƗng derives from bam71. Everybody should know
this half bƗng; and every song that is sung lower in the throat will be
accord with zƯr72. A half zƯr and a half bam is a complete ‘uššƗq. This
is the mode of ‘uššƗq and in no other way can it be recognized.
The mode of rƗst is the king of all the modes, and all (other) modes
are derived from it. MuxƗlif-i rƗst is derived from the upper part of it
and that mode is called the mode of nayšƗbǌrah and the mode of
nigƗrƯn. Everyone says the (mode of) muxƗlifak is derived from the
mode of ‘irƗq; (if) tƯzƯ (the upper register of the mode of) ‘irƗq is
played (sung) in pastƯ (the low register of that mode), it is called
muxƗlifak. If muxƗlifak is attached, its zƯr (the low register of the
mode) will come with (its) bam, and out of it derives the rƗhuwƯ. And
when rƗhuwƯ is derived, its tƯzƯ (the law register of the mode?) grows
into the h̛usaynƯ, and it is also called rƗwƯ. The mode of mƗdah
derives also from the šƯbtar-i (lower register [?] of the mode) the rƗst,
and the mode of nawƗ derives from it. It is also73 a bƗnq on the Ɨhang
(mode, melody), and if you bigušƗyƯ (open) this half bƗng, it will be
nahƗwand. TƯzƯ-yi nahƗwand resembles (the mode of) muxƗlifak. The
mode of buslik derives from šƯb-i (lower register [?] of the mode of)
nahƗwand. Some persons have said that the mode of is̛fahƗn derives
from the þƗrgahƯ-yi ‘irƗq, and some other have said (it derives) from
muxƗlifak and therefore the is̛fahƗn is not based on as̛l (principal) and
modes [because] it become again [the mode of] sƗzgƗrƯ74, but that is
zƯrafkand-i buzurg.

The fourth chapter is on which pardah is suitable for a certain part of an
hour or day.
Chapter
71

Bam can mean the lowest string of a string instrument or the lowest tone. Here, because of
the conciseness of the treatise, it is not clear what the author means by term bam.
72
ZƯr means either the highest string of a string instrument, or sharp.
73
In the Ms is written ham which means “also”. However, PǌrjawƗdƯ (NayšƗbǌrƯ 1374
H.Š./1995: 64) suggests that the word probably is nƯm (an half).
74
It is a mode that derives from the combination of the modes of ‘irƗq and is̛fahan.
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You should know that at the break of dawn the mode of mƗdah75
should be played, because the sun is also female. When the sun comes
up you should play a piece of music in the mode of rƗst. And before
midday the mode of ‘irƗq, which is called majlis-afrǌz, should be
played, and no other mode in the science of music is more euphonious
than the mode of ‘irƗq, and (in the same way) no other part of day is
better than before midday. At midday again the mode of rƗst should
be played, because BƗrbad finished the construction of rǌdxƗmah [a
type of string instrument] at this time. It has been said that his fortune
was at this time. When the day begins to lose its light (afternoon), [at
the time of] the afternoon prayer the mode of bǌsalik should be
played, because it is the lowest of all modes, and the day is turning
into the night, it is the mode of the Indians, (and it is played) till the
sunset. After that, the mode of ‘uššƗq should be played, because it is
the last mode and the day is also coming to an end. At the evening
prayer the mode of nawƗ should be played, because in the science of
music there is nothing shorter than the mode of nawƗ and no part of
the day is shorter than the evening. The Turks play this mode till the
time of the night prayer. After that, the mode of muxƗlifak should be
played so people sleep, because the mode of muxƗlifak is a mellifluous
mode. After that, the mode of is̛fahƗn should be played, and at
midnight (the modes of) ‘irƗq and muxƗlifak and nahƗwand should be
played; and the mode of is̛fahƗn is suitable for the night. Then, the
mode of nahƗwand should be played, because the mode is tranquil.
The Prophet, peace be upon him, sung the Koran in this [nahƗwand]
mode. These modes that I have mentioned are cold, wet and
mellifluous. And when the daybreak begins, the mode of rƗhuwƯ
should be played till the time of sunrise. And the meaning of the
rƗhuwƯ is that one is relieved from fear, and at this time, when the day
starts and people get rid of the darkness of the night, listening to music
in this mode is relaxing. Then, the mode of h̛usaynƯ should be played,
and this time [of day] is called miyƗnjƯ sarƗy (between two places,
[i.e. night and day]), and it is the first hour of the day and the last
(hour) of night. And [because] h̛usaynƯ is [derived from] the tƯzƯ of
rahuwƯ.
These twelve modes that have been explained should be played in
twelve hours. And the šu‘bahs (the secondary modes) of each mode
that is played, should also be performed with it at the same time so
that it is clear [which šu‘bah belongs to which pardah].

The last chapter is on which mode is proper for certain people with different
complexions, hair colour, eyes colour etc. He writes for instance:
75

MƗdah means female.

114

Chapter
Whoever has a fair complexion and is plump should listen to bass
tones (modes) like the muxƗlifak and the like. And whoever has a red
face and redhead and green eyes should listen to the opposite [modes],
like the rƗst and ‘irƗq. Whoever is black in complexion which inclines
to yellow should listen to tƯz (the sharp) modes and the mode of sitƗ
(the mode sigƗh?76). Whoever has a swarthy complexion and a fair
face, to him should be played the mode/es (of) to his choice. For
children [should be played] in the rhythmic mode of xafƯf, because
they are jovial. If the listening to music is for enjoyment, everybody
will benefit from it.”
It has been finished with the help of God and thanks to Him and we
pray to Him and His messenger MuhҖammad and his followers.

This treatise is so surprisingly unique, unusual, unexpected and
exceptional for the time that DƗnišpažǌh has stated that it is more likely that
it was written later during the 13th century, when the only extant Ms of the
work was copied. Therefore, I am very cautious about drawing any
conclusion concerning this treatise, until another work from this period with
the same characteristics comes to light.

76

It is also a type of instrument with three strings.

115

Chapter 5

Writing on music during the 14th century

Background
The fourteenth century was an eventful century in the history of the region,
and it can be divided into three different phases or periods:
1. the period from the death of ƤƗzƗn-XƗn in 1304 to the decline and fall of
the Il-Khans in 1336;
2. the period from the emergence and establishment of principalities (ca.
1336) to Timur’s assault in 1380;
3. the assault by Timur and the invasion of a large part of the region by his
army up to Timur’s death in 1405.
The above-mentioned periods will be dealt with below.
With the accession of ƤƗzƗn and the implementation of his economic,
fiscal, and monetory reforms the realm was saved from total collapse. As a
consequence of the reforms the position of Iranian administrators and
bureaucrats in the Il-Khan state was enhanced and strengthened. Another
political development was the interruption of all links between the Il-Khans
and the Great Khan, and perhaps ƤƗzƗn’s conversion to Islam symbolised
this development. Generally speaking, ƤƗzƗn’s reign was a period of
progress and relative prosperity in the realm. Nevertheless, his reign was too
short to give a durable result, and after his death in 1304 the disintegration
and thereby the decline of the Il-Khans accelerated. The total collapse of the
Il-Khans took place after the death of Abǌ Sa‘Ưd in 1335, but it was a process
that began as early as the death of ƤƗzƗn. The political vacuum that began
with the weakness and decline of the Il-Khan Empire during the 1320s and
1330s resulted in the rise and establishment of a number of principalities and
local dynasties in different parts of the Il-Khanid territory. According to CHI
(vol. 6: 1-4), we can group these principalities and local dynasties into three
categories,
1. princes of the dynasty of Genghis Khan;
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2. representatives of local dynasties or highly placed families who had
served the Il-Khans as generals or senior servants of the state;
3. religious adherents to Shi‘i or extremist movements.
Among the most important principalities and dynasties of this period can be
mentioned the Muzaffarids, JalƗyirids, Ʈnjǌs and SarbadƗrƗn. The most
striking character of the second period is constant fighting between these
dynasties and principalities for control over the lands. The assault by Timur
in 1381 put an end to most of the principalities and dynasties. Timur, who
managed to unite the Turkish tribes in Central Asia had, in a short time,
conquered a vast area that stretches from Moscow to Delhi and from
Samarqand to Brusa. He died in 1405, leaving a ruined and disorganised
land (Minorsky 1964: 250).
The 14th century is one of the most interesting and significant centuries
for the religious, or rather religio-political, development of the region. It was
during this century that Islam again became the official religion of the realm
after nearly 75 years. Furthermore, Shi‘ism gained ground among the
population, resulting, among other things, in the rise of a Shi‘i state, i.e.
SarbadƗrƗn, in the province of XurƗsƗn. This period was indeed the first
stage of the coming crucial political-religious development that was to take
place over the two next centuries, which ultimately resulted in the
establishment of the Shi‘i Safawid dynasty. Sufism continued to be one of
the most important religious movements and a source of inspiration in the
region.
The impact of Mongol, Chinese and especially Indian art and music on
Persian art increased considerably during the century. The Chinese impact
manifests itself in music through the usage of different Chinese instruments
such as the p’ip’a, the yuèqín (the yüeh ch’in) and in the painting of
miniatures through,
… The treatment of landscape details and especially in the
overlapping planes that lend depth to a composition … eye-catching
individual motifs such as exotic creatures (the phoenix [often
representing the simurgh, the bird of Persian legend], giraffes,
elephants), plants (peonies, lotuses), blossoming trees, and the
conventions for rendering water, fire and clouds.

[Hillenbrand 1999: 208 f.]
It should be pointed out that the impact of Indian art, literature and music on
Persian was much deeper and wider than the Chinese. As an example, within
the literary field the impact resulted in the creation of a new poetic style, that
is sabk-i hindƯ (the Indian style), which manifested itself in the work of AmƯr
Xusraw DihlawƯ (d. 725/1325). Regarding the musical impacts see below
and chapter 7.
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During the second period, the rise of the principalities contributed to the
establishment of different cultural centres in the different parts of the Iranian
plateau. It is the most significant and crucial cultural development in this
century. In other words, if during the earlier periods there was only one
dominant cultural centre in the Persian-speaking territories, during this phase
of the 14th century we witness the establishment of three of four significant
independent cultural centres in these territories. These cultural centres were
the cities of ŠƯrƗz, IsҗfahƗn, KirmƗn in the central and southern parts of the
Iranian plateau, and the cities of TabrƯz and Sultѽaniyyah in the northeast part.
In addition, a number of cultural centres outside Iranian territories,
particularly in the northern part of India and Anatolia, were established.
Nonetheless, Timur’s invasion disturbed and interrupted the development of
cultural activity for a short time, and only after the establishment of the
Timurid dynasty at the beginning of the 15th century did cultural activity
accelerate once again and flourish in the realm. I will return to this
discussion in next chapter.
Concerning literature, the 14th century, with its outstanding poets like
HҙƗfƯz, XujandƯ, ‘Ubayd ZƗkƗnƯ, is one of the Golden Ages of Persian poetry
and literature, and some of the greatest works of Persian literature were
indeed produced during the century. The spread of Persian in the region
contributed to the rise and flourishing of literary centres outside the Persianspeaking territories, particularly in India. As a consequence of this
development, a new poetic style, i.e. sabk-i hindƯ (the Indian style), which
manifested itself in the work of AmƯr Xusraw DihlawƯ (d. 725/1325), was
definitely established. It was, however, sabk-i ‘irƗqƯ (the Iraqi style) that
became the dominant poetic style in poetry in the country and
simultaneously sabk-i xurƗsƗnƯ (the XurƗsƗnian style) was almost
abandoned. The poetic form ƥazal was established as the most important
form of poetry. Concerning prose, historiography continued to be the most
prominent genre of the learned literature, and a number of important works
in this genre were written. The literary tendencies like the usage of Arabic
and even Mongolic (Turkish) words, the employment of artificial language
with complicated syntax (for readers of the 20th century) continued in prose
works of the century.

Exposition
Concerning writing on music, from this century thirteen works and treatises
have come down to us. Furthermore, there are two undated and anonymous
treatises from this century which are also extant. We will begin with the
earliest work written during this century, i.e. SipahsƗlƗr’s treatise.
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RisƗlah-i Firaydǌn b. Ah̚mad SipahsƗlƗr dar Ah̚wƗl-i MawlƗnƗ
JalƗl al-DƯn MawlawƯ
The first work from this century is a biography with the heading RisƗlah-i
Firaydǌn b. Ah̞mad SipahsƗlƗr dar ah̞wƗl-i MawlƗnƗ JalƗl al-DƯn MawlawƯ
(The Firaydǌn b. AhҚmad SipahsƗlƗr’s treatise on MawlƗnƗ JalƗl al-DƯn
MawlawƯ’s biography). The exact date of the author’s birth is unknown;
there are three suggestions, 1. in 612/1215 (NafƯsƯ [SipahsƗlƗr 1325
H.Š./1946: (4)]); 2. in 622/1225 (ibid.: (4 f.)); 3. between 610/1213 and
615/1218 (SҚafƗ 1366 H.Š./1987, vol. iii/2: 1253). Nor do know much about
his life except what he has mentioned in the introduction of his work. He
became a devotee of the MawlƗnƗ JalƗl al-DƯn MawlawƯ (604/1207672/1273), one of the most prominent Persian poets and mystics of the 13th
century, in ca 632/1234 at the age of twenty or twenty-two.77 He mentions in
the introduction (SipahsƗlƗr 1325 H.Š./1946: 6) that he was:
̵ΪΘϘϣ ϭ ήμϋ ϩΪϣήγ ̮ϳ ήϫ Ϫ̯ ϥΎϘηΎϋ ϭ ϥΎϳϮθϴ̡ ή̴ϳΩ ΎΑ ϒϴόο Ϧϳ ϝΎγ ϞϬ̩ ΕΪϣ
έΩ ϭ ΪϨΘηΪϧ ΎΘϤϫ ̵ϮϘΗ ϭ ωέϭ έΩ ϭ ϥΎϬΟ ήϴψϧ ̶Α ϦσΎΑ ϭ ήϫΎχ ϡϮϠϋ έΩ ϭ ΪϧΩϮΑ ήϫΩ
.Ϊϧέϭ ̶ϣήΑ ΐθΑ έ ίϭέ ϭ ίϭήΑ έ ΐη ζΗήπΣ
During forty years your humble servant was together with other
leaders and lovers, each of whom were masters of their time and
leaders followed by contemporaries and who in the external and
internal knowledge were unique in the world and there was no one
like them in piety and virtue. We have passed nights to days and days
to nights in his [i.e. MawlawƯ] presence.

In other words, the author stayed with MawlawƯ till the poet’s death in 1273.
There is also ambiguity concerning the author’s death, he probably died in
719/1319 or 729/1328 (NafƯsƯ [ibid.: (5)]); in any case, it seems that he
enjoyed longevity.
There is also ambiguity regarding the composition of RisƗlah-i Firaydǌn
b. Ah̞mad SipahsƗlƗr dar ah̞wƗl-i MawlƗnƗ JalƗl al-DƯn MawlawƯ; it was
most likely written between 719/1319 and 729/1328 (ibid.). SҖafƗ (1366
H.Š./1987, vol. iii/2: 1253 f.), however, suggests that the work was written
either between 672/1273 and 684/1285, or between 684/1285 and 712/1312.
He is sceptical of the date NafƯsƯ mentions, arguing that the last part of the
work, which deals with the biographies of the SultѽƗn Walad’s and his sons’
and which differs in style of writing from the first part of the work, was
written and added to work by another author or authors.
As noted above, the work deals with the biography of MawlƗnƗ JalƗl alDƯn MuhҖammad b. BahƗ’ al-DƯn MuhҖammad b. Hҙusayn al-XatѽƯbƯ MawlawƯ
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If we assume he was born in 1213.

119

al-BalxƯ al-BakrƯ. It (SipahsƗlƗr 1325 H.Š./1946) is divided into three qisms
(parts), each of which is in turn divided into a number of fas̛ls (chapters). In
the third fas̛l of the second qism there is a section entitled “wa ammƗ bayƗn-i
sabab-i samƗ‘-i h̞az̛rat-i ƯšƗn” (“now, on the reason that His Excellency
performed samƗ‘”) dealing with samƗ‘ and why and how MawlƗnƗ began to
perform samƗ‘ (samƗ‘ kardan). The author (ibid.: 64 f.) first mentions that
JalƗl al-DƯn did not perform samƗ‘, but after meeting Šams al-TabrƯzƯ,
TabrƯzƯ suggested him to do samƗ‘:
ϥΪη ΪϫϮΧ ϩΩΎϳί ωΎϤγ έΩ ̶ΒϠσ Ϫ̪ϧ Ϫ̯ έΩ ωΎϤγ έΩ Ϫ̯ ΪϧΩϮϣήϓ ΕέΎη β̡
Then he hinted, “Take part in samƗ‘, since what you ask for will be
enhanced in samƗ‘”

On the lawfulness of samƗ‘ and defence of the idea of samƗ‘, the author
(ibid.: 66) writes:
ΰΎΟ ϭ ϢϠδϣ ήϧ ϖϴϘΤΗ Ϟϫ ϭ Ϊϧ ϪΘΧΎγ έΎϴδΑ ϪϟΎγέ Ϳ Ϟϫ ήΑ ωΎϤγ ΖΣΎΑ ϥΎϴΑ έΩ
ϭ ̵ ϪΘ̰ϨΑ ΖδΗέΎη ΩΩή̳ ̶ϣ έΩΎλ ϥΎϘϘΤϣ ί ωΎϤγ Ϫ̯ ΕΎ̯ήΣ ΖϣΎϤΗ ... ϪΘηΩ
ϝΎΣ ϥ έΩ Ϫ̯ ΖγΪΣϮϣ ϥΎϓέΎϋ ϡΎϘϣ Ϧϳϭ ΪϴΣϮΘΑ ΖδΗέΎη ϥΩί Υή̩ Ϫ̰ϧΎϨ̩ ˬ̶ΘϘϴϘΣ
̶ϣ ϩήϬΑ ϭ ξϴϓ ί ΪϧΩή̳ ̶ϣ Ϫ̯ Ϯγ ήϬΑϭ ΪϨϨϴΑ ̶ϣ ΕΎϬΟ ϪϤϫ έΩ έ ΏϮϠτϣϭ ΏϮΒΤϣ
...ΪϨΑΎϳ
On the lawfulness of samƗ‘ for the men of God have been written
many treatises, and the learned men consider it indisputable and
lawful … All movements that samƗ‘ brings forth in the seeker means
something and a fact. For instance the turning around hints at tawh̞Ưd
(the unity of God), and it is the state of Gnostic muwah̞h̞id
(monotheist, Islamic) that in this condition they see the beloved and
desired one [i.e. God] in every direction and that in every direction he
looks he enjoys His blessing ...

Then the author deals concisely with the rules of good conduct in samƗ‘. He
notes (ibid.: 68) for instance:
Ϫ̪ϧΎϨ̩ ˬΩΩή̳ ϩΩΎϳί ϒτϠΗ ϭ νϭήΗ ΎΗ Ζδσήη ϩΪόϣ ̵ϮϠΧ Ύϣ ΏΎΤλ ωΎϤγ έΩ ϭ
:ΪϳΎϣήϓ ̶ϣ Ύϣ έΎ̳ΪϧϭΪΧ ΕήπΣ
ΖϴΑ
έί ϪϟΎϧ ΪϨ̯ ̶ϧ ΖδϴϬΗϮ̩ ήϳί
έΩ ̶ϟΎΧ έ ϩΪόϣ ωΎϤγ Ωήϣ ̵
έΎϨ̯ ϭ αϮΑ ϭ ήΒϟΩί ̶ϧΎϣ ̶ϟΎΧ
έΎϴδΑ ΕϮϟί ϩΪόϣ ̵Ωή̯ ή̡ ϥϮ̩
And to have an empty stomach is stipulated for our companions’ in
samƗ‘, for it enhances kindness and tolerance as our exalted lord
states:
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Verses
O thou Man of samƗ‘, keep your stomach empty [in samƗ‘]
For the reed groans and laments since it is hollow
If thou fill the stomach with a multitude of delicate foods
Thou will be deprived of the beloved one, his kiss and the
embracing

The chapter is embellished with Arabic and Persian poems and contains
ca 650 words.
To devote a chapter to the subject samƗ‘ in this type of work, i.e. a
biographical work, made the work unusual and unique in Persian musical
literature. It should be pointed out that samƗ‘ played a very important role in
the gathering of the Mawlawiyyah order and presumably this is why the
author devoted a full chapter to it.

AwrƗd al-ah̚bƗb wa fus̛ǌs̛ al-ƗdƗb by Abǌ al-MafƗxir
YahҖyƗ BƗxarzƯ
The second work to be introduced here is among the most significant and
outstanding works on samƗ‘ and its rules. The work is a part of a celebrated
Sufi book, i.e. AwrƗd al-ah̛bƗb wa fus̛ǌs̛ al-ƗdƗb (The lovers’ incantations
and seals of rules) by Abǌ al-MafƗxir YahҖyƗ BƗxarzƯ.
The author was the grandson of Sayf al-DƯn BƗxarzƯ (586/1190-659/1260)
who was one of the most prominent Sufis of the 13th century and one of
Najm al-DƯn’s KubrƗ’s (see chapter 3) disciples. Abǌ al-MafƗxir was born in
KirmƗn in the central part of Iran towards the end of the 13th century. He
received his elementary education in his hometown from his father, who was
one of the relatively most famous Sufis of his time and who was the second
son of Sayf al-DƯn BƗxarzƯ (see above). He left the town for BuxƗrƗ, where
he took over his grandfather’s xƗniqƗh in 712/1312. Abǌ al-MafƗxir
travelled much in the region, including visits to Morocco, Egypt, Syria,
Minor Asia, Iraq, and met many mystics and Sufi leaders. He died in BuxƗrƗ
in 736/1335 (AfšƗr [BƗxarzƯ 1345 H.Š./1966: 26]).
The book (ibid.) is on Sufism and its rules of good conduct, consisting of
two parts; the first part, which is entitled “awrƗd al-ah̛bƗb” (“the lovers’
incantations”), is on worship, the religious principles for disciples and
devotees, genealogical trees and biographies of the prominent Sufis. The
second part has the heading “fus̛ǌs̛ al-ƗdƗb” (“seals of rules” or “chapters on
rules”), dealing with the rules of good conduct of Sufism and different
opinions concerning these rules. In this part, which is divided into a number
of fas̛s̛es (seals [chapters]), the author deals with samƗ‘ and the rules of
samƗ‘. The chapter is entitled “fas̛s̛ ƗdƗb al-samƗ‘ wa was̜f al-s̛ah̞Ưh̞ min
ĪƗlika wa al-ma‘lǌl” (“chapter on the rules of good conduct in samƗ‘ and
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correct description of that and the reasons”), containing ca 16, 000 words.
The section begins with an introduction in which the author discusses
different issues and subjects briefly and concisely. For instance, he (ibid.:
180-196) talks about the importance of samƗ‘, the defence of samƗ‘, the
effects of samƗ‘ on men, the rules of good conduct in samƗ‘. At the end of
the introduction BƗxarzƯ (ibid.: 195 f.) criticises samƗ‘ as it is performed at
that time. For instance, he (ibid.) writes:
̶Ϥγέϭ ˬΡϭέ ̶Α [Ζγ] ̵ΪΒϟΎ̯ ϭ ˬ̶Ϩόϣ ̶Α Ζγ ̶Ϥγ Ύϣ έΎ̳ίϭέ ϡϮϗ Ϧϳ ωΎϤγ Ύ˷ϣ
... ΖϘϴϘΣ ̶Α Ζγ
But, the samƗ‘ which is performed by these people in our time is a
name without meaning, [it is] a body without soul, and it is a ritual
without sincerity ...

The headings and topics (ibid.: 196) of the main chapters are as follows:
ωΎϤδϟ ̶ϓ ϑΪϟ ϭ κϗήϟ Ϣ̰Σ
The law of dance and tambourine in samƗ‘

In this chapter the author (ibid.) points out:
ϭ ΪϨ̯ ϥ ΪΟϭ Ρήϓ ί ̵ΩΎη ϭ ΪϨ̯ ΪΧ ϕϮη ί Ώήσ Ϫ̯ Ζγ ̶δ̯ ϕΩΎλ ωΎϤγ έΩ ϭ
ϥ κϗέ ϩΎ̴ϧ ΩϮΒϧ έΎϴΘΧ ̨ϴϫ έ ϭ ΩϮη ϒϠΗ ή̳ ΩϮΟϭ Ϫ̯ Ϊϳ ΐϟΎϏ ϥΎϨ̩ ϭήΑ ΪΟϭ
.ΪηΎΑ ϭέ ϭ ϩΪϳΪϨδ̡ έϮϬϘϣ ϕΩΎλ ϥΎϨ̩
And one who rejoices of desire for God and is glad in its joyous
rapture is sincere at samƗ‘. And the rapture should overcome him so
intensely that if he perishes, he does not any control over it, and then
the dance of such a truthful, passionate and subdued person is lawful
and approved.
ωΎϤδϟ ̶ϓ ϢϬΑΩ Ϧϣ ϭ
And some of their rules of good conduct in samƗ‘

BƗxarzƯ (ibid.: 202 and 204) mentions in the chapter that:
έ ϊϤΟ ϭ ωΎϤγ ΖϬΟ ϪΒϨηϭΩ Ύϳ ϪϨϳΩ ϪΘϔϫ έΩ ϼΜϣ ϚϧΎϨ̩ ˬΪηΎΒϧ Ϧ˷ϴόϣ Ζϗϭ έ ωΎϤγ ϭ
... Ζγ ΖϘϳήσ ϒϟΎΨϣ ϭ ΪϳΎθϧ Ϧϳ ˬΪϨϨ̯ Ϧ˷ϴόϣ
Ωέ ΪΟϭ ϭ ωΎϤγ έΩ ϒϠ̰Η ϪΑ έ ΩϮΧ Ϫ̯ Ζγ ϥ ̶̰ϳ :Ζγ ϪΟϭ ϭΩ ήΑ ωΎϤγ έΩ ϒϠ̰Η ϭ
ΖϬΟ Ϫ̯ Ζγ ϒϠ̰Η ϡϭΩ ϭ .ΪηΎΑ ΖϧΎϴΧ ϭ βϴΒϠΗ Ϧϳ ϭ ˬ̵ϭΎϴϧΩ ΖόϔϨϣ ϭ ϩΎΟ ΐϠσ ΖϬΟ
... Ζγ ϩΪϳΪϨδ̡ ωϮϧ Ϧϳ ϭ ˭ΪϨ̯ ΪΟϭ ΐϠσ ΪΟϮΗ ϪΑ ϭ ΪϨ̯ ΖϘϴϘΣ ΐϠσ
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And samƗ‘ does not have a fixed time, so that, for instance, Friday or
Monday should be appointed for samƗ‘ and gathering. It is not proper
and is against the Sufi path …
There are two types of artificial efforts at the samƗ‘, the first one is
that one does samƗ‘ and goes into samƗ‘ and ecstasy artificially for desire for fortune and worldly benefit. It is deceitful and treacherous. And
the second type is the artificial effort that is made for seeking the truth,
and through tawƗjud (taking pains) seeking wajd (rapture). This type is
approved ...
ϪϴϓϮμϟ ΏΩ Ϧϣ ϭ
Concerning rules of good conduct of the Sufis [in the samƗ‘sessions]

Among the rules, which the author (ibid.: 206-209) mentions, are:
ωΎϤγ έΩ .ΪϨϨ̰ϧ ωΎϤγ ϭ ΕίΎΟ ̶Α ΪηΎΑ ήοΎΣ Φϴη ή̳ ΪϨϨ̯ ωΎϤγ ΎΗ ΪϨϫϮΧ Ϫ̯ ̶Θϗϭ
ϥ ΏΩ ϭ ... .ΩϮθϧ ήοΎΣ ϊϤΟ ϥΎϴϣ έΩ ΩϮΒϧ ϑϮμΗ Ϟϫ ΖϘϳήσ ήΑ Ϫ̯ ̶δ̯ Ϫ̯ ΪϳΎΑ
ϪΑ .ΪϨϨ̯ ΐϠσ ϦσΎΑ ϪΑ Ϫ̯ ϻ ϥϮΧήΑ ϝΰϏ ϥϭ ̵Ϯ̳ήΑ Ϧϳ Ϫ̯ ΪϨϳϮ̴ϧ έ ϝϮϗ Ϫ̯ Ζγ
ϥ ήΘϬΑ ϭ ... .ϥϮΧϭ ϥΎ̰ϣϭ ϥΎϣί : ̵έΩ ϩΎ̴ϧ ΰϴ̩ Ϫγ ωΎϤγ έΩ ϭ ... .ΪϨϳϮ̴ϧ ϥΎΑί
.ϥΩϮϨη ΪϳΎΒϧ ζϳέ ̶Α ωΎϤγ Ϫ̯ Ϊϧ ϪΘϔ̳ ̶πόΑ Ϫ̯ ΪηΎΑ ϪΘηΩ ̵ϭέ ̵Ϯϣ ϝϮϗ Ϫ̯ Ζγ
When they [the Sufis] wish to perform samƗ‘, if the spiritual leader
[šayx] is present (in the session), they should not do samƗ‘ without his
permission. One who is not a Sufi should not be present in the
gathering in the samƗ‘-session … Propriety of conduct is that they do
not tell the qawwƗl (musician, singer) “say this or sing that ƥazal”, on
the contrary, they should desire it from their heart. They should not
utter it [their wish]. ... Three things should be respected in samƗ‘:
time, place and companions. ... And it is better if the singer [qawwƗl]
has a beard, since some Sufi leaders have said that samƗ‘ (music) of a
beardless person [singer, musicians] should not be listened to.

Parts of this chapter (ibid.: 208 f.) are taken from Najm al-DƯn KubrƗ’s work
ƖdƗb al-s̛ǌfiyyah. For example, the following passages (ibid.) with some
changes have been cited from that book. (For a comparison between the texts
and translation, see chapter 4: ƖdƗb al-s̛ǌfiyyah).
Ϧ̯Ύγ ϥϮ̩ ϭ ˬϦϴθϨϣ ΖϠϔϏ ϪΑ Ϊϳ ΪϳΪ̡ ΖϟΎΣ ϥϮ̩ ϭ Ϯθϣ ΎΑ ϭ ζϴ̡ ϭ Ϧ̰ϣ ϒϠ̰Η ϪΑ ωΎϤγ
ί κϗέ Ζ̯ήΣ έΩ ϭ .̶γήϧ Ζϗϭ έΩϭ ΩϭήΑ Ζϗϭ ϥ Ϫ̯ήΑ ϭ ϩΰϣ Ϫ̯ ΐϨΠϣ ϒϠ̰Η ϪΑ ΩϮη
ϭ Ζγ ή̴ϳΩ ϒϠ̰Η .Ϧ̯ ΖϘϓϮϣ ˬΪϫϮΧ ΖϧϭΎόϣ ϭ ί ̶δ̯ ή̳ ϭ ϩϮΨϣ ̵έΎϳ ̶δ̯
Ϫ̯ ΪϳΎΑ ˬϥΎ̰ϣ Ύ˷ϣ .ϥϮΧ ϭ ϥΎ̰ϣ ˬϥΎϣί :̵έΩ ϩΎ̴ϧ ΰϴ̩ Ϫγ ωΎϤγέΩϭ ... .ή̴ϳΩ ϑϮμΗ
̵ϭέ ί ϭ ˬΪγΎϨθΑ Ζϗϭ Ϫ̯ ΪϳΎΑ ˬϥΎϣί Ύ˷ϣ .ϩΪϴηϮ̡ έΎϴϏήψϧ ί ϭ ϩΩΎθ̳ ϭ ΪηΎΑ Υήϓ
ˬΪϳ ΪϳΪ̡ ϝΎϗ ΐΣΎλ ί ϝΎΣ ΐΣΎλ ϭ ΪϨηΎΑ ήΒΧ ̶Α ϡϮϋ ΎΗ ΪηΎΑ ήΗ ϩΪϳΪϨδ̡ ΐη ήϫΎχ
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ΖϘϴϘΣ ϥΎϣί ΖϘϴϘΣ ϭ ΩΪϨΒϧ ΕέϮλ ΖϠϔϏ ϪΑ ΎϬϟΩ ΐη έΩ ϭ ΩϮΒϧ ΏϮΧ έ ΩέΩ ΐΣΎλ Ϫ̯
.ΩϮη ϥΎδ̰ϳ ΩϮΧ ΐη ϭ ίϭέ Ϊϣ Ζϗϭ ϥϮ̩ ˬΖγ Ζϗϭ
ωΎϤδϟ ̶ϓ ϊϘΗ ̶Θϟ ΔϗήΨϟ Ϣ̰Σ
On the law of the garment that is torn off at samƗ‘

He (ibid.: 212) describes a situation in which a Sufi during samƗ‘ goes into
an ecstatic condition, writing:
ϪΑ έ ϪϣΎϤϋ ΎΗ ΩΩή̳ ΚϋΎΑ έ ϭ ΪΟϭ Ύϳ ΪΘϔϴΑ ̵ ϪϗήΧ ϝΎΣ ΐΣΎλ ϥ ί ϥΎϣί ϥ έΩ ή̳
β̯ Ϧϳ Ϫ̯ ̶Θϗϭ Ϧ̰ϟ ˬΪϨϨ̯ ϪϨϫήΑήγ ϭ ΪϨϨ̯ ϭ ΖϘϓϮϣ ϪϤϫ Ϫ̯ ΪϳΎΑ ϥήοΎΣ ΩίΪϧ ̶Ϩϐϣ
ϪΑ ΩΩή̳ έΩΎλ ϥΎϧϮΟ ί Ϟόϓ Ϧϳ ή̳ ϭ ... .ΪηΎΑ ϥήϴ̡ ϭ ϥΎϣΪϘϣ ί Ύϳ ΪηΎΑ ϊϤΟ Φϴη
.ΪηΎΒϧ ΐΟϭ ϥΎθϳ ΖϘϓϮϣ ΥϮϴη ήΑ ˬΥϮϴη έϮπΣ
If at that time (in samƗ‘) the robe of one who indulges in rapture (h̚Ɨl)
falls off, or the ecstasy situation causes him to throw his turban to the
singer, all those present attendees should follow him, and they should
take off their turbans and become bare headed however, only when
this person is the spiritual leader of group or is a Sufi leader or master.
… And if this act is done by youth at the presence of the Sufi masters,
to follow them is not necessary for the Sufi masters.
ϪΟϭήΠϤϟ ΔϗΰϤϤϟ ϪϗήΨϟϭ ΏΎϴ˷Μϟ ϖϳΰϤΗ Ϣ̰Σ
On the law of tearing clothes and rending garment
Ϫϴϓ έΎ̰ϧϻ ϪΟϭ ϭ ϪϠΣϭ ωΎϤδϟ ΔϣήΣ ϥΎϴΑ
Concerning the lawfulness and unlawfulness of samƗ‘ and the aspect of denying it
ωΎϤδϟ έΎ̰ϧ ϪΟϭ
Aspect of denying samƗ‘
ϦϴϘϘΤϤϟϭ ήΑΎ̯ϻ ̶ϓ ήΛϮϳϻ ΪΟϮϟϭ ωΎϤδϟ ϥ ϥΎϴΑ
The explanation of how samƗ‘ and wajd do not affect seniorranking persons and scholars
ωΎϤδϟ ΪϨϋ ˯Ύ̰Βϟ ΔϘϴϘΣ ϥΎϴΑ
The explanation of the true nature of tearing in samƗ‘
ωΎϤδϟ ̶ϓ ϝϮϘϟ υΎϔϟ Ρήη
Commentary on the terms (that are used by) the qawwƗl [singer,
musician] in samƗ‘
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The following terms are described in this part of the book (ibid.: 239-253):
mah̞abbat, šarƗb wa mudƗmah, šurb, durd, ka’s, dayr, zunnƗr, tarsƗ, tarsƗbaþþah, nƗqǌs, but, but-xƗnah, zulf, wajh, namƗz, mih̚rƗb wa qiblah, masjid
wa madrasah wa xƗnaqƗh, manƗrah, ka‘bah, xarƗbƗt, šƗhid, kufr.
The work is amplified by the Traditions (h̞adƯt) of prophet MuhҖammad
and his closest followers and relatives and the speeches of Sufi leaders such
as SuhrawardƯ, Sayf al-DƯn BƗxarzƯ and Persian and Arabic poems composed
by different poets. Among the works that the author has used as sources can
be mentioned ‘AwƗrif al-ma‘Ɨrif by SuhrawardƯ, ƖdƗb al-s̛ǌfiyyah by Najm
al-DƯn al-KubrƗ (see previous chapter). This work with its comprehensive
definitions and descriptions of different aspects of samƗ‘ and topics such as
“the explanation of the terms that are used in samƗ‘ by qawwƗl (singer and
director of samƗ‘ sessions)” is one of the most significant and distinguished
works written on the theme samƗ‘ in Persian.

Mis̛bƗh̚ al-hidƗyat wa miftƗh̚ al-kifƗyat by ‘Izz
al-DƯn KƗšƗnƯ
Another work on samƗ‘ is the next work which is extant from the 14th
century. The work is entitled Mis̛bƗh̞ al-hidƗyat wa miftƗh̞ al-kifƗyat (The
lamp of guidance and the key of sufficiency). It is a very celebrated Persian
work on tas̛awwuf and Islamic mysticism by ‘Izz al-DƯn MuhҖammad b. ‘AlƯ
KƗšƗnƯ.
The author was born at KƗšƗn in the central part of Iran during the second
half of the 13th century. After his elementary education, he went to IsҖfahƗn,
becoming a disciple and follower of Šayx Nǌr al-DƯn ‘Abd al-Hҙamad
IsҖfahƗnƯ. He became later one of the most prominent Sufi authorities of his
time. KƗšƗnƯ was not only the author of a number of prose works on Sufism,
but he was also a poet. However, his most prominent works are in prose. His
two most celebrated prose works are Kašf al-wujǌh al-ƥurr li-ma‘ƗnƯ nazm
al-durr and Mis̛bƗh̞ al-hidƗyat wa miftƗh̞ al-kifƗyat. He died in 735/1334.
Mis̛bƗh̞ al-hidƗyat wa miftƗh̞ al-kifƗyat, which has been incorrectly
referred to by Clarke in his translation of parts of the work into English
(Clarke [SahrawardƯ, 1891]) as a Persian rendering of SuhrawardƯ’s ‘AwƗrif
al-ma‘Ɨrif, is among the most prominent and most frequently quoted Sufi
works written in Persian. It is (KƗšƗnƯ 1323 H.Š./1944) divided into ten bƗbs
(sections) each of which is in turn divided into ten faśls (chapters). Generally
speaking, the work is partly based on SuhrawardƯ’s (d. 632/1234)
distinguished work ‘AwƗrif al-ma‘Ɨrif, which has caused the
misunderstanding among many Persian and European literary researchers
that Mis̛bƗh̞ al-hidƗyat wa miftƗh̚ al-kifƗyat is just a Persian rendering of that
work. The ninth and tenth fas̛ls of the fifth bƗb (ibid.: 179-202) are devoted
to the theme samƗ‘. The ninth chapter which is entitled “dar samƗ‘” (“on
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samƗ‘”) begins with the definition of samƗ‘ and continues with the author’s
opinion on the legality of it, writing (ibid.: 179):
ωΎϤΘΟ ̶̰ϳ ˬΖγ ήϫΎχ ˯ΎϤϠϋ ί ̶πόΑ έΎ̰ϧ ϞΤϣ Ϫ̯ Ϫϓ˷ϮμΘϣ ΕΎϨδΤΘδϣ ϪϠϤΟ ί
Ϧϳ Ϛϧ εέΎ̰ϧ ϪΟϭϭ .ϥ ήϬΑ ί ϝ˷Ϯϗ έΎπΘγ ϭ ϥΎΤϟ ϭ ΎϨϏ ωΎϤγ ̵ήΑ ί ΖδϧΎθϳ
ΩϮϬόϣ ϒϠγ ΦϳΎθϣ ϭ ΎϤϠϋ ϭ ϦϴόΑΎΗ ϭ ϪΑΎΤλ ϥΎϣί ϭ ΖϟΎγέ ΪϬϋ Ϫ̩ ˬΖγ ΖϋΪΑ Ϣγέ
ΏϮΟ ϭ .ϪΘηΩ ϦδΤΘδϣ ϭ Ϊϧ ϩΩή̯ ϊοϭ έ ϥ ή˷ ΧΎΘϣ ΦϳΎθϣ ί ̶πόΑ ϭ Ζγ ϩΩϮΒϧ
Ϫϛ Ύ˴λϮμΧ ΩϮΒϧ ϡϮϣάϣ β̡ Ζδϴϧ ̶Θ˷Ϩγ ϢΣΰϣ Ϧ̰ϟ ϭ ˬΖγ ΖϋΪΑ ΪϨ̩ ήϫ Ϫ̯ Ζδϧ
.ΪϳϮϓ ήΑ ϰηΎΑ ϞϤΘθϣ
Of the number of most laudable SҖufƯ-mysteries, denied by outward
‘ulamƗ, one is the assembly for: - (a) the samƗ‘ (hearing) of the ghinƗ
(song) and ilhҖƗn (lilt) [sic!]; (b) the summoning of the kҘawwƗl
(singer). The reason of denial is that this custom is innovation, for in
the time of MuhҖammad, of the sҖahҖƗba, of the tƗbi’ïn, of the ’ulamƗ, of
the ancient shaikhs this was not the custom. Some of the modern
shaykhs have established the custom; and, since it is not opposed to
the sunnat, held it laudable.

[Trans. Clarke (SahrawardƯ 1891: 29)]
Then the author deals with the benefits of samƗ‘ (fawƗ’id-i samƗ‘). He
considers that sama‘ has three benefits for Sufis. For instance, he notes
(ibid.: 180):
ΕϼϣΎόϣ ΕήΜ̯ ί έ ΕΪϫΎΠϣ ΏΎΑέ ϭ ΕΎοΎϳέ ΏΎΤλ Ϫ̯ Ζδϧ ̶̰ϳ ΪϳϮϓ ϪϠϤΟ ί ϭ
Ϫ̯ ̶γΎϳ ϭ ̶πΒϗ ϭ ΩϮη ΙΩΎΣ αϮϔϧ ϭ ΏϮϠϗ έΩ ̶Θϟϼ̯ ϭ ̶Θϟϼϣ Ϫ̯ ΪΘϓ ϕΎϔ˷Η ϩΎ̳ ϩΎ̳
Ϧϳ ϊϓέ ήϬΑ ί ήΧΎΘϣ ΦϳΎθϣ β̡ .ΩΩή̳ ̵έΎσ ΩϮΑ ϝϮΣ έϮμϗ ϭ ϝΎϤϋ έϮΘϓ ΐΟϮϣ
έΎόη ϭ ϪΒγΎϨΘϣ ϥΎΤϟ ϭ ϪΒ˴ϴσ ΕϮλ ωΎϤγ ί ̶ϧΎΣϭέ ̶Βϴ̯ήΗ ˬϪΛΩΎΣ Ϧϳ ϊϓΩϭ ϪοέΎϋ
ΖΟΎΣ ΖϗϮΑ ϥ ϝϭΎϨΗ ήΑ έ ϥΎθϳ ϭ Ϊϧ ϩΩϮϤϧ ΩϮΑ ωϭήθϣ Ϫ̯ ̶ϬΟϭ ήΑ Ϫϗ˷Ϯθϣ ϪΠ˷ϴϬϣ
ήγ ί ϩέΎΑ ή̴ϳΩ ϭ ΩϮη ϊϔΗήϣ ̵Ύθϳ ί Ζϟϼϣϭ Ζϟϼ̯ Ϫτγϭ ϥΪΑ ΎΗ ϩΩϮϣήϓ ξϳήΤΗ
.Ϊϧέ ΕϼϣΎόϤΑ ̵ϭέ ϒόη Ε˷ΪΣ ϭ ϕϮη Ε˷Ϊη
[One of the benefits (of samƗ‘) is that] To the soul and the heart of the
companions of austerity and the Lord of strife (against sin), ̛
weariness, sadness, kҘabzҘ, and despair appear on account of many
deeds. Then, for the repelling of this calamity, modern shaikhs have
made a spiritual composition out of the sama' of sweet sounds,
harmonious melodies and verses desire exciting; and made them eager
for it at the time of need.

[Trans. Clarke (SuhrawardƯ 1891: 29)]
The whole of the tenth chapter is devoted to the rules of samƗ‘, entitled
“dar ƗdƗb-i samƗ‘” (“on the rules of [good conduct in] samƗ‘”). According
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to the author (KƗšƗnƯ 1323 H.Š./1944: 194), among the most important rules
in samƗ‘-sesssions are:
ίΎΑ ϭ ΪϧέΩ ϡ˷ΪϘϣ ωΎϤγ ϊϤΠϣ έϮπΣ ήΑ Ζ˷Βϧ ιϼΧ Ϫ̯ Ζδϧ ϝ˴ϭ ωΎϤγ ΏΩ ϪϠϤΟ ί
ή̳ ϭ .ΪϨϧΩ ΐΟϭ ίήΘΣ ϥ ί ΩϮΑ ̶ϧΎδϔϧ ̶ΑϮϠτϣ ή̳ .Ζδϴ̩ ϥ ήΑ ΚϋΎΑ Ϫ̯ ΪϨϳϮΟ
ϭ ̵Ϯϫ ΐϳϮη ί ΩήΠϣ ΩϮΑ ϊϤΟ Ζ̯ήΑ ϝϮϤη ϭ ϝΎΣ Ϊϳΰϣ ΐϠσ ϭ ΕΩέ ϭ ϕΪλ ϪϴϋΩ
ήοΎΣ ΩϮΑ ϢϨΘϐϣ ϭ έϮπΣ Ϫ̯ ̶ϣΪϘϣ Ύϳ ̶Ψϴη ϊϤΠϣ ϥ έΩ Ϫ̰ϧ ϝΎΣ ϭ ΖόϴΒσ ̶ϋϭΩ
ΪϳΎΑ ΖϤϴϨϏ ̶ΘΒΤλ ϦϴϨ̩ ϖϴϓϮΗ ˬΪϨηΎΑ ϕΩΎλ ϥΎΒϟΎσ ϭ ϖϓϮϣ ϥϮΧ ωΎϤγ Ϟϫ Ύϳ ΪηΎΑ
.ΩήϤη
The first rule of samƗ‘ is that, at an assembly of samƗ‘, they should
keep foremost sincerity of resolution and seek out its cause: - (a) If it
be lustful desire, shun it. (b) If claim of sincerity, of desire, and of
search for the increase of hҖƗl and for comprehending the blessing (of
Gud) – be united, free from lust’s impurities, the grace of such an
assembly (despite the absence of a shaykh, or man of samƗ‘ of the
brothers of concord, and of sincere seekers) is great gain.

[Trans. Clarke (SahrawardƯ 1891: 34)]
Then, he (KƗšƗnƯ 1323 H.Š./1944: 195) continues in the following way:
έΎϗϭ ϭ ϥϮ̰γ ϭ ΪϨϴθϨΑ ΏΩΎΑ Ϊη ωΎϤγ βϠΠϣ ήοΎΣ ̶μΨη ϥϮ̩ Ϫ̯ Ζδϧ ρήη ϭ
ϝΎόϓ ϝϮπϓ ϭ ΕΎ̯ήΣ Ϊϳϭί ί έ ϥΪΑ ϑήσ ϭ ΪϧΩή̳ ΩϮΧ ϦσΎΑ ϭ ήϫΎχ έΎΛΩ ϭ έΎόη
έϮπΤΑ Ύ˱λϮμΧ ΪϨ̰ϧ Ζ̯ήΣ ΩϮΑ ̭Ύδϣ ΕϮϗ ΎΗ ϭ ΩέΩ ρϮΒπϣ ϭ ωϮϤΠϣ ϝϮϗ ϭ
ϝΎΣ ϖϴΣέ ί ̶ϳ Ϫϗάϣ ήΘϤ̰Α ϭ ΩϮθϧ Ώήτπϣ ΪΟϭ ΕΎϤόϟ ί ̶ϳ ϪόϤϟ ̭ΪϧΎΑϭ ΦϳΎθϣ
.Ϊϧΰϧ ϒ˴ϠμΗϭ ϒϠ̰ΘΑ ΕΎϘϋί ϭ ΕΎϘϬηϭ ΪϳΎϤϨϧ ή̯ΎδΗ
At an assembly of sama', he who is present should sit with respect and
gravity; should keep restrained the parts of the body from excess of
motion, especially in the presence of shaikhs; should not become
agitated with a little of the splendours of wajd; should not affect
intoxication with a little taste of the pure wine (of love for God); nor
voluntarily express either the shahkҘat (murmuring noise) or the za'kҘ
(calling out).

[Trans. Clarke (SahrawardƯ 1891: 35)]
As mentioned above, this work is among the most celebrated Persian
works on samƗ‘ and mysticism, and it was to be a reference work for the
other writers and authors of samƗ‘. The division of the part into two chapters
suggests that the author tried to create a balance between the ealier treated
topics like “the defination of samƗ‘”, “the beauty of the voice”, “the defence
of samƗ‘ and samƗ‘-sessions and its legality” and the newly treated topic
“the rules of good conduct in samƗ‘”.

127

RisƗlah-i þang by QamarƯ
The fourth work which will be introduced here is an interesting treatise
written by a certain SirƗj al-Millat wa-l-DƯn QamarƯ (Semenov 1960: 4021).
It is not clear who the author of the work actually is. According to PǌrjawƗdƯ
(NayšƗbǌrƯ 1374 H.Š./1995: 48), the author is the famous Persian poet and
satirist SirƗj al-DƯn QumrƯ (550/1155-625/1227 [ibid.]; b. ca 580/1184, d.
before 712/1312 [SҞafƗ 1366 H.Š./1987, iii/1: 684, 690]). NafƯsƯ (1363
H.Š./1984, vol. I, p. 206), however, introduces another poet with the name
SarƗj al-DƯn QumrƯ (QamarƯ) QazwƯnƯ, writing that he died in 735/1334.
DawlatšƗh SamarqandƯ (1337 H.Š./1958: 261 f.) notes that SarƗj al-DƯn
QumrƯ (QamarƯ) QazwƯnƯ was contemporary with SalmƗn SƗwajƯ (d.
778/1376) and the prominent satirist, ‘Ubayd ZƗkƗnƯ (d. 772/1371). He
(ibid.) adds that there were rivalries between our author and SƗwajƯ and
ZƗkƗnƯ. It is obvious that PǌrjawƗdƯ and NafƯsƯ are talking about two
different persons; the first one is a certain SarƗj al-DƯn QamarƯ QazwƯnƯ who
was born towards the end of the 13th century and died in 1334 and who was
contemporary with SƗwajƯ and ZƗkƗnƯ, while the second one is SarƗj al-DƯn
QumrƯ ƖmulƯ, who lived between 1155 and 1227. SҝafƗ (1366 H.Š. /1987,
vol.iii/1: 684) is sceptical about the existence of another SarƗj al-DƯn, writing
that the poet that DawlatšƗh SamarqandƯ and NafƯsƯ have introduced is
probably the same SarƗj al-DƯn QumrƯ ƖmulƯ. Due to this confusion about
the author of the work and because the Ms is not accessible to me, I will
refer to the information that Semenov gives us. According to him (Semenov
1960: 4021), it is more probable that the work was written by SarƗj al-DƯn
QamarƯ QazwƯnƯ, who died in the first half of the 14th century.
He was born in QazwƯn and was active at the court of Abǌ Sa‘Ưd-XƗn (d.
736/1335) (DawlatšƗh SamarqandƯ 1337 H.Š./1958: 261 f.). He also
composed satires, which became one of the most popular literary genres of
the period and reached its height of perfection in ZƗkƗnƯ’s works.
The only Ms of the work is defective, which probably makes it difficult
for Semenov to give a correct description of the work. It is, according to
Semenov’s description (1960: 4021), written in both prose, or rather rhymed
prose (saj‘), and verse. The treatise is entitled RisƗlah-i þang (The treatise on
the þang [harp]), dealing with the instrument þang in a poetic and literary
way, describing how it reflects the musician’s feelings and emotional
experiences. The Ms was copied in 745/1344. Because of lack of sufficient
information about the work, it is difficult to classify it.

NafƗ’is al-funǌn fƯ ‘arƗ’is al-‘uyǌn by ƖmulƯ
The next work that will be studied here is the last encyclopaedia which was
written during the period that this dissertation deals with. The work has
chapters on both the theory of music and on samƗ‘. This work is the
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celebrated Persian encyclopaedia NafƗ’is al-funǌn fƯ ‘arƗ’is al-‘uyǌn (The
treasure of the sciences in the brides of the springs) (Tauer [Rypka 1961:
481]) by Šams al-DƯn MuhҖammad b. ƖmulƯ.
The author, as his last name indicates, was born at Ɩmul in the district of
MƗzandarƗn on the south shore of the Caspian Sea. It is very likely that he
was born towards the end of the 13th century. According to Storey (1977,
vol. II/3: 355) and SҚafƗ (vol. iii/2, p. 1274), he was a Shi‘i, which was the
dominant Islamic branch in that district. He received his elementary
education in his hometown, but he soon left there to complete his education.
He traveled much to different parts of the region and different cities. After
his student years, he took over the position of mudarris (professor) of the
madrasah (the religious school) in SultѽƗniyyah during the reigns of UljƗytǌ
(703/1304-716/1316) and Abǌ Sa‘Ưd (716/1316-736/1336). With the
beginning of political unrest in the province of ƖĪarbayjƗn, which began
after the death of Abǌ Sa‘Ưd in 1336, he left the town. In the end he dwelled
in ŠƯrƗz, which was ruled at that time by Abǌ IshҚƗq JamƗl al-DƯn MahҖmǌd
Ʈnjǌ (d. 758/1357). During this period the city was one of the most, if not the
most, important cultural and literary centres of the whole region. He began
teaching there, and NafƗ’is al-funǌn is a product of this period of his life. We
do not know the exact date of his death; according to HҙajjƯ XalƯfah
(1362/1943: 500), he probably died in 753/1352 or a few years later. He is
the author of several works, among which can be mentioned Šarh̚-i
Kulliyyat-i qƗnǌn-i Ibn SƯnƗ, KulliyyƗt-i qƗnǌn-i Šaraf al-DƯn ƮlƗqƯ.
The encyclopaedia NafƗ’is al-funǌn fƯ ‘arƗ’is al-‘uyǌn was written,
according to Tauer (Rypka 1968: 481), about 740/1339-40. But, SҝafƗ (1366
H.Š. /1987, vol.iii/2: p. 1275) mentions that ƖmulƯ finished the work in
742/1341 or the year after. The work was written for the ruler of the city
Abǌ IshҖƗq Ʈnjǌ (ibid.), while Tauer (Rypka 1968: 481) and Storey (19721977, vol. ii/3: 355) state that the work was written for a vizier of the Ʈnjǌ
prince Abǌ IshҖƗq whose name is unknown. It is divided into two qisms
(parts): the first qism, which is headed “‘ulǌm-i awƗxir” (“the new
sciences”), is in five maqƗlahs (discourses78) on eighty-five branches of
science (ƖmulƯ 1379/1959). In the tenth chapter of the first fann of the third
discourse, which is on the science of tas̛awwuf, ƖmulƯ deals with samƗ‘ and
the rules of it. The chapter is concise and brief and contains ca 800 words. In
this chapter, the author discusses samƗ‘ and its benefits, the rules of samƗ‘
and which types of samƗ‘ are permitted. At the end of the chapter the author
deals very briefly with the rules of good conduct (ƗdƗb) in samƗ‘. The
chapter is based on the earlier works on samƗ‘ especially ‘Izz al-DƯn
MuhҖammad b. ‘AlƯ KƗšƗnƯ’s Mis̛bƗh al-hidƗyat wa miftƗh̛ al-kifƗyat. The
author has taken many sentences and even paragraphs from this work to
78

The following discourses (ibid.) have been dealt with in this part of the work: 1. adabiyyƗt
(literature); 2. šarƯ‘Ɨt (theology); 3. tas̛awwuf (Sufism); 4. ‘ulǌm-i muh̜ƗwarƯ (philology).
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write his own chapter on samƗ‘. A comparison will show similarities
between two works. For instance, one can read the following paragraph in
ƖmulƯ’s (1379/1959, vol. 2: 40) works:
Ϫ̯ ΪΘϓ ϕΎϔΗ ϩΎ̴ϫΎ̳ ΕϼϣΎόϣ ΕήΜ̯ ί έ ΕΪϫΎΠϣ ΏΎΑέ ϭ ΖοΎϳέ ΏΎΤλ Ϫ̰ϧ ̶̰ϳ
ϭ ϝΎϤϋ έϮΘϓ ΐΟϮϣ Ϫ̯ ̶γΎϳ ϭ ξΒϗ ϭ ΩϮη ΙΩΎΣ αϮϔϧ ϭ ΏϮϠϗ έΩ ̶Θϟϼϣ ϭ ̶Θϟϼ̯
ϭ ϪΒγΎϨΘϣ ϥΎΤϟ ϭ ϪΒϴσ ΕϮλ ωΎϤγ ί ̶Βϴ̯ήΗ ϥϮ̩ ϭ ˬΩΩή̳ ̵έΎσ ΩϮΑ ϝϮΣ έϮμϗ
ί ϩέΎΑή̴ϳΩ ΩϮη ϊϔΗήϣ ϥΎθϳ ί Ζϟϼϣ ϭ Δϟϼ̯ ϥ ϪτγϮΑ ΪΘϓ ωϮϤδϣ ϪΠϴϬϣ έΎόη
.Ϊϧέ ΕϼϣΎόϤΑ ̵ϭέ ϒόη ΕΪΣϭ ϕϮη ΕΪηήγ

This paragraph taken from KƗšƗnƯ’s work (1323 H.Š./1944: 180-185)
(underlined words have been omitted by ƖmulƯ in his work)
ϭ ̶Θϟϼϣ Ϫ̯ ΪΘϓ ϕΎϔ˷Η ϩΎ̳ ϩΎ̳ ΕϼϣΎόϣ ΕήΜ̯ ί έ ΕΪϫΎΠϣ ΏΎΑέ ϭ ΕΎοΎϳέ ΏΎΤλ
έϮμϗ ϭ ϝΎϤϋ έϮΘϓ ΐΟϮϣ Ϫ̯ ̶γΎϳ ϭ ̶πΒϗ ϭ ΩϮη ΙΩΎΣ αϮϔϧ ϭ ΏϮϠϗ έΩ ̶Θϟϼ̯
̶Βϴ̯ήΗ ϪΛΩΎΣ Ϧϳ ϊϓΩϭ ϪοέΎϋ Ϧϳ ϊϓέ ήϬΑ ί ήΧΎΘϣ ΦϳΎθϣ β̡ .ΩΩή̳ ̵έΎσ ΩϮΑ ϝϮΣ
Ϫ̯ ̶ϬΟϭ ήΑ Ϫϗ˷Ϯθϣ ϪΠ˷ϴϬϣ έΎόη ϭ ϪΒγΎϨΘϣ ϥΎΤϟ ϭ ϪΒ˴ϴσ ΕϮλ ωΎϤγ ί ̶ϧΎΣϭέ
Ϫτγϭ ϥΪΑ ΎΗ ϩΩϮϣήϓ ξϳήΤΗ ΖΟΎΣ ΖϗϮΑ ϥ ϝϭΎϨΗ ήΑ έ ϥΎθϳ ϭ Ϊϧ ϩΩϮϤϧ ΩϮΑ ωϭήθϣ
̵ϭέ ϒόη Ε˷ΪΣ ϭ ϕϮη Ε˷Ϊη ήγ ί ϩέΎΑ ή̴ϳΩ ϭ ΩϮη ϊϔΗήϣ ϥΎθϳ ί Ζϟϼϣϭ Ζϟϼ̯
.Ϊϧέ ΕϼϣΎόϤΑ

(For the translation of the passage see above)
Another example, ƖmulƯ (1379/1959: 42) (re-) writes:
ΕΎ̯ήΣ Ϊϳϭί ί ήϧΪΑ ϑήσ ϭ ˬΪϨϴθϨΑ έΎϗϭϭ ϥϮ̰δΑ ΪϧϮη ήοΎΣ ωΎϤγ βϠΠϤΑ ϥϮ̩ ϭ
ΪϨϨ̰ϧ Ζ̯ήΣ ΩϮΑ ̭Ύδϣ ΕϮϗ ΎΗ ϭ ˬΪϧέΩ ρϮΒπϣ ϭ ωϮϤΠϣ ϝΎόϓϭ ϝϮϗ ϝϮπϓϭ
ί ϪϗάϣήΘϤ̰Αϭ ΪϧϮθϧ Ώήτπϣ ΪΟϭ ΕΎϤόϟ ί ϪόϤϟ ̭Ϊϧ ϪΑϭ ΦϳΎθϣ έϮπΤΑ ΎλϮμΧ
έΎΛ ί ̵ήΛ ̶Α ή̳ ϭ ΪϨϧΰϧ ϒϠμΗϭ ϒϠ̰ΘΑ ΕΎϘϋί ϭ ΕΎϘϬη ϭ ˬΪϳΎϤϨϧ ή̯ΎδΗ ϝΎΣ ϖϴΣέ
ϢϠϋ Ϳϭ ΩϮΑ ϩΎϨ̳ ξΤϣ ϭ ϕΎϔϧ Ϧϴϋ ΩϮΧ ΪϨϨ̯ ϥ έΎϬχ ΪΟϭ ϝίϮϧ

The same paragraph in KƗšƗnƯ’s (1323 H.Š./1944: 195) work is as follows:
έΎόη έΎϗϭϭ ϥϮ̰γϭ ΪϨϴθϨΑ ΏΩΎΑ Ϊη ωΎϤγ βϠΠϣήοΎΣ ̶μΨη ϥϮ̩ Ϫ̯ Ζδϧ ρήηϭ
ϝϮϗ ϭ ϝΎόϓ ϝϮπϓϭ ΕΎ̯ήΣ Ϊϳϭί ί έ ϥΪΑ ϑήσ ϭ ΪϧΩή̳ ΩϮΧ ϦσΎΑϭήϫΎχ έΎΛΩϭ
ΦϳΎθϣ έϮπΤΑ ΎλϮμΧ ΪϨϨ̰ϧ Ζ̯ήΣ ΩϮΑ ̭Ύδϣ ΕϮϗ ΎΗ ϭ .ΪϧέΩ ρϮΒπϣ ϭ ωϮϤΠϣ
ή̯ΎδΗ ϝΎΣ ϖϴΣέ ί ̶ϳ ϪϗάϣήΘϤ̰Αϭ ΩϮθϧ Ώήτπϣ ΪΟϭ ΕΎϤόϟ ί ̶ϳ ϪόϤϟ ̭ΪϧΎΑϭ
ϝίϮϧ έΎΛ ί ̵ήΛ ̶Α ͿΎΑΫϮόϧ ή̳ ϭ Ϊϧΰϧ ϒϠμΗϭ ϒϠ̰ΘΑ ΕΎϘϋί ϭ ΕΎϘϬη ϭ ˬΪϳΎϤϨϧ
̶Θϟί ήΗ ϴΒϗ ϞΑ ΩϮΑ ϩΎϨ̳ ξΤϣ ϭ ϕΎϔϧ Ϧϴϋ ΩϮΧ ΪϨ̯ ϝΎΣ ̵ϮϋΩϭ ΪΟϭ έΎϬχ ˬϝΎΣϭ ΪΟϭ
.ΪηΎΑ ̶ΘϟΎΣ ήΗ ϊϴϨηϭ

(For translation of the passage see above)
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The chapter is therefore of minor importance for the treatment of the
subject samƗ‘. To write on samƗ‘ in an encyclopaedia is, however, unusual
in Persian and even in Arabic, and indeed NafƗ’is al-funǌn fƯ ‘arƗ’is al-‘uyǌn
is the only encyclopaedic work in Persian that deals with the subject.
The second qism of NafƗ’is al-funǌn fƯ ‘arƗ’is al-‘uyǌn (ƖmulƯ
1379/1959, vol. iii), which is headed “‘ulǌm-i awƗ’il” (“the ancient
sciences”) and contains four maqƗlahs (discourses79), deals with seventyfive sciences. In the fourth science of the third discourse of this qism the
author discusses music and the theory of music. In contrast to the chapter on
samƗ‘, ƖmulƯ deals with the subject somewhat comprehensively in this
section of the work. The section contains ca 6 000 words and is subdivided
into five bƗbs (chapters). The topics and headings of the section (ƖmulƯ,
ibid.: 73-109) are as follows:
Ϟμϓ έΎϬ̩ ήΑ ϞϤΘθϣ ϥ ϖΣϮϟϭ ΕϮλ έΩ ϝϭ ΏΎΑ
Section one: On sound and its supplements, in four chapters
ϥ ΙϭΪΣ Ζϴϔϴ̯ ϭ ϒϳήόΗ έΩ ϝϭ Ϟμϓ
Chapter one: On the definition [of sound] and quality of its production
ϪϤϐϧ έΩ ϡϭΩ Ϟμϓ
Chapter two: On the note
Εϻ ί Ϣϐϧ ΙϭΪΣ Ζϴϔϴ̯ϭ Ϣϐϧϭ ΕϮλ έΩ ϞϘΛϭ ΕΪΣ ΏΎΒγ έΩ Ϣϴγ Ϟμϓ
Chapter three: On the causes of acuity and gravity of sound and
notes and the quality of the production of notes by instruments
̮ϳ ήϫ ϝΎϤόΘγ ιϮΧ ϡΎδϗϭ ̶Ϩόϣ έΩ ϡέΎϬ̩ Ϟμϓ
Chapter four: On the meaning and various kinds and qualities of
each of them

ϡϭΩ ΏΎΑ
Section two
ΖΒδϧ ήμΣ έΩ ϝϭ Ϟμϓ
Chapter one: On the limit of the ratio
ϥ ΕήϓΎϨϣ ϭ ΖϤϳϼϣ ϭ ϊϤΟ ϭ ΪόΑ ̶Ϩόϣ έΩ ϡϭΩ Ϟμϓ
Chapter two: On the definition of interval, combination (of intervals) and its consonancy and dissonancy
ϞϴμϔΗ ϭ ϝΎϤΟ ϞϴΒγ ήΑ ΩΎόΑ ϡΎδϗ έΩ Ϣϴγ Ϟμϓ
Chapter three: On the various kinds of intervals in concise and
comprehensive way
ΖϤϳϼϣ ΖϬΟ ί ΩΎόΑ ΐΗήϣ έΩ ϡέΎϬ̩ Ϟμϓ

79

These topics have been treated in this qism:
1. ikmat-i ‘amalƯ (the practical knowlegde); 2. us̛ǌl-i ikmat-i nazarƯ (the principles of the
theoretical knowledge); 3. us̛ǌl-i riyƗz̛Ư (principles of mathematics); 4. furǌ‘-i t́abƯ‘Ư
(branches of natural science); 5. furǌ‘-i riyƗz̛Ư (branches of mathematics).
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Chapter four: Regarding the rank of intervals concerning (their)
consonancy

Ϣϴγ ΏΎΑ
Section three
̶Ϥδϗ ήϫ ϞϤϋ Ζϴϔϴ̯ϭ ϥ ϡΎδϗϭ Ϟμϓϭ ΕΎϓΎο ̶Ϩόϣ έΩ ϝϭ Ϟμϓ
Chapter one: On the definition of additional intervals and fas̛l (the
division) and various kinds of it and how to do each kind
ϥ ϞϤϋ Ζϴϔϴ̯ϭ ̵ϭΎδΘϣ ϡΎδϗΎΑ ΪόΑ ϢϴδϘΗ ̶Ϩόϣ έΩ ϢϳϭΩ Ϟμϓ
Chapter two: Regarding the definition of division of the interval
into equal proportions and how to do it
̶ϨΤϟ ΩΎόΑΎΑ ϊΑέϻϭΫ ϢϴδϘΗ έΎϴΘΧ ΐΒγ έΩ Ϣϴγ Ϟμϓ
Chapter three: On the reason for the choice of division of the
fourths into melodic intervals

ϡέΎϬ̩ ΏΎΑ
Section four
ϥΎΤϟ Εϻ ϥΎϴΑ έΩ Ϟμϓ
Chapter one: On the explanation of musical instruments

The author (ibid.: 99) writes:
ΕϭΫ Εϻ ϭ ϩΰΘϬϣ Εϻ ΪϧήμΤϨϣ ωϮϧ ϭΩ έΩ ϥ ΕήΜ̯ϭ ΩΪόΗ ΎΑ ̶ϘϴγϮϣ Εϻ Ϫ̰ϧΪΑ
̲Ϩ̩ϭ ΩϮϋ ί έϮϬθϣ ̵ΎϫίΎγ ΪϨϧΎϣ έΎΗϭ ΕϭΫ :ΪϨϋϮϧ ϭΩ ΰϴϧ ϩΰΘϬϣ Εϻ ϭ ΦϔϨϟ
ΕϭΫ Εϻ ϭ ϩΰΘϬϣ ̶ϧϭϭ ΎϘϨϋ ΪϨϧΎϣ έΎΗϭ ΕϭΫ ήϴϏϭ έϮΒϨσϭ ΏΎΑέϭ ϥϮϧΎϗϭ Ζϫΰϧϭ
̵Ύϧϭ ̵Ύϧήγϭ ϖϠΣ ϞΜϣ ΪϨϨ̯ Ϣϐϧ ΙΪΣ ̶ϧΎδϧ βϔϨΑ Ϫ̰ϧ ̶πόΑ :Ϊϧ ωϮϧ ϭΩ ΰϴϧ ΦϔϨϟ
Εϻ Ϧϳ ϑήη ̶ΑέΎϓήμϧϮΑ Ϣϴ̰Σ Ωΰϧ ϭ ϥϮϨϏέ ϞΜϣ ϥ ήϴϐΑ Ϫ̰ϧ ̶πόΑ ϭ ϥ ήϴϏϭ
ϥϮϨ̯ Ϫ̯ έϮΒϨσ ϥ ί ΪόΑ ϭ ... ̵Ύϧ Ύ˱λϮμΧ ΦϔϨϟ ΕϭΫ Εϻ ϥ ί ΪόΑ ϭ ... Ζγ ϖϠΣ
... Ζγ έϮϬθϣ Ϫ̪ϧΎϤ̰Α
You should know that the musical instruments, despite their plurality
and varieties, are confined to two types: the chordophones, the
aerophones. Moreover, the chordophones are of two types: the ĪawƗt
al-awtƗr, like the famous instruments the ‘ǌd, þang [harp], nuzhat [a
type of zither], qƗnǌn [another type of zither], rubƗb [a type of lute],
t̜anbǌr [a long-necked lute], and the qayr-i ĪawƗt al-awtƗr, like the
‘anqƗ [probably a type of zither], awƗnƯ-yi muhtazzah [?].80 The
aerophones are also divided in two types: some of them produce the
sound by means of human breath, for instance by means of the

80

It was not clear to me what the author means here where he tries to group the chordophone
into the ĪawƗt al-awtƗr (the string instruments) and qayr-i ĪawƗt al-awtƗr (the non-string
instruments!?).
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throat81, the surnƗ, nƗy and the like, and some others without it
(without human’s breath), like the organ. The philosopher Abǌ-NasҘr
FƗrƗbƯ considers the throat to be the noblest of the instruments. ... And
after that the aerophones, especially the nƗy ... and after that the
t́anbǌr that now is known as kamƗnþah.
ϪΒόη ϭ ΐϴ̯ήΗ ϭ ϩίϭ ϭ ϩΩή̡ ΖϘϴϘΣ ϥΎϴΑ έΩ ϡϭΩ Ϟμϓ
Chapter two: On the explanation of the true of pardah (main
mode), ƗwƗzah (secondary mode), tarkƯb (combination) and šu‘bah
(auxiliary mode).

ϢΠϨ̡ ΏΎΑ
Section five
ϥ ϡΎδϗ ϭ ̶ϋΎϘϳ ϪϨϣίϭ ωΎϘϳ ΪΣ έΩ ϝϭ Ϟμϓ
Chapter one: On the definition of rhythm (ƯqƗ‘), rhythmic modes
and different kind of them
ωΎϘϳ ϢϴδϘΗ έΩ ϡϭΩ Ϟμϓ
Chapter two: On the division of rhythm

The work is generally based on, or rather is a rewriting and copying of,
al-ŠirƗzƯ’s Durrat al-tƗj (see chapter four), and most of its parts have been
taken from that work. The similarity between the headings and accordingly
topics of these two works is also striking. However, the first chapter of the
fourth section of the work, which deals with musical instruments and the
categorization of them, is a new topic that has been introduced in this work.

Persian rendering of KitƗb al-adwƗr by YahҖyƗ b. AhҖmad KƗšƯ
A Persian rendering of al-UrmawƯ’s celebrated and epoch-making work,
KitƗb al-adwƗr (The book of cycles), is the sixth work that was written in
the 14th century.
The translation was done by ‘ImƗd al-DƯn YahҖyƗ b. AhҖmad KƗšƯ (KƗšƗnƯ)
at the request of JamƗl al-DƯn Abǌ IshҖƗq Ʈnjǌ in 746/1345. We know almost
nothing about the translator; he was probably born, as his laqab indicates, at
KƗšƗn towards the end of the 13th century. He was active at the court of
JamƗl al-DƯn IshҖƗq Ʈnjǌ (reigned 1342-1356) for whom he made the
translation.
The author (BƯniš 1377 H.Š./1998: 323) at the beginning of the work
explains how he was ordered to translate al-AdwƗr, writing:
Φϴη ϥΎτϠγ ... Ϫ̯ ... ̶ηΎ̰ϟ ΪϤΣ ϦΑ ̶ϴΤϳ ͿΩΎΒϋ ήϐλ ϒϴόο ϩΪϨΑ ΪϳϮ̳ ϦϴϨ̩
... Ϫ̯ ̵ ϪϟΎγέ ϪϳΎϣ ̶Α Ϧϳ Ϫ̯ Ζϓέ ϥΎϨ̩ ϭ ωΎϨΘϣ ̶Α ϥΎϣήϓϭ ωΎτϣ ήϣ ... ϖΤγϮΑ
81

The throat was counted as an instrument.
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ϪΑ ̶Αήϋ ϥΎΑί ί Ζγ ϩΩή̯ ϒϴϨμΗ ̶ϘϴγϮϣ ϢϠϋ έΩ ϩήΛ ΏΎσ ϦϣϮϤϟΪΒϋ ϦϳΪϟ ̶ϔλ
.ΪϨ̯ ϞϘϧ ̶γέΎϓ Ζϐϟ
In this way says your poor humble, Asҗqar ‘IbƗd-AllƗh YahҖyƗ b.
AhҖmad al-KƗšƯ ... that ... Sultan Šayx Abǌ IshҖƗq’s ... obeyed command
and unrefusable order was that your indigent humble servant should
translate from the Arabic to the Persian language the treatise that SҖafƯ
al-DƯn ‘Abdal Mu’min, may he rest in peace, has composed on the
science of music.

According to BƯniš (ibid.), the work is more than just a translation of
UrmawƯ’s al-AdwƗr. He states (ibid.) that KƗšƯ added some commentaries on
UrmawƯ’s explanations and descriptions. Like its original Arabic work, the
translation is divided into fifteen fas̛ls (chapters) (for the topics see chapter
one [The rise of Arabic musical literature]).

T̔arƯqat-nƗmah by FaqƯh KirmƗnƯ
The next work is indeed the second work on samƗ‘ in verse, and therefore of
major importance for our study. The work carries the heading T̔arƯqatnƗmah (The book of the Sufi path) and was composed by XwƗjah ‘ImƗd alDƯn ‘AlƯ FaqƯh KirmƗnƯ.
The poet was born in the city of KirmƗn. According to HumƗyǌn-Farrux
(KirmƗnƯ 1374 H.Š./1995: 18), he was born in 716/1316. Browne (1956, vol.
III: 259), however, states that the earliest matnawƯ by him was composed in
722/1322. If we accept the date HumƗyǌn-Farrux gives, it will be hard to
believe that a six-year old child could compose a poem in the matnawƯ form,
which is the longest classical verse form in Persian literature. At any rate, it
is probable that he was born at the beginning of the 14th century. He received
his elementary education in his hometown, where he spent his whole life,
despite his wish to leave the town, which he expressed in his poems
(KirmƗnƯ 1374 H.Š./1995: 18). He became one of the prominent Sufi masters
and poets of his time. Browne (1956, vol. III: 258) writes that his fame arises
chiefly from the fact that he was a rival of one of the most celebrated poets
of that time, i.e. HҙƗfiz. In addition to T̔arƯqat-nƗmah, which is one of his
matnawƯs, he has composed a DƯwƗn-i ƥazaliyyƗt, four matnawƯs with the
titles Mah̚abbat-nƗmah-i s̜Ɨh̚ib-dilƗn, Mǌnis al-abrƗr, S̚uh̚bat-nƗmah, DahnƗmah. According to DawlatšƗh SamarqandƯ (1337 H.Š./1958: 284), he died
in 773/1371.
T̔arƯqat-nƗmah is a long matnawƯ with ca 2800 verses and was probably
composed in 756/1355 (HumƗyǌn-Farrux [KirmƗnƯ 1374 H.Š./1995: 18]).
The work is actually a versification of ‘Izz al-DƯn MuhҖammad b. ‘AlƯ
KƗšƗnƯ’s Sufi treatise Mis̛bƗh al-hidƗyat wa miftƗh̚ al-kifƗyat (see above).
Furthermore, the poet has used SuhrawardƯ’s celebrated work ‘AwƗrif al134

ma‘Ɨrif to enrich his work. T̔arƯqat-nƗmah was written for AmƯr MubƗris alDƯn MuhҖammad b. Muzaffar (713/1313-765/1363). T̔arƯqat-nƗmah is
divided into an introduction and ten bƗbs (sections), each of which is in turn
divided into ten fas̜ls (chapters) (KirmƗnƯ 1374 H.Š./1995). The ninth and
tenth fas̛ls of the fourth bƗb are on samƗ‘. The ninth fas̛l is entitled “dar
bayƗn-i samƗ‘” (“on the explanation of samƗ‘”), containing 47 distiches,
dealing with the definition of samƗ‘ and the defence of it. He (ibid.: 137)
composes:
Ζγ ΕΎΒΛΎΑ ϥϼϣΎ̯ ϊοϭ Ϫ̯
ΖϟΎΣϭ ΪΟϭ έΪϧ ΩϮΑ ύέΎϓ Ϫ̯
Ζγ ϝϼΣ ϝΩ Ϟϫ ζϴ̡ Ϧ̰ϴϟϭ
ΪϳΎϤϧ ̵ΪΟϭ ̶Ϭ̳ ̶ϓϮλή̳
Ζγ ωΎϤγέΩ ΪϳϮϓέ ϥΎθϳ Ϫ̯

Ζγ ΕΎϨδΤΘδϣ ϪϠϤΟ ί ωΎϤγ
ΖϟΎγέ ΪϬϋ έΩ Ϣγέ Ϧϳ ΩϮΒϧ
Ζγ ϝΎΑϭ ̶όϤΟήΑ ̶Ϩόϣ ϦϳήΑ
ΪϳΎη Ζδϴϧ ϢΣΰϣ έ ΖϨγϮ̩
Ζγ ωΎϤΘΟ ̶Ϩόϣ Ϟϫ Ωήϣ
...
ΡϭήΠϣ ̵ΎϬϟΩ Ϣϫήϣ ΩίΎγ Ϫ̯
Ρϭέ ΕϮϗ εϮΧ ϩίϭ ΪϫΩ
ϝΩ ̵ ϥΩϮΑ ΪϳΎθϧ Ϣ̯ ϥϮϴΣί ϞϳΎϣ Ζγ ϥϮϴΣ Ϯ̩ εϮΧ ΕϮλ ϪΑ

SamƗ‘ is among laudable activities
Related to perfected and firm persons
This tradition was not at the time of the Mission (MuhҖammad’s time)
For he indulged completely in ecstasy and rapture
In this sense it is sinful for the many
But to a man of heart it is lawful
Because it does not disturb the tradition, it is proper
If a Sufi indulge in an ecstasy now and then
The purpose of the spiritual men is gathering
For they gain many advantages from attending in samƗ‘
…
A beautiful song is nourishment to the soul
Since it consoles wounded hearts
If animals can be inclined towards a beautiful voice
O my heart, it is not worthy (for us) to be less than animals

The chapter concludes with two h̚ikƗyats (stories) on the effect and power of
samƗ‘ on men. The tenth fas̛l, which contains 30 distiches, has the heading
“dar ƗdƗb-i samƗ‘” (“on the rules of polite conduct in samƗ‘”), treating
some rules of samƗ‘. For example, the poet composes (ibid. p. 140):
ϖΑΎγ ρήη Ζϴϧ ιϼΧ ΩϮΑ
έΎ̰ΒϠσ ΪηΎΑ έ ϝΎΣ Ϊϳΰϣ
̶Ϩόϣ Ϟϫ ωΎϤγ έΩ ΪϳΎΒΑ
Ζγ Νϼϋ ΖΒΤλ έ ϖθϋ ΩέΩ Ϫ̯

ϖϓϮϣ Ϊϳ ωΎϤγ έ ̶ϓϮλ Ϯ̩
έΎΑ ̮ϳ ϪΑ ΩΩή̳ Ϯϫ ί ΩήΠϣ
̵ϮϘΗ ΏΎΑέ ί ̵ήϴ̡ έϮπΣ
Ζγ ΝΎϴΘΣ ΰϴϧ Ύϔμϟ ϥϮΧ ϪΑ
...
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ϥΎϫϮΧέάϋ ϢΘΨΑ ίΎΑ Ϊϣ Ϫ̯
̶Θδϫ ΪϨΑ ί ̶ϣΩ Ϣϳ ϥϭήΑ

ϥΎϫΎ̢γ έΩ ̶ϳϮϧ Ώήτϣ ϥΰΑ
̶Θδϣί ϢϧΎθϓήΑ ̶ΘγΩ ή̴ϣ

When a Sufi will perform sama‘
Having pure intention is the first condition
At once he should strip off himself from his desire
It increases the ecstasy of the seeker
The presence of a master of piety
Is necessary in the samƗ‘ of the followers of reality
There is also a need for brethren of purity
For talking is the cure for the pain of love
…
Play, oh minstrel, a melody in sipƗhƗn [mode]
For my fortune disappointed me again
Perhaps I wave my hand by intoxication
[Then] I may be released from the chain of existence for a while

As has been mentioned, the work is in form and content based on ‘Izz al-DƯn
KƗšƗnƯ’s work. A comparison will show how deeply KirmƗnƯ based his work
on ‘Izz al-DƯn KƗšƗnƯ’s work. As we have observed, both works have two
chapters of which the first one is on samƗ‘ dealing with the definition,
defence and benefits of it for Sufis, and the second one treats the rules of
samƗ‘. Regarding the content of the chapters, the opening distiches of the
first chapter of KirmƗnƯ’s poem (1374 H.Š./1995: 137) begins in the
following way (for translation see above):
Ζγ ΕΎΒΛΎΑ ϥϼϣΎ̯ ϊοϭ Ϫ̯
ΖϟΎΣϭ ΪΟϭ έΪϧ ΩϮΑ ύέΎϓ Ϫ̯
Ζγ ϝϼΣ ϝΩ Ϟϫ ζϴ̡ Ϧ̰ϴϟϭ
ΪϳΎϤϧ ̵ΪΟϭ ̶Ϭ̳ ̶ϓϮλή̳
Ζγ ωΎϤγέΩ ΪϳϮϓέ ϥΎθϳ Ϫ̯

Ζγ ΕΎϨδΤΘδϣ ϪϠϤΟ ί ωΎϤγ
ΖϟΎγέ ΪϬϋ έΩ Ϣγέ Ϧϳ ΩϮΒϧ
Ζγ ϝΎΑϭ ̶όϤΟήΑ ̶Ϩόϣ ϦϳήΑ
ΪϳΎη Ζδϴϧ ϢΣΰϣ έ ΖϨγϮ̩
Ζγ ωΎϤΘΟ ̶Ϩόϣ Ϟϫ Ωήϣ

These distiches remind us of the opening part of the first chapter on samƗ‘ in
Mis̛bƗh̞ al-hidƗyat wa miftƗh̞ al-kifƗyat by KƗšƗnƯ (1323 H.Š./1944: 179)
(for translation see above):
ωΎϤΘΟ ̶̰ϳ ˬΖγ ήϫΎχ ˯ΎϤϠϋ ί ̶πόΑ έΎ̰ϧ ϞΤϣ Ϫ̯ Ϫϓ˷ϮμΘϣ ΕΎϨδΤΘδϣ ϪϠϤΟ ί
Ϧϳ Ϛϧ εέΎ̰ϧ ϪΟϭϭ .ϥ ήϬΑ ί ϝ˷Ϯϗ έΎπΘγ ϭ ϥΎΤϟ ϭ ΎϨϏ ωΎϤγ ̵ήΑ ί ΖδϧΎθϳ
ΩϮϬόϣ ϒϠγ ΦϳΎθϣ ϭ ΎϤϠϋ ϭ ϦϴόΑΎΗ ϭ ϪΑΎΤλ ϥΎϣί ϭ ΖϟΎγέ ΪϬϋ Ϫ̩ ˬΖγ ΖϋΪΑ Ϣγέ
ΏϮΟ ϭ .ϪΘηΩ ϦδΤΘδϣ ϭ Ϊϧ ϩΩή̯ ϊοϭ έ ϥ ή˷ ΧΎΘϣ ΦϳΎθϣ ί ̶πόΑ ϭ Ζγ ϩΩϮΒϧ
Ϫϛ Ύ˴λϮμΧ ΩϮΒϧ ϡϮϣάϣ β̡ Ζδϴϧ ̶Θ˷Ϩγ ϢΣΰϣ Ϧ̰ϟ ϭ ˬΖγ ΖϋΪΑ ΪϨ̩ ήϫ Ϫ̯ Ζδϧ
.ΪϳϮϓ ήΑ ϰηΎΑ ϞϤΘθϣ
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The second chapter on samƗ‘ of KirmƗnƯ work which is entitled “on the rules
of samƗ‘” says (1374 H.Š./1995: 140) (for translation see above):
ϖΑΎγ ρήη Ζϴϧ ιϼΧ ΩϮΑ
έΎ̰ΒϠσ ΪηΎΑ έ ϝΎΣ Ϊϳΰϣ
̶Ϩόϣ Ϟϫ ωΎϤγ έΩ ΪϳΎΒΑ
Ζγ Νϼϋ ΖΒΤλ έ ϖθϋ ΩέΩ Ϫ̯

ϖϓϮϣ Ϊϳ ωΎϤγ έ ̶ϓϮλ Ϯ̩
έΎΑ ̮ϳ ϪΑ ΩΩή̳ Ϯϫ ί ΩήΠϣ
̵ϮϘΗ ΏΎΑέ ί ̵ήϴ̡ έϮπΣ
Ζγ ΝΎϴΘΣ ΰϴϧ Ύϔμϟ ϥϮΧ ϪΑ

These distiches remind us of the opening part of the second chapter on
samƗ‘, i.e. “on the rules of good conduct in samƗ‘” in Mis̛bƗh̞ al-hidƗyat wa
miftƗh̞ al-kifƗyat by KƗšƗnƯ (1323 H.Š./1944: 180) (for translation see
above):
ίΎΑ ϭ ΪϧέΩ ϡ˷ΪϘϣ ωΎϤγ ϊϤΠϣ έϮπΣ ήΑ Ζ˷Βϧ ιϼΧ Ϫ̯ Ζδϧ ϝ˴ϭ ωΎϤγ ΏΩ ϪϠϤΟ ί
ή̳ ϭ .ΪϨϧΩ ΐΟϭ ίήΘΣ ϥ ί ΩϮΑ ̶ϧΎδϔϧ ̶ΑϮϠτϣ ή̳ .Ζδϴ̩ ϥ ήΑ ΚϋΎΑ Ϫ̯ ΪϨϳϮΟ
ϭ ̵Ϯϫ ΐϳϮη ί ΩήΠϣ ΩϮΑ ϊϤΟ Ζ̯ήΑ ϝϮϤη ϭ ϝΎΣ Ϊϳΰϣ ΐϠσ ϭ ΕΩέ ϭ ϕΪλ ϪϴϋΩ
ήοΎΣ ΩϮΑ ϢϨΘϐϣ ϭ έϮπΣ Ϫ̯ ̶ϣΪϘϣ Ύϳ ̶Ψϴη ϊϤΠϣ ϥ έΩ Ϫ̰ϧ ϝΎΣ ϭ ΖόϴΒσ ̶ϋϭΩ
ΪϳΎΑ ΖϤϴϨϏ ̶ΘΒΤλ ϦϴϨ̩ ϖϴϓϮΗ ˬΪϨηΎΑ ϕΩΎλ ϥΎΒϟΎσ ϭ ϖϓϮϣ ϥϮΧ ωΎϤγ Ϟϫ Ύϳ ΪηΎΑ
.ΩήϤη

The treatment of topics is more comprehensive than Kanz al-rumǌz by
AmƯr HҙusaynƯ HarawƯ which was the earliest work that used verses. Another
characteristic feature of the work is the treatment of “the rules of good
conduct in samƗ‘” in a separate chapter. To devote a whole chapter to this
topic demonstrates once more the crucial importance of the topic during the
century.

Kanz al-tuh̚af by Hҙasan KƗšƗnƯ
Probably the most important treatise written during the 14th century on the
theory of music and thereby a milestone regarding Persian writing on music
is Kanz al-tuh̡af (The treasure of rarities). According to Ethé (1903: 1491),
Rieu (1895: 115), and MunzawƯ (1348-1351 H.Š./1969-1972: 3903), the
author of the treatise is anonymous. However, DƗnišpažǌh (1349/ H.Š./1970,
no. 94: 31) and BƯniš (SRFM: 57) mention that the author of the treatise is a
certain Hҙasan KƗšƗnƯ. They have based their argument on the following distiches in the work (ibid.: 92)
Distich 11
ϢϳϮ̳ ΎϴΣέΩ ϪϠϤΟ ΖϨΨγ ϥΎϬϔλέΩ

ΖδϧΎηΎ̯ί Ϧϣ ΎθϨϣϭ ΪϟϮϣ Ϫ̩ ή̳

Although my birthplace and origin is KƗšƗn [my emphasis]
In Is̜fahƗn (the mode Is̜fahƗn) I will talk about your decency
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Distich 14
ϢϳϮ̳ ΎϋΩ ϥϮϨ̯ ήΧΑ Ϊϴγέ ΎϨΛ

ϥΩΩήγΩέΩ Ζδϴϧ ΏΩ ϖϳήσ ϦδΣ

Oh Hҙasan [my emphasis], it is not good behaviour to cause
inconvenience
Praising has come to the end now I will pray

We know nothing about the author except that he was born in KƗšƗn in the
central part of the Iran and was a poet and musician, active at the court of the
ruler of ŠƯrƗz and IsҗfahƗn. In the preface the author praises a certain ƤiyƗt alDƯn who according to BƯniš (ibid.: 57) could be a vizier or a high-ranking
administrator who was the author’s patron.
Regarding the date of composition, there are different points of view
among researchers. Rieu (1895: 115), basing his view on the Ms (Or. 2361:
V) in GB-Lbl, states that the work was written in 741/1340, 749/1348, or
789/1387. Ethé (1903: 1491), basing his view on the Ms (No. 2067) in GBLio, suggests as the date of composition 756/1355, or 764/1362. While
DƗnišpažǌh (1349/ H.Š./1970, no. 94: 31) and MunzawƯ (1348-1351
H.Š./1969-1972: 3903) suggest that the treatise was written in 746/1345.
BƯniš (SRFM: 58) writes that it is very likely that the treatise was written
between 741/1340 and 764/1362. The work with its ca 10, 000 words was
the most comprehensive independent treatise hitherto written in Persian.
Although the work is in prose, verses are employed as a sort of literary
decoration, which was a literary trend during this period. The treatise is
divided into a preface, in which the author explains by means of allegory the
reason for writing the treatise, an introduction (muqaddimah) on the preeminence of music which begins (ibid.: 94) as follows:
ϥϮ̩ ϥ ήΑ ΖδϓϮϗϮϣ ϡϮϠϋ ήΘθϴΑ Ϫ̯ ΖϬΟ ϥίϭ ΖδΗΎϋΎϨλ ϑήη ̶ϘϴγϮϣ ΖϋΎϨλ
ΐσ ϢϠϋϭ ϡϮΠϧ ϢϠϋϭ αΪϴϠϗϭ ΏΎδΣ ϢϠϋϭ ̶τδΠϣ
The science of music is the most pre-eminent science, because most
other sciences, among them the almagest, the science of mathematics
and Euclid, the science of astrology, and the science of medicine,
depend on it.

Then he continues the treatise with a story (h̚ikƗyat) on music and origin of
music. The main part of the treatise is divided into four discourses (maqƗlat)
with the following headings and topics (ibid.: 95-128):
̶ϘϴγϮϣ ϢϠϋέΩ ϝϭ ϪϟΎϘϣ
Discourse one: On the science of music
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̶ϘϴγϮϣ ΕΎϔϳήόΗϭ ΩϭΪΣ έΩ ϝϭ Ϣδϗ
Part one: On the definitions and descriptions of music
̶ϘϴγϮϣ ΪΣέΩ ϝϭ Ϟμϓ
Chapter one: On the definition of music
ΕΎϤϐϧϭ ΕϮλ ΪΣ έΩ ϡϭΩ Ϟμϓ
Chapter two: On the definition of sounds and notes
ΕϮλ ΖϴϤ̯έΩ ϡϮϴγ Ϟμϓ
Chapter three: On the quantity of sound
ϥ νέϮϋϭ ϞϘΛϭ ΕΪΣ ΏΎΒγ ΖϠϋέΩ ϡϭΩ Ϣδϗ
Part two: On the causes of acuteness and gravity and their effects
ϞϘΛϭ ΕΪΣ ΏΎΒγ ΖϠϋέΩ ϝϭ Ϟμϓ
Chapter one: On the causes of the acuteness and gravity
̶ϔϴϟΎΗ ΐδϧ ΐγΎϨΗέΩ ϡϭΩ Ϟμϓ
Chapter two: Concerning the proportion of compositional relation
ΩΎόΑ ϒϳήόΗέΩ ϡϮϴγ Ϟμϓ
Chapter three: On the definition of intervals
ΕΎϤϐϧέΩ ϊϤΟϭ βϨΟ ϒϳήόΗέΩ ϡέΎϬ̩ Ϟμϓ
Chapter four: Regarding the explanation of genre and compound
intervals in notes
(ϪΘ̰ϧ) ϦϴΗΎγΩ ϥΎϴΑέΩ ϡϭΩ Ϣδϗ ί ϢΠϨ̡ Ϟμϓ
Chapter five of the second part: On the explanation of the positions of frets on the fingerboard (a point)

̶ϘϴγϮϣ ̶ϠϤϋέΩ ϪϟΎϘϣ
Discourse two: Concerning musical practice
ϥ ί Ύϫίϭϭ έϭΩ ΝήΨΘγϭ ϥ έΎΗϭ ϪϳϮδΗϭ ΩϮϋ ϒϳήόΗέΩ ϝϭ Ϣδϗ
Part one: On the explanation of ‘ǌd and the tuning of its strings
and the derivation of the cycle of principal modes and secondary
modes from it
ΩϮϋ ϒϳήόΗέΩ ϝϭ Ϟμϓ
Chapter one: On the explanation of ‘ǌd
ΩϮϋ έΎΗϭ ϪϳϮδΗέΩ ϡϭΩ Ϟμϓ
Chapter two: On the tuning of strings of ‘ǌd
ϦϴΗΎγΩήΑ ωΎοϭ ϒϳήόΗέΩ Ϣϴγ Ϟμϓ
Chapter three: On the explanation of the positions of frets
Ζγ ΖϋΎϨλ Ϧϳ Ϟϫ Ϡτμϣ Ϫ̯ ΕΎϤϐϧ ΪϨ̩ ̶ϣΎγ ή̯Ϋ έΩ ϡέΎϬ̩ Ϟμϓ
Chapter four: Concerning the names of some of the notes that are
common among the practitioners of this art
ΩϮϋ ί ϥ ΝήΨΘγ ϭ ϩέϮϬθϣ έϭΩ ˯ΎϤγ ή̯Ϋ έΩ ϢΠϨ̡ Ϟμϓ
Chapter five: Regarding the names of famous principal cycles and
their derivation from ‘ǌd

The writer (ibid.: 103) notes that:
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̵έϭΩ ήϫ ϭ .ΪϨϳϮ̳ ϩΩή̡ ̶πόΑ ϭ Ϊϧ ϩΩΎϬϧ ϡΎϧ Ωϭήγ έ έϭΩ ΖϋΎϨλ Ϧϳ Ϟϫ ί ̶πόΑ
έϭΩ ϩΩίϭΩ ϥ ωϮϤΠϣ ϭ .ΩϮη ϩΩή̯ ΩΎϳ Ϫ̪ϧΎϨ̩ ˬΖγ ιϮμΨϣ ˬΪϨ̩ ̵ίϭ ήΑ ϞϤΘθϣ
̂ ̱έΰΑ ́ ΪϨ̰ϓήϳί ̀ ϥΎϬϔλ ̀ ϕήϋ ̋ Ζγέ ̊ ̮ϴϠγϮΑ ˼ ̵Ϯϧ ˻ ϕΎθϋ˺ :Ζγ
... .̵ίΎΠΣ˺˻ ̶ϨϴδΣ˺˺ ̵Ϯϫέ˺˹ ϪϟϮ̴ϧί
ΖγΎϣήΑ Ϫϧ ΩϮΑ ή̳ ̵Ωήϳ
Ζγ ϩΩΎϬϧ ϦϴϨ̩ ϦϣϮϤϟΪΒϋ
Some practitioners of this art have named the principal modes surǌd
and others call them pardah. Each of these modes contains several
peculiar ƗwƗzes [secondary modes], which will be mentioned. There
are twelve modes in total: 1. ‘uššƗq, 2. nawƗ,3. bǌsalik, 4. rƗst, 5.
‘irƗq, 6. is̜fahƗn, 7. zƯrafkand, 8, buzurg, 9. zangǌlah, 10. rƗhuwƯ, 11.
h̛usaynƯ, 12. h̞ijƗzƯ.
[verses]
It is ‘Abd al-Mumin who has arranged it in such a way
If there is any fault, it is not ours
Ύϫίϭ ΝήΨΘγ έΩ Ϣθη Ϟμϓ
Chapter six: On the derivation of the secondary modes (ƗwƗz-hƗ)
Ζγ ϥήΧΎΘϣ ΕΎϋήΘΨϣ ί Ϫ̯ ΕΎΒ̯ήϣ ˯ΎϤγ έΩ ϢΘϔϫ Ϟμϓ
Chapter seven: On the names of the auxiliary (additional) modes
(murakkabƗt) that are the invention of the modernists
ϥ Ζϴϔϴ̯ ϭ Ζγ ΖϋΎϨλ Ϧϳ Ϟϫ Ϡτμϣ Ϫ̯ ̶ΗΎϤϐϧ ˯ΎϤγ έΩ ϢΘθϫ Ϟμϓ
Chapter eight: On the names of tones that are applied by people
who practice this art and their qualities
ΪϧέΩ ̶ϣ ϞϤόΘδϣ έϮϣ ί ̶πόΑ Ϫ̯ ΪϨ̩ ̶ΗΎϤϐϧ ϥΎϴΑ έΩ ϢϬϧ Ϟμϓ
Chapter nine: On the explanation of some notes that are applied
on some occasions

In this chapter KƗšƗnƯ (ibid.: 107) mentions that:
ϥέϮΠϧέ ϦϴϟΎΑ ήΑ Ωή̯ ΪϳΎΑ Ω ϥΎΘγέΎϤϴΑ έΩ ϩΎ̳ήΤγ ήϫ Ϫ̯ Ζδϧ ϪϨ˷ϨΤϣ ϥΎΤϟ ί ̶πόΑ
̶πΘϘϣ ΎΗ ΪϨϨ̯ Ω ΎϬΘϓΎϴοϭ ΎϬϴγϭήϋ ϞΜϣ Ώήσ ϭ ζϴϋ ϡΎ̴Ϩϫ έΩ ή̴ϳΩ ̶πόΑ ϭ ...
ϭ ϥΪϨϔγϮ̴Α ϥΩΩ Ώ Ζϗϭ έΩ ϥΎϧΎΒη ή̴ϳΩ ̶πόΑ ϭ .ΩϮη ϕϭΫ Ζ˷ϳΰϣ ϭ βϔϧ ΖτδΑ
ΩΩή̳ ϝϮϐθϣ ϥ ωΎϤΘγΎΑ ϥΎθϳ ωΎΒσ ΎΗ ΪϨϨ̯ Ω ϥέϮΘγ ϥΩΩ ϦΘθ̳ ϡΎ̴Ϩϫ ϭ ϥΪϴηϭΩ Ζϗϭ
.ΪϨ̰ϧ ̶θ̯ήγ ϭ
Some types of mih̚nannah [?] melodies are that they should be sung at
the beds of patients in hospital every morning ... and some other
[melodies] should be sung at the time of pleasure and joy, like
marriage feasts and banquets, so that they will be suitable for causing
openness of the soul and increase of happiness. Some other [melodies]
are sung by shepherds at the time of watering sheep and the time of

140

milking and straying cattle, so that their (the animals’) nature will be
busy listening (to these melodies) and they will not be restive.
ϥ ϥΎϴΑϭ ωΎϘϳ ΪΣ έΩ ϢϫΩ Ϟμϓ
Chapter ten: On the definition and explanation of ƯqƗ‘ (rhythm)
ϦδΤΘδϣ ϝΎϘΘϧ ϭ ϪόΒγ ΕΎϋΎϘϳ ϳήθΗ έΩ ϡϭΩ Ϣδϗ
Second part: On the description of the seven rhythmic cycles and
elegant transposition (of them)
ϞϴμϔΘϟ ̶Ϡϋ ϪόΒγ ΕΎϋΎϘϳ ϥΎϴΑ έΩ ϝϭ Ϟμϓ
Chapter one: On the explanation of the seven rhythmic cycles in
the comprehensive way
ϝϭ ϞϴϘΛ ϥΎϴΑ έΩ ϡϭΩ Ϟμϓ
Chapter two: On the explanation of taqƯl-i awwal
̶ϧΎΛ ϞϴϘΛ ϥΎϴΑ έΩ ϡϮϴγ Ϟμϓ
Chapter three: On the explanation of taqƯl-i tƗnƯ
ϝϭ ϞϴϘΛ ϒϴϔΧ ϥΎϴΑ έΩ ϡέΎϬ̩ Ϟμϓ
Chapter four: On the explanation of xafƯf-i taqƯl-i awwal
̶ϧΎΛ ϞϴϘΛ ϒϴϔΧ ϥΎϴΑ έΩ ϢΠϨ̡ Ϟμϓ
Chapter five: On the explanation of xafƯf-i taqƯl-i tƗnƯ
Ϟϣέ ϥΎϴΑ έΩ Ϣθη Ϟμϓ
Chapter six: Concerning the explanation of ramal
Ϟϣέ ϒϴϔΧ ϥΎϴΑ έΩ ϢΘϔϫ Ϟμϓ
Chapter seven: Concerning the explanation of xafƯf-i ramal
Νΰϫ ϥΎϴΑ έΩ ϢΘθϫ Ϟμϓ
Chapter eight: On the explanation hazaj
ϦδΤΘδϣ ϝΎϘΘϧ ϥΎϴΑ έΩ ϢϬϧ Ϟμϓ
Chapter ninth: On the explanation of elegant transposition

ϥ ϞϳΪόΗ ϭ ΕίΎγ ϊϴϨμΗ έΩ ϡϮγ ϪϟΎϘϣ
Discourse three: Regarding the construction of (musical) instruments and their tuning
ϪϠϣΎ̯ ΕίΎγ ϊϴϨμΗ έΩ ϝϭ Ϣδϗ
Part one: On the construction of perfect instruments
ϥ ήϳΩΎϘϣ ΖϴϤ̯ϭ ΩϮϋ ϊϴϨμΗέΩ ϝϭ Ϟμϓ
Chapter one: On the construction of ‘ǌd and the quantity of its
measures (seizes)
ϥ ϞϳΪόΗϭ ̮θϏ ϊϴϨμΗ έΩ ϡϭΩ Ϟμϓ
Chapter two: On the construction of the ƥašak [a type of fiddle]
and its tuning
ϥ ϞϳΪόΗ ϭ ΏΎΑέ ϊϴϨμΗ έΩ ϡϮϴγ Ϟμϓ
Chapter three: On the construction of the rubƗb and its tuning
ϥ ϞϳΪόΗϭ έΎϣΰϣ ϊϴϨμΗ έΩ ϡέΎϬ̩ Ϟμϓ
Chapter four: On the construction of the mizmƗr [a type of double
reed woodwind] and its tuning
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ϪθϴΑ ϊϴϨμΗ έΩ ϢΠϨ̡ Ϟμϓ
Chapter five: On the construction of the bƯšah [a type of flute]
έΎΗϭ ϞΘϓϭ ϪμϗΎϧ ΕίΎγ ϊϴϨμΗ έΩ ϡϭΩ Ϣδϗ
Part two: On the construction of imperfect instruments and the
twisting of the strings
ϥ ϞϳΪόΗ ϭ ̲Ϩ̩ ϊϴϨμΗ έΩ ϝϭ Ϟμϓ
Chapter one: On the construction of the þang and its tuning
ϥ ϞϳΪόΗ ϭ Ϫϫΰϧ ϊϴϨμΗ έΩ ϡϭΩ Ϟμϓ
Chapter two: On the construction of the nuzhah [a type of zither]
and its tuning

On this instrument the author (ibid.: 116) notes:
ΪϳΪΟ ̵ΎϫίΎγ ί ϭ ΩέΩ ήΗϭ ΖθϫϭΪλ .Ζδϴϧ Ϫϫΰϧ ί ήΘηϮΧ ̵ίΎγ ̨ϴϫ ̲Ϩ̩ ί ΪόΑ
̵Ύϳϭί ϭ Ζγ ϞϴτΘδϣ ϊ˷Αήϣ ϥ Ϟ̰η ϭ .Ζγ ϦϣϮϤϟΪΒϋ ϦϳΪϟ ̶ϔλ ΎϧϻϮϣ ί Ϫ̯ Ζγ
ΪηΎΑ ήΘϬΑ ϪϤϫ ί ΩΎθϤη ϭ ΏϮ̩ ϩΎη Ύϳ ΪϴηήΗ ΪϳΎΑ ΪϴΑ Υήγ ΏϮ̩ ί ϥ ϭ .Ζγ ϪϤΎϗ ϥ
.Ζγ ̮ϴϧ ΰϴϧ ϭήγ ΏϮ̩ ϭ
There is no euphonious instrument after the harp (þang) except for the
nuzhah. It has one hundred and eight strings. It is among the new
instruments. It was constructed by our master SҖafƯ al-DƯn ‘Abd alMu’min. It is quadrilateral rectangular in shape and its angles are
right. It should be made of salix wood or fir or boxwood which is the
best of all. The wood of cypress is also good.
ϥ ϞϳΪόΗ ϭ ϥϮϧΎϗ ϊϴϨμΗ έΩ ϡϮγ Ϟμϓ
Chapter three: On the construction of the qƗnǌn [a type of zither]
and its tuning
ϥ ϞϳΪόΗ ϭ ̶Ϩϐϣ ϊϴϨμΗ έΩ ϡέΎϬ̩ Ϟμϓ
Chapter four: On the construction of the muƥannƯ [a type of lute]
and its tuning
ϦϴϤθϳήΑ ϞΘϓ έΩ ϢΠϨ̡ Ϟμϓ
Chapter five: Concerning the spinning of strings made of silk
̶ϳΎόϣ έΎΗϭ ϞΘϓ έΩ Ϣθη Ϟμϓ
Chapter six: Concerning the spinning of the strings made of gut

ϒϴϟΎΗ ΐγΎϨϣ Ϫ̯ ̵έΎόη ϥΎϴΑ ϭ Ϊϳ έΎ̰Α έ Ϧϓ Ϧϳ ϥΎΒϟΎσ Ϫ̯ ̶Θϴλϭ έΩ ϡέΎϬ̩ ϪϟΎϘϣ
ΪηΎΑ
Discourse four: On the advice that is useful for students of this art
and the mention of poems that are suitable for composition
Ϧϓ Ϧϳ ϥΎΒϟΎσ ̵ΎϳΎλϭ έΩ ϝϭ Ϣδϗ
Part one: On the advice to students of this art
̵έΎϘϴγϮϣ Ζϴλϭ έΩ ϝϭ Ϟμϓ
Chapter one: On the advice for minstrelsy
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In this chapter, the author’s approach reminds us of QƗbǌs-nƗmah and
‘UnsҖur al-Ma‘ƗlƯ KaykƗwǌs. For instance the author (ibid.: 120) suggests:
ϭ ΕΩΎΒϋ ΎΑ ϢΩ ϭ ΪϨ̯ ζϳϮΧ ΐϫάϣϭ Ζ˷Ϡϣ ΖϳΎϋέ ϪΘγϮϴ̡ Ϫ̯ Ζγ ΐΟϭ Ϧϓ Ϧϳ ΐϟΎσ ήΑ
ΐ˷ϴτϣ ϭ ̭Ύ̡ αΎΒϟ ϪΘγϮϴ̡ ϭ ΪϨ̯ ΰϴϫή̡ ΪϧϮΗ Ϫ̰ϧΪϨ̩ ΎϴϧΩ ΕΎϴϬϨϣ ί ϭ ... ΪηΎΑ ΖϴΣϼλ
ϭ Ωϭέ ̶ϟΎΧ ̵ΎϬϳΎΟ έΩ ΎϬΘϗϭ ϭ ... ΪηΎΑ ̵ϭήΑ ΩΎθ̳ ϭ ̵ϭέ ϥΪϨΧ ϩέϮϤϫ ϭ ... ΩέΩ
ίϭ Ϫ̯ ΪϨ̩ ̶Ύϫΰϴ̩ ϭ .ΪηΎΑ ̶ϓΎλ ίϭ ϪΘγϮϴ̡ Ϫ̯ ΪϨ̯ ϥΎϨ̩ ϭ ΪϧϮΧ ̶ϟΎϋ ̵ΎϬΗϮλ
̵Ύϫΰϴ̩ ί ϭ ΪϨ̯ ϝϭΎϨΗ - ϢϴϨ̯ ϥΎϴΑ ή̴ϳΩ ̶Ϡμϓ έΩ ϥ ή̯Ϋ Ϫ̪ϧΎϨ̩ - ΪϨ̯ ̶ϓΎλ ϭ ΪϳΎθ̴Α
ϪϧΎ̳ΪΟ ̶Ϡμϓ έΩ ΰϴϧ ϥ ή̯Ϋ ϭ - ΩΩή̳ ήϫϮΟ ̶Α ϭ ΩϮη ϪΘϓή̳ ϥ ί ίϭ Ϫ̯ ή̴ϳΩ ΪϨ̩
... ΪηΎΑ ίήΘΤϣ - ϢϴϨ̯ ϥΎϴΑ
For the student of this art it is always necessary to respect his people
and religion and always worship and be honest ... and he should to the
best of his ability keep himself away from the forbidden things of the
world and should always wear clean and fragrant clothes ... and he
should always be smiling and glad ... And he should go to empty
places from time to time and sing [practice] excellent songs and do it
in such a way that he constantly has a clear voice. He should eat and
drink things, which will be mentioned in other chapter, that make the
voice open and clear –– and keep himself away from some other
things, which will also be mentioned in a separate chapter, that make
the voice hoarse and unclean ...
ϞϓΎΤϣϭ βϟΎΠϣ ΏΩ έΩ Ϟμϓ
Chapter two: On the rules of good conduct at assemblies and
gatherings

KƗšƗnƯ (ibid.: 121) writes:
Ϫ̯ ΪϨϴΑ ϭ ΪϳϮ̳ ̵ΰϴ̩ ϥϮ̩ ϭ ... ΩίϮϧ Ζϗϭ Ϫ̩ έΩ ̵ ϩΩή̡ ήϫ Ϫ̯ ΪϨ̰Α ΕΎϗϭ ΖϳΎϋέ ϭ
ϝΪΘϋ Ϊ˷ Σ ί ̶ϟϭ ΪϨ̯ έή̰Η ΖΑϮϧ Ϫγ ϭΩ ΩϮη ̶ϣ ϞλΎΣ ̶ϗϭΫ ϥ ̵Ω ί ήϧΎόϤΘδϣ
έΎΒ̰ϳ ΪϳϮ̴Α ϢθϳήΑ ΎΑ έΎΑ Ϫγ ϭΩ ϥϮ̩ Ϊϧί ̶Ϯϫ Ύϳ ̶τϴδΑ ϥϮ̩ ϭ ... ΩϮθϧ ίϭΎΠΘϣ
.ΪϨ̯ Ύϫέ ̶̴ΘδΧ ΰϴϧ ϭ ίϭ ϭ ΩΩή̳ ΕΩΎϳί ϥΎόϤΘδϣ Ε˷άϟ ΎΗ ΪϳϮ̴Α ΎϬϨΗ ϢθϳήΑ ΎΗ Ωέά̴Α
And he should respect the time when he should play each mode ... and
if he sings music and sees that the listeners enjoy it, he should repeat it
twice or three times, but the repetitions should not exceed the
moderate limits ... And if he sings a basƯt́Ư or hawƗ’Ư82 with the
accompanying of the instrument, when he has sung two or three times
with the accompanying instrument, he should perform it once without

82

Two vocal musical forms; for more information see next chapter.
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singing, so that the listeners’ pleasure will increase and his voice will
also rest.
ϩήϫί ΏΎτΧ έΩ ϡϮϴγ Ϟμϓ
Chapter three: The discourse on Venus
ΪϳΎθ̴Α έ ίϭ Ϫ̯ ΪϨ̩ ϪϳϭΩ ή̯Ϋ έΩ ϡέΎϬ̩ Ϟμϓ
Chapter four: On the spices that open the voice
ΪηΎΑ ίϭ ϞτΒϣ Ϫ̯ ϪϳϭΩ ή̯Ϋ έΩ ϢΠϨ̡ Ϟμϓ
Chapter five: On the spices that demolish the voice
ΖΧϮϧ ΪϳΎΑ ϩΩή̡ Ϫ̩ ϡϮϗ ήϫ ζϴ̡ Ϫ̰ϧ ϥΎϴΑ έΩ Ϣθη Ϟμϓ
Chapter six: On the explanation of which mode should be played
before different people

The whole chapter (ibid.: 124) is as follows:
ϭ .ΩίϮϧ ϕΎ˷θϋ ϥΎϴθΒΣϭ ϥΎϴ̴ϧί βϠΠϣ έΩ ϭ ΩίϮϧ ̮ϴϠγϮΑ ϭ Ϯϧ ήΘθϴΑ ̭ήΗ βϠΠϣ έΩ
ϡϮϋ βϠΠϣ έΩ ϭ .ΪϧίϮϧ ϪϟϮ̴ϧίϭ ΪϨ̰ϓήϳίϭ ̱έΰΑ ήΘθϴΑ ϕήϋ Ϟϫϭ ̮ϴΟΎΗ βϠΠϣ έΩ
Ϫ̯ ϥΎϬϔλ ήΘθϴΑ ΪηΎΑ ήοΎΣ ϕϮθόϣ Ϫ̯ ̶δϠΠϣ έΩ ϭ .ΪϧίϮϧ ϕήϋ ϭ ίΎΠΣ αΎϨϟ
.ΪϧΩή̳ ήϫΎχ αϮϔϧ έΩ Ϣϴψϋ ̶τϴδΑ
At the gathering of Turkish people, he [the musician] should play
more in the modes nawƗ and zangǌlah, and at the gathering of
Ethiopians and Abyssinians, he should play in the mode ‘uššƗq. At the
gathering of Iranian and Iraqi people, he should play in the modes
buzurg, zƯrafkand and zangǌlah. At a gathering of the ordinary people,
he should play in the modes h̚ijƗz and ‘irƗq, and at a gathering where
people who are in love are present, (he should play) more in the mode
is̛fahƗn which creates a great state of delight in the soul.
ΎϫΩή̡ ΕήϴΛΎΗ ή̯Ϋ έΩ ϢΘϔϫ Ϟμϓ
Chapter seven: On the effects of the modes (on soul)
ΖΧϮϧ ΪϳΎΑ Ζϗϭ Ϫ̩ ϩΩή̡ ήϫ Ϫ̰ϧ ϥΎϴΑ έΩ ϢΘθϫ Ϟμϓ
Chapter eight: On the explanation of when each mode should be
played
ΩϮΑ ΕΎϔϴϟΎΗ ΐγΎϨϣ Ϫ̯ ̵έΎόη ϥΎϴΑ έΩ ϡϭΩ Ϣδϗ
Part two: On the explanation of poems that are suitable for composition
ΕΎϣή̰ϣ ϥΎϴΑ έΩ Ϟμϓ
Chapter one: On the explanation of generosity
-83
ΕΎϴ̰Βϣ ϥΎϴΑ έΩ ϡέΎϬ̩ Ϟμϓ
83

BƯniš’s edited version of this treatise, which is based on the Ms in GB-Lbl, with number Or.
2361, does not have the second and third chapters
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Chapter four: On the explanation of music that causes tears
ΕΎϴϬϠϣ ϥΎϴΑ έΩ ϢΠϨ̡ Ϟμϓ
Chapter five: On the explanation of the entertaining performance
ΕΎψϋϮϣ ϥΎϴΑ έΩ Ϣθη Ϟμϓ
Chapter six: On the explanation of the preaching performance

To devote a whole chapter to topics such as “the description of musical
instruments and their constructions”, “how to spin different type of strings”,
“the effect of different drugs on the quality of voice”, “the performance
causing tears”, “the entertaining performance” has made this treatise almost
unique. Regarding the definition and explanation of modes (adwƗr) and
rhythm (ƯqƗ‘Ɨt), the treatise is, however, based on UrmawƯ’s approach to
these musical elements, and the author does not present any new ideas or
approaches concerning these elements, and therefore, to this extent, the work
is not pioneering. Linguistically the work, with its usage of many Arabic
words84 and complicated syntactic constructions, does not differ from the
linguistic trend of that time.

XulƗs̜at al-afkƗr fƯ ma‘rifat al-adwƗr by a certain
ŠihƗb al-DƯn SҗayrafƯ
HumƗ’Ư in his book (1340 H.Š./1961: 172) refers a musical treatise by a
certain ŠihƗb al-DƯn SқayrafƯ. The treatise is headed XulƗs̛at al-afkƗr fƯ
ma‘rifat al-adwƗr (Summarized thoughts concerning the knowledge of the
modes) and was written for SultѽƗn Uways (757/1356 – 776/1374).
DƗnišpažǌh (1349/ H.Š./1970, no. 94: 31) writes that the author was a
musician and calligraphist. He (ibid.) points out that there are similarities
between the name and occupation of the author and XwƗjah ‘Abd-AllƗh b.
MahҖmǌd SҖarrƗf SҖayrafƯ (d. 742/1341) who is the writer of a treatise on
calligraphy. Due to lack of information about the author of the treatise on
music, it is, however, difficult to determine whether these authors are the
same person or not. Moreover, we know nothing about the treatise itself
except that it is a commentary on al-UrmawƯ’s celebrated work al-AdwƗr.
HumƗ’Ư does not introduce any Ms of the work nor reveal where he has got
his information, but he cites (HumƗ’Ư 1340 H.Š./1961: 172) the following
sentence of the treatise:
ΪϨϳϮ̳ ΰϴϧ ΖηϮ̳ ϭ ̮ϧΎϬϔλ ήϧ ϭ ϢϫΩ ϪϘΒσ έΩ Ζγ ϥΎϬϔλ Ϣ̰ϳϭΩΎΘϔϫ ϩήΩ
The seventy first circle in the tenth t́abaqah (transposition) is is̚fahƗn
which is also called is̚fahƗnak and guwƗšt (gawašt).
84

Parts of some chapters, for instance the third chapter of the second qism of the third discourse, are in Arabic.
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Nevertheless, MašhҖǌn (1373 H.Š./1994: 185) mentions that there was an Ms
of the treatise in Tiqat al-IslƗm TabrƯzƯ’s private library, but it is not clear
what happened to it.

Ƥunyat al-munyat by Anonymous Author
The next work, which is introduced in this chapter, is among the first of the
Persian music theoretical treatises, if not the very first, written in India. The
work is entitled Ƥunyat al-munyat (The pleasure of desire) and was written
by an anonymous author at the request of the governor of GujarƗt, AmƯr
Šams al-Dawlah-wa-’l-DƯn IbrƗhƯm Hҙasan Abǌ RajƗ. This work is perhaps
the second work of the author. His first work was a translation of a
celebrated and lost Arabic work with the title FarƯd al-zamƗn fƯ ma‘rifat alalh̚Ɨn (see also Introduction).
Ƥunyat al-munyat is, according to Simms (GEWM vol. 5: 45), among the
three most significant treatises on Indian music written during the 14th
century.85 It is partly a translation from various Sanskrit music treatises.86 In
his work the author deals not only with music but also with dance, which has
also made the work unique in Persian. The date of the composition of the
treatise is ca 1375 (ibid.).
The treatise (Ƥunyat al-munyat 1978) is divided into two parts (qisms).
The first part is divided into two sections (bƗbs), of which the first is in turn
divided into four chapters (fas̛ls) and the second into two chapters. The
heading and topics of these two sections (ibid.: 9-65) are as follows:
Ωϭήγ Ζϓήόϣ έΩ ϝϭ ΏΎΑ
First section: On the knowledge of songs
̱έϭ ϡή̳ϭή˵γϭ Ε˶ήγ
˵ ϥΎϴΑ έΩ :ϝϭ Ϟμϓ
Chapter one: On the explanation of surit and sur and grƗma and
rƗga
ϕήσ ̶Ϩόϳ ϝ˴ ΎΗ ϥΎϴΑ έΩ :ϡϭΩ Ϟμϓ
Chapter two: On the explanation of tƗla [rhythm], i.e. t́uruq
ΪΘϓ Ωϭήγ έΩ Ϫ̯ ΕΩήϔϣ ̶πόΑ ϥ
˶ ΎϴΑ έΩ :ϡϮϴγ Ϟμϓ
85

The two other works are, according to him (ibid.), the Sanskrit SudhƗkara by Simhabhupala
written ca 1330, the Sanskrit SaĔgƯttopanniśad-sƗroddhƗra by Sudhakalasa written ca 1350.
86
To refer to or comment on Sanskrit works on music and dance was a common trend among
music theorists in India during the 14th, 15th and 16th centuries. Simms (ibid.) describes the
situation regarding writing on music in Indian during the period 1300 to 1550 as follows:
“Scholarly writings of this period generally reinforced the ancient canon, deliberately consolidating earlier scholarly views, they particularly reflected and commented upon Sarngaveva’s thirteenth-century treatise, the SaĔgƯtaratnƗkara. At least seven such commentaries
emerged during this time, constituting almost a genre of scholarship in themselves.” We can
see the same trend in the region regarding Persian and Arabic authors’ commentaries on alUrmawƯ’s al-AdwƗr and al-Šarafiyyah.
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Chapter three: On the explanation of some mufradƗt [characteristics] that are used in songs
Ωϭήγ ωϮϧ ϥ
˶ ΎϴΑ έΩ Ϟμϓ
Chapter four: On the explanation of different kinds of songs

ήϴϣΰϣ Ζϓήόϣ έΩ ϡϭΩ ΏΎΑ
Second section: On the knowledge of instruments

The author (ibid.: 51) begins the section in the following way:
ή˶ ϴϣΰϣ ̶̰ϳ Ζγ ωϮϧ ϭΩ ήΑ ϥϭ Ωήϴ̳ ϖϧϭέ ήϴϣΰϣ Ω˶ ϮΟϭ ϪΑ κϗέ ϭ Ωϭήγ Ϫ̰ϧΪΑ
ΖγΩ ̮ϳ ϪΑ ̶πόΑϭ ΪϨϧΰΑ ΖγΩϭΩ ϪΑ ̶πόΑ ˬΖγ αΎϨΟ ήϧϭ ϕή˵σ ήϴϣΰϣ ϡϭΩ Ωϭήγ
... ˬΪϨϫΩ ϡ˴Ω ϦϫΩ ϪΑ ̶πόΑ ϭ Ζθ̴ϧϭΩ ϭ ̮ϳ ϪΑ ̶πόΑϭ
You should know that songs and dance will be enriched when
accompanied by instruments. They are of two kinds: the first are the
song instruments and the second the rhythmic instruments and there
are of different kinds, some of them being played with two hands and
others with one hand and some others with two fingers and others are
blown by mouth, ...
Ωϭήγ ήϴϣΰϣ ϥΎϴΑ έΩ ϝϭ Ϟμϓ
First chapter: On the explanation of song instruments
ϕήσ ήϴϣΰϣ ϥΎϴΑ έΩ ϡϭΩ Ϟμϓ
Second chapter: On the explanation of rhythmic instruments

Among the instruments that were described in this chapter (ibid.: 53-62) can
be mentioned mƗrak, pakawuj, dƯsƯ, tula, gahuna, jahlari, kirkiþ, muhrƯ,
bǌq, singƗ and kƗhalƯ.
One important aspect of the work is that most of the musical instruments
which are listed and described have also been illustrated through well-drawn
sketches.
The second part is on dance and conditions for musical performance. This
part of the treatise is also divided into two sections (bƗbs) of which the first
is divided into four chapters and the second into eight chapters. The first
section describes every feature of dance in relation to the limbs and their
functions. All functions are classified. For instance, hands have sixty-six
kinds of gestures, eyes have thirty-six functions and the nose more than six.
The headings of two sections (ibid.: 67-107) are as follows:
κϗέ ϥΎϴΑέΩ ϝϭ ΏΎΑ
First section: On the explanation of dance
˯Ύπϋ ̶πόΑ ΕΎ̯ήΣ ϥΎϴΑ έΩ ϝϭ Ϟμϓ
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Chapter one: On the explanation of the movements of some parts
of body
ΪΘϓ κϗέ έΩ Ϫ̯ έΎΘϓέϭ Ύϫ ΖγΩ ϝΎ̰η ϥΎϴΑέΩ ϡϭΩ Ϟμϓ
Chapter two: On the explanation of the figures of hands and the
gestures that use in the dance
ϥΩί ϖϠόϣ Ζϓήόϣ έΩ ϡϮϴγ Ϟμϓ
Chapter three: On the knowledge of the somersault
ΪϨϧϮΧ έΎ̴ϧ˴ ϭ ϥ˴ή̯˴ έ ϥ Ϫ̯ κϗέ ΕΎΒ̯ήϣ ωϮϧ ϥΎϴΑέΩ ϡέΎϬ̩ Ϟμϓ
Chapter four: On the explanation of different kinds of compound
dance that calls garan and angƗr

The second section (ibid.: 108-114) is allocated to how musician, singer,
recitator and dancer should behave while they participate in the court and
ceremony.
ϭ ΏΎΤλ ̶πόΑ ΐΎόϣ ϭ ϦγΎΤϣ ˬΏΎΤλ ϭ ˬΩϭήγ βϠΠϣ ΏΩ ϭ ςϳήη έΩ ϡϭΩ ΏΎΑ
ϥ ΰΟ
Second section: On the conditions and rules of good conduct in
musical session, and participants (in the sessions), the perfections
and imperfections of some participants and similar issues
βϠΠϣ ςήηέΩ ϝϭ Ϟμϓ
Chapter one: On the conditions of musical sessions
βϠΠϣ ΐΣΎλ ςήηέΩ ϡϭΩ Ϟμϓ
Chapter two: On the conditions of the master of the musical gatherings
βϠΠϣ ΏΎΤλ ΏΩέΩ ϡϮϴγ Ϟμϓ
Chapter three: On the rules of good conduct of the participants at
the gathering
ΕϮλ˶ΐϴϋ ϭ ϦδΣϭ ϥΎθϳ ΐϳΎόϣϭ ϦγΎΤϣϭ ˬϝ˷Ϯϗϭ έΎ̰ϴΑή̯ΫέΩ ϡέΎϬ̩ Ϟμϓ
Chapter four: Concerning the performer and singer, and their
perfection and imperfection and the beauty and defect of voice

The author (ibid.: 7) writes that the second section contains four further
chapters, but in all Mss that come down to us, and naturally in the published
version of the work, these four chapters are lacking.
It is a comprehensive treatise and like other treatises written during this
century deals in much more detail with musical instruments, and like Kanz
al-tuh̚af, it has, as mentioned, illustrations of the instruments. The fact that it
deals with the topics “on dance” and “on the conditions and rules of good
conduct in musical session” has made the work a unique and unusual treatise
among the Persian theoretical works on music.
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Persian translation of al-AdwƗr by As‘ad al-SamarqandƯ
As noted, to translate and comment on al-UrmawƯ’s treatise, al-AdwƗr,
became popular among theorists of the 14th century. And the next treatise
that will be treated here is another translation of that treatise into Persian.
The translator is LutҘfallƗh b. MuhҖammad b. MahҖmǌd b. MuhҖammad b.
As‘ad al-SamarqandƯ. He was probably born in Samarqand during the first
half of the 14th century. The translation was made in 778/1376 (Massoudieh
(1996: 201) or 798/1395 (DƗnišpažǌh 1349 H.Š./1970, no. 94: 32) at the
request of a prince. Massoudieh (1996: 201) mentions that the work is a
translation of al-AdwƗr, while DƗnišpažǌh (1349 H.Š./1970, no. 94: 32)
mentions that the work is a šarh̞ (commentary) which in my judgment is a
more correct description of the work, because the period of merely
translation of Arabic works into Persian had already been passed by in the
12th century. The treatise is divided into two qisms (sections) each of which
contains several chapters. For topics that have been dealt with in the work I
refer the reader to the translation of al-AdwƗr by KƗšƗnƯ.

Ma‘dan al-ma‘ƗnƯ by YahҖyƗ ManƝrƯ
Another work on samƗ‘ written in India is among the works which have
come down to us from this century. The work has the heading Ma‘dan alma‘ƗnƯ (the Mine of meanings) and was written by Šaraf al-DƯn YahҖyƗ
ManƝrƯ (or ManƯri),87 who was an Indian-born prominent Sufi.
The author was born at a village named ManƝr near Patna in 661/1263.
After his elementary education, he went to Delhi to continue his studies
there. He became a Sufi leader and was active in the western province of
Bengal. He said to have died in 782/1380 (Massoudieh 1996: 177). If the
date of his death is correct, he enjoyed longevity. He is the author of a
number of works, among them Šaraf-nƗmah (DihxudƗ 1341 H.Š./1962, s.v.
Šaraf al-DƯn), AwrƗd wa išƗrƗt (attributed to him, EI, s.v. ManƝrƯ).
The Ma‘dan al-ma‘ƗnƯ is among the first works written by an Indian-born
Sufi and writer on samƗ‘. According to Massoudieh (1996: 177) the work is
in two volumes and is divided into a number of bƗbs (chapters), of which
number sixty is on samƗ‘. The chapter is headed:
ϥ ΖΣΎΑ ϭ Ζϫή̯ ϭ ΖϣήΣ ϞΣ ϥΎϴΑϭ ωΎϤγ ή̯Ϋ έΩ
Concerning samƗ‘ and the explanation of the solution of lawfulness, disapproval and permission for it

In this chapter the author has dealt with the definition of samƗ‘ and whether
it is lawful or not as well as different kinds of samƗ‘.88 Judging by the
87
88

Massoudieh (1996: 177) introduces the author as MunayrƯ.
According to him (Massoudieh ibid.), there are four types of samƗ‘:
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treatment of the topic, the work cannot have had any great impact on the
development of writing on samƗ‘ in the region.

Qas̜Ưdah by anonymous poet
DƗnišpažǌh (1349/ H.Š./1970, no. 95: 56) and MunzawƯ (1348-1351
H.Š./1969-1972: 3901 f.) have introduced a qas̛Ưdah in forty-five distiches
by an anonymous poet. It was composed in 785/1383 (DƗnišpažǌh 1349/
H.Š./1970, no. 95: 56). DƗnišpažǌh (ibid.) and MunzawƯ (1348-1351
H.Š./1969-1972: 3901 f.) have presented the work very briefly but they have
not mentioned what musical element/s is/are dealt with in this poem. The
length of the poem indicates, however, that it presumably deals with the
names of the maqƗmƗt (the modes) and šu‘abƗt (the auxiliary modes) which
became a very popular subject among musician-poets of that period. It
should be noted that a very intensive discussion on the cycles of modes and
which modes are the principle modes (maqƗms, pardahs) and which are the
secondary (ƗwƗzes, šu‘abs) was going on during the period. And to list the
modes and their names has a direct connection with how and upon which
traditions authors approach the modal system. It is not clear what has
happened to the only extant Ms of the work, which was in the possession of
MusѽtѽafƗ FayzҗƯ. The importance of the work lies in the fact that it is the first
work that deals with the subject theory of music, or rather the names of the
modes, in verse. It should be pointed out that verses were already employed
in Kanz al-tuh̛af (see above) to mention the name of the twelve pardahs, but,
it is the first work in which the whole text is devoted to names of modes in
verse.

Mss of undated works copied during the 14th century
Mss of two interesting works that were copied between 1350 and 1409 have
come down to us.
A collection of hymns
The first work, which will be dealt with in this part of the chapter, is a
collection of twenty-seven songs or hymns that were sung by members of
the Mawlawiyyah t́arƯqah. The work is the first collection of songs or rather
hymns in Persian. A large part of the hymns are in Persian; there are,
however, verses in Turkish. The collector/s is/are anonymous and the date of

1. SamƗ‘ licite conduit l’âme à se perdre en Dieu.
2. SamƗ‘ illicite est immoral et corrompt l’homme;
3. SamƗ‘ est à demi-interdit, si l’attention de l’homme est partagée entre Dieu et le
monde extérieur;
4. SamƗ‘ est toléré, lorsque l’attention du coeur en Dieu prédomine.
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composition is not clear. The only existing Ms of the work which is in D-B
was copied in 799/1397.
The order has taken its name from the prominent Persian poet and Sufi
JalƗl al-DƯn MuhҖammad b. BahƗ’ al-DƯn MuhҖammad Hҙusayn al-XatѽƯb,
known as MawlƗnƗ JalƗl al-DƯn BalxƯ or most known as MawlƗnƗ JalƗl alDƯn RǌmƯ (b. 604/1207, d. 672/1273). According to Yazici (EI, s.v.
Mawlawiyya), it is probable that the poet’s followers were called the
Mawlawiyyah already during the poet’s lifetime. The most striking feature
of the order is the central role that samƗ‘ played/plays in the religious
customs and ceremonies of the order. And in their tikkah (gathering place)
there was a special meeting-room which was called samƗ‘-xƗnah (the house
of samƗ‘ [music]). It seems that musical ceremony began already during the
poet’s time and was established under SultѽƗn Walad, the poet’s eldest son,
and particularly under ‘Arif ýelebi during the 14th century. And therefore, it
is reasonable to suppose that the work was collected and written down
during the 14th century, more specifically during the second half of the
century. Each hymn, which is entitled ƗyƯn, in the work bears the name of a
particular pardah or mƗqƗm. One can read the following ƗyƯn ([TarƗnihƗ-yi
Maulawiyya] D-B, Ms. Or. Oct. 3511):
ƖyƯn

Composed by

(Bastah-) rƗst

Qutѽb al-NƗyƯ ‘UtmƗn Dadah

(Bastah-) Sǌz-i dilƗrƗ

SultѽƗn SalƯm-XƗn

(Bastah-) NahƗwand
S̚abƗ-yi bǌsalƯk
NawƗ

IsmƗ‘Ưl Dadah
IsmƗ‘Ưl Dadah

NawƗ

Raf‘at Bayg

S̚abƗ
Bastah-nigƗr-i jadƯd

IsmƗ‘Ưl Dadah
-

Šawq-i t́arab
PanjgƗh

IsmƗ‘Ưl Dadah
-

H̕usaynƯ

-

DugƗh

-

BayƗtƯ
H̕ijƗz

Kǌþak MusҖtѽafƗ Dadah
Qutѽb al-NƗyƯ ‘UtmƗn Dadah

Language/s
Persian, some verses in
Turkish
Persian, some verses in
Turkish
Persian-Turkish
Persian-Turkish
Turkish, some verses in
Persian
Persian, some verses in
Turkish
Persian-Turkish
Persian some verses in
Turkish
Persian-Turkish
Persian, some verses in
Turkish
Persian, some verses in
Turkish
Persian, some verses in
Turkish
Persian-Turkish
Persian-Turkish
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H̕ijƗz
H̕ijƗz
Bastah-nigƗr
in

‘Abd al-RahҖƯm AfandƯ
SҖƗdiq AfandƯ

‘IrƗq
(Bastah-) ‘arabƗn

Šayx NaqšƯ al-MawlawƯ

Nahuft

Hҙusayn Dadah AyyǌbƯ

‘Ajam-i bǌsalik

‘Abd al-BƗqƯ AfandƯ

(Bastah-) SigƗh

‘AtrƯ Dadah AfandƯ

(Bastah-) ýahƗrgƗh

‘UtmƗn Dadah

(Bastah-) UššƗq

‘UtmƗn Dadah AfandƯ

Farah̚fazƗ
H̕ijƗz

Dadah AfandƯ
‘Abd al-RahҖƯm AfandƯ

Persian, some verses in
Turkish
Persian- some verses in
Turkish
Turkish, some verses
Persian
Persian-Turkish
Persian , some verses in
Turkish
Persian, some verses in
Turkish
Persian, some verses in
Turkish
Persian, some verses in
Turkish
Persian, some verses in
Turkish
Persian, some verses in
Turkish
Persian
Persian, some verses in
Turkish

Some verses of MawlawƯ’s poems appear here and there in the poems of the
collection.
The work is a quite comprehensive collection of songs, and as mentioned
above, it is indeed the earliest work of the category “collections of songs” in
Persian musical literture, and despite the employment of verses in Turkish, it
is of major significance concerning Persian writing on music.
Al-muxtas̛ar al-mufƯd fƯ bayƗn al-musƯqƯ wa us̛ǌl ah̚kƗmah
The second Ms is headed al-Muxtas̛ar al-mufƯd fƯ bayƗn al-musƯqƯ wa us̛ǌl
ah̛kƗmah (The useful résumé on the explanation of music and [its] principal
rules) by an anonymous author. The Ms is among a miscellany that was
written probably between 750/1350 and 812/1409 (DƗnišpažǌh 1349/
H.Š./1970, no. 95: 45], MunzawƯ (1348-1351 H.Š./1969-1972: 3905],
PǌrjawƗdƯ [al-Muxtas̛ar al-mufƯd fƯ bayƗn al-musƯqƯ wa us̛ǌl ah̛kƗmah 1375
H.Š./1996: 49]). The Ms is, unfortunately, defective, and therefore, it is
difficult to describe the work completely. Nevertheless, as the title of the
work indicates, it is a very short and concise treatise on music. That part of
the work that is extant contains ca 250 words. It seems that on the first page
of the work, which has been lost, the author deals with musical instruments.
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This is evident from the second page of the work (ibid.: 56) which begins as
follows:
ϭ ϥΎΒϧ ̵Ύϧ .Ϊϧ ϪΘΧΎγ ή̴ϳΩ ̵ΎϬϋϮϧ ϭ Ϊϧ ϩΩϮϣήϓ ϥΩί ςΑήΑ ϭ ϞϫΩ Ϧϓ ϥΎ̳έΰΑ Ϫ̰ϧΎϨ̩ ...
.ΪϨΑϮ̯ Ϣϫ ϭ ΪϨϧί Ϣϫ ΎΗ Ϊϧ ϩΩΎϬϧ ϥήΧΎΘϣ Ϫ̯ Ϫ̪ϧΎϤ̯ ϭ ΏΎΑέ ϭ ϩέΎϔλ
… As the great players of art of duhul (a type of drum) and barbat́
have said, and they have constructed other kinds (of instruments). The
nƗy-i anbƗn [the bagpipe], s̛afƗrah [?], rubƗb and kamƗnþah that the
modernists have constructed for both playing and striking.

The rest of the treatise deals with the names and order of the pardah-hƗ
(modes). The rest of the work (ibid.: 56 f.) that has come down to us is as
follows:
ϥΩΎΘγ ΪϨϳϮ̳ ϦϴϨ̩ :Ζγ Ϧϳ Ύϫ ϩίϭ ϭ Ύϫ ϩΩή̡ ϥ ί Ϊϧ ϩΩΩ ςδΑϭ Ρήη ϥΎθϳ Ϫ̪ϧ Ύϣ
ϥήΧΎΘϣ .ϩέΎϴγ Ζϔϫ Ϟλ ήΑ ϥΎϣΪϘΘϣ ϭ ΪϧΩϮΑ ϩΩή̯ ϩΩή̡ ΖϔϬΑ ΪΘΑ Ϧϳ Ϟλ Ϫ̯ Ϧϓ Ϧϳ
ϩΩή̡ ΝήΑ ϩΩίϭΩ ϥ Ϟλ Ϫ̯ Ϊϧ ϪΘϔ̳ϭ .ΝήΑ ϩΩίϭΩ ήΑΎϨΑ ΪϧΩή̯ ϩΩή̡ ϩΩίϭΪΑϭ ΪϧΪϣέΩ
Ύϳ ϭ ΖΧέΩ ϥ ̵ΎϬΧΎη Ύϫ ϩΩή̡ ή̴ϳΩϭ Ζγ ̶ΘΧέΩ Ϯ̪Ϥϫ Ζγέ ϩΩή̡ ϭ Ζγ Ζγέ
ϪΑ έΎΑ ή̳Ω Ϊϳ ϥϭήϴΑ Ϫ̩Ϯ̯ ί Ϫ̯ ήϫ Ϫ̩ ΎϬ̩Ϯ̯ ϥϮ̩ Ύϫ ϩΩή̡ ή̴ϳΩ ϭ ΖδϳήϬη ϥϮ̩
ϩΩή̡ ϝϭ :Ύϫ ϩΩή̡ ϡΎϨΑ ϢϳΪϣ .Ζδϴϧ ϪΘΨϴϣ Ζγέ ϩΩή̡ ΎΑ Ϫ̯ Ζδϴϧ ϩΩή̡ ̨ϴϫ .ΪΘϓέΩ ήϬη
̶Ϩόϳ Ζγέ ϒϟΎΨϣ ϩΩή̡ ̊ ˬΪϨ̴ϓ ήϳί ̶Ϩόϳ ̮ϔϟΎΨϣ ϩΩή̡ ˼ ˬϕήϋ ϩΩή̡ ˻ ˬΖγέ
ˬ̱έΰΑ ΪϨ̴ϓήϳί ́ ˬϪϠ̴ϧί ̶Ϩόϳ ΪϧϭΎϬϧ ϩΩή̡ ̀ ˬ̶ϨϴδΣ ϩΩή̡ ̌ ˬ̵ϭΎϫέ ϩΩή̡ ̋ ˬϥΎϬϔλ
Ζγέ Ύϫ ϩΩή̡ Ϫ̯ ̵ΎϬϣΎϧ .Ϯϧ ϩΩή̡ ˺˻ ˬ̮ϴϠγϮΑ ϩΩή̡ ˺˺ ˬϪϳΎϣ ϩΩή̡ ˺˹ ˬϕΎθϋ ϩΩή̡ ̂
˻ ˬ̮ϤϠγ ϝϭ :Ϊϧ ϪΘϔ̳ ίϭ Ζθϫ ϥΩΎΘγ ̶Ϩόϳ .Ύϫίϭ ϡΎϨΑ ϢϳΪϣ .Ϊη ϩΩή̯ ΩΎϳ Ϫ̯ ΖδϨϳ
Ϊϧ ϪΘϔ̳ ̵ή̴ϳΩ ϭ ˬϪΘδΑ ́ ˬέΎΗ Ϫγ ̀ ˬίΎΠΣ ̌ ˬέΎμΣ ̋ ˬίϭέϮϧ ̊ ˬϪΘηά̳ ˼ ˬϩΪϴϧΩή̳
.ΪϧϮη ϪΒΘθϣ Ϫ̯ ή̴ϳΪ̰ϴΑ Ύϫ ϩΩή̡ ̶̰ϳΩΰϧ ΖΒγΎϨϣ ϦΘδϧΩ Ύϣ .έΎΘΠϨ̡ ̵ή̴ϳΩ ϭ ϥήϴθϋ
ΐϳήϗ ̱έΰΑ ΪϨ̴ϓ ήϳί ϭ Ζγέ ϒϟΎΨϣ ϩΩή̡ ϭ ˬΪϧή̴ϳΪ̰ϳ ̮ϳΩΰϧ ϕήϋ ϭ Ζγέ ϝϭ
ΎΑ ϕΎθϋ ϭ ̮ϔϟΎΨϣ ϩΩή̡ ϭ ˬΐϳήϗ ̮ϴϠγϮΑ ϭ ϪϳΎϣ ϩΩή̡ ϭ ˬΐϳήϗ ̶ϨϴδΣ ϭ Ϯϧ ϩΩή̡ ϭ ˬΪϧ
ϕήόΑ Ζγέ ̵ΰϴΗ Ύϣ .Ύϫ ϩΩή̡ ϪϠϤΟ ί ΪϧΩήϔϨϣ ϩΩή̡ ϭΩ Ϧϳ ϭ .ΩέΪϧ ̶ϳΎϨη ϩΩή̡ ̨ϴϫ
Ϳ ϭ .ΪϧΎϣ ̮ϔϟΎΨϤΑ ΪηΎΑ ίϭήϤϴϧ <Ϫ̯> ϕήϋ ̵ΰϴΗ ϭ ΪϧΎϣ ϕΎθόΑ Ζγέ ̶ϤΑ ... ϭ ΪϧΎϣ
ϝϮλ ϭ ̶ϘϴγϮϤϟ ϥΎϴΑ ̶ϓ ΪϴϔϤϟ ήμΘΨϤϟ Ϣ˷ Η .ΏΎϤϟϭ ϊΟήϤϟ Ϫϴϟ ϭ ΏϮμϟΎΑ ϢϠϋ
ϪϣΎ̰Σ
Now, this is what they [the masters] have commented on and
explained about the pardah-hƗ [the principle modes] and ƗwƗz-hƗ [the
secondary modes]: the masters of this art have said is that the modes
were originally divided into seven modes at the beginning by the
predecessors according to seven planets. (But) the modernists have
appeared and divided them (the modes) into twelve pardahs,
according to twelve signs of the zodiac, and they have stated that these
twelve signs of the zodiac [i.e. modes] have been derived from the
mode of rƗst. The mode rƗst is like a tree and other modes are
branches of that tree, or (it) is like a city and other modes are like its
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lanes, because whoever comes out from a lane will returns to the city
again [we are still in the city]. There is no mode that is not associated
with the mode rƗst.
Now the names of the modes: first, the mode rƗst; 2. the mode irƗq;
3. the mode muxƗlifak, i.e. zƯrafgand, 4. the mode muxƗlif-i rƗst, i.e.
is̛fahƗn; 5. the mode rahƗwƯ; 6. the mode h̛usaynƯ; 7. the mode
nahƗwand, i.e. zangǌlah; 8. the mode zƯrafgand-i buzurg; 9. the
mode‘uššƗq; 10. the mode mƗyah; 11. the mode bǌsalƯk; 12. the mode
nawƗ. The names of the modes are those that have been mentioned
already.
Now, the names of ƗwƗzhƗ [the secondary modes], namely the eight
secondary modes that the masters have mentioned: first, salmak; 2.
gardƗnƯdah; 3. guĪƗštah; 4. nawrǌz; 5. h̛is̛Ɨr, 6. h̛ijƗz; 7. sitƗr, 8.
bastah; other say ‘ašƯrƗn and still others say panjtƗr.
Now, concerning the explanation of the close relation between the
modes which are similar. First, the modes rƗst and ‘irƗq are similar
(close to each other); and the modes muxƗlif-i rƗst and zƯrafgand-i
buzurg are similar; and the mode nawƗ is similar (close) to that of
h̚usaynƯ, and the mode mƗyah is similar to that of bǌsalƯk. And the
modes muxƗlifak and ‘uššƗq do not have any relation with any other
modes and these two modes are isolated from other modes. However,
the high register [the upper tetrachord?] of the mode rƗst resembles
‘irƗq and … [illegible to read word/s] the low register [the lower
tetrachord?] of the mode rƗst resembles ‘uššƗq, and the high register
[the upper tetrachord?] of ‘irƗq, that is nƯmrǌz (?), resembles
muxƗlifak.
And God knows better what is right than we, and to him is our
destiny. Al-muxtas̜ar al-mufƯd fƯ bayƗn al-musƯqƯ wa us̛ǌl ah̛kƗm has
been finished.

As we can see, the work reminds us of NayšƗbǌrƯ’s approach to modes, in its
usage of the musical terms, and the way of writing on the theory of music.
The author, like NayšƗbǌrƯ, considers the most important mode to be the
mode rƗst, while with the establishment of the Systemtist School during the
second half of the 13th century a considerable change regarding the role and
importance of this mode took place. Another interesting aspect of the work is
that it first deals with the musical instruments and afterwards with the modes
which was a very unusal order in dealing with topics found in works of
musical theory.
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Chapter 6

Writing on music during the 15th century

Background
Immediately after the death of Timur in 807/1405 his realm disintegrated;
XwƗrazm was recaptured by the Golden Horde, and the province of
ƖĪarbƗyjƗn was reoccupied by the Turkmen Black Sheep (Qara-quyunlǌ)
confederation. However, Timur’s son, ŠƗhrux, managed to restore a large
part of the lost area to his realm after military expeditions and political
compromises, e.g. the installation of Qara-quyunlǌ vassals as governors of
the province of ƖĪarbƗyjƗn. Generally speaking, ŠƗhrux’s period was a
period of prosperity for the realm, despite constant military expeditions,
particularly during the years between 1410 and 1430. After the death of
ŠƗhrux in 850/1447 the central control of the Timurid state was weakened
and the realm fell into political and military unrest. One contributing factor
to the political and military unrest after the deaths of Timur and ŠƗhrux was
that most provinces of the Timurid realm were governed by princes, and as
long as the central power functioned, it could rein in the political ambitions
of these princes, but the lack of a strong central power gave these princes the
opportunities to strengthen their political power.
With the political and military decline of the Timurids after the death of
ŠƗhrux the political and military scene of the realm in the second half of the
century was dominated by two powerful Turkmen confederations, i.e. the
Qara-quyunlǌ (the Black Sheep) and the Ɩq-quyunlǌ (the White Sheep).
With the emergence of these two dynasties the centre of political power
shifted once again from the north-eastern part of the country to the
northwest. The second half of the century can be characterised as a period of
rivalry between these Turkmen dynasties and the striving of the Timurid
princes for their political survival. Furthermore, during the period, a new
contender for political power emerged, i.e. the QizilbƗš confederation which
consisted of seven uymƗqs (tribes). They utilised the Safawid Sufi order for
their political ambitions to take power. Towards the end of the century the
political and military power of this Turkmen Shi’i ƤulƗt confederation was
enhanced, and at the beginning of the 16th century they established the
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Safawid dynasty. Even during the 15th century they were a powerful military
factor in the north-western region of the country, and the defeat of the Qaraquyunlǌ by the Aq-quyunlǌ without the assistance of QizilbƗš was
unthinkable.
During the 15th century some crucial political and military developments
outside the Persian-speaking areas took place, which to some extent affected
the whole region and even beyond it. The most important development was
the conquest of Constantinople by the Ottomans in 1453 and the definite
establishment of the Ottoman Empire as the most powerful state in the
region and eastern part of Europe.
Concerning religion, although ŠƗhrux and his successors were Sunni
believers, the realm enjoyed an atmosphere of religious relaxation. These
circumstances contributed to the development and flourishing of the Shi‘i
ƤulƗt and to a limited extent also to other branches of Shi‘ism. It was during
this century that even a Sufi order like S̛afawiyyah converted to Shi‘i ƤulƗt
under the impact of the QizilbƗš. We witness also the flourishing of other
Sufi orders such as H̝urǌfiyyah, NaqšbandƯ. However, Sufism during the 15th
century differs considerably in character and nature from that of the 14th
century. A considerable number of Sufi orders became militant and directly
involved in the struggle for political hegemony. The S̛afawƯ order is a good
example of this tendency among a number of Sufi orders of that time.
During the first half of the century HarƗt became the most significant
centre of cultural and literary activities. Another important centre in this
respect was the city of Samarqand. The role that the court of ŠƗhrux and his
son BƗysunƥur and other Timurids’ rulers, e.g. Ulǌƥ-Big, Abǌ Sa‘Ưd, SultѽƗn
Hҙusayn BƗyqarƗ, who were enthusiastic patrons of art and literature, played
in this regard is decisive.89 Apart from these two north-eastern cities ŠƯrƗz
and TabrƯz, which had been the most significant political and cultural centres
in the previous century, continued to be important cultural centres.
Concerning literature, according to YƗršƗtҗir (1334 H.Š./1955: 56), SҖafƗ
(1364 H.Š./1985, vol. iv: 124) and Rypka (1968: 292 f.), the 15th century is
the last Golden Age of Persian classical poetry, and usually the death of JƗmƯ
(898/1492) symbolized the decline of Persian poetry.90 However, perhaps the
89

Hillenbrand (1999: 223) points out the flourishing of art and painting and the role of the
TimurƯds rulers and princes writing, “Some forty artists were active in his atelier, including
not only painters but also scribes, illuminators, gilders, tent-makers, designers, bookbinders,
leather workers and sculptors.” He continues (ibid.: 224), “The patronage of the last Timurid
prince, Sultan Hҙusain b. MansҖur b. Baiqara (reigning 1468-1506), was on a scale to rival that
of his contemporary Lorenzo de’ Medici in Florence.”
90
This point of view has been challenged by other scholars and writers, among others ShafƯ‘Ư
Kadkani, ŠiblƯ Nu‘mƗnƯ, ŠamƯsƗ. For instance ShafƯ‘Ư Kadkani (Morrison 1981: 135) writes:
“No matter what criterion of literary judgment we employ, SҖƗ‘ib will emerge considerably
greater than JƗmƯ; it is not known who was originally responsible for this notion-whoever it
was, he was ignorant or ill-informed as far as direct contact with the course of the history of
Persian poetry was concerned and for the most part the basis of his information rested on the
statement of tazkireh-writers, some of whom castigated the poetry of the Safawid period.”
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most significant development concerning poetry took place towards the end
of the century when the sabk-i ‘irƗqƯ disappeared from Persian poetry and
the intermediate poetic style, i.e. sabk-i wuqǌ‘ (the Style of wuqǌ‘
[happening, incidence]), which manifested itself first in BƗbƗ FaƥƗnƯ’s (d.
925/1519) ƥazals, emerged. Concerning prose, almost all researchers and
scholars are unanimous on “the poor quality of the prose” during this
century. According to ShafƯ‘Ư Kadkani (Morrison, 1981: 143) the most
important works in prose during the century are Nafah̛Ɨt al-uns min h̛az̛rƗt
al-quds and BahƗristƗn by JƗmƯ. The most important type of learned prose
was still history writings, and a number of celebrated history works, e.g.
Zafar-nƗmah by Šaraf al-DƯn ‘AlƯ YazdƯ, ĩubdat al-tawƗrƯx and Mujmal altawƗrƯx by FasҖƯhƯ XwƗfƯ, were written. The other types of learned literature
also flourished under the patronage of Timurids’ rulers and princes in
particular. In addition, a new Shi‘i religious-literature was established during
this century. In the 15th century the role of the rulers in India and the
Ottoman realm in the development of the Persian literature increased
remarkably and the Persian language strengthened its role as the dominant
language in the region. However, it was first during the next century, i.e. the
16th century that we were to witness this development clearly.

Exposition
In the 15th century a total of eight works on music were written. In addition,
there are extant from this century the manuscripts of two undated and
anonymous treatises. Of these eight treatises written during the century four
have been written by one of the most prominent musicians and music
theorists of the time in the region, namely ‘Abd al-QƗdir b. ƤaybƯ al-HҙƗfiz
al-MarƗƥƯ, known as Ibn ƤaybƯ. It would not be incorrect to call the 15th
century ‘Abd al-QƗdir’s century. Three of these four works by al-MarƗƥƯ are
among the most celebrated works ever written on music theory in Persian.

JƗmi‘ al-alh̡Ɨn by ‘Abd al-QƗdir al-MarƗƥƯ
We shall begin the presentation of ‘Abd al-QƗdir b. ƤaybƯ al-HҙƗfiz alMarƗƥƯ’s works with the earliest treatise of him, namely JƗmi‘ al-alh̛Ɨn, but
first a short biography of him.
‘Abd al-QƗdir b. ƤaybƯ al-HҙƗfiz al-MarƗƥƯ was born in MarƗƥah in the
province of ƖĪarbƗyjƗn, which became one of the most important political,
cultural centres of the realm under the Il-Khans. According to SҚafƗ (1364
H.Š./1985, vol. iv: 108) and MašhҖǌn (1373 H.Š./1994: 199), he was born in
754/1353, which in my opinion is more likely (for more information see
below). However, BƯniš (al-MarƗƥƯ 1370 H.Š./1991: 24) mentions that he
was born probably in 768/1366. It is likely that his father, JamƗl al-DƯn,
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played a decisive role in his musical education. His title H̝ƗfƯz indicates that
he could recite the Koran by heart, which was very much appreciated among
people of that time.91 ‘Abd al-QƗdir left his hometown when he was quite
young, going to TabrƯz to join the court of SultѽƗn Hҙusayn of the JalƗyirids as
a musician. After the capture of TabrƯz by Timur in 788/1386, he escaped to
Baghdad and continued to serve as the chief minstrel at the court of SultѽƗn
Ahҗmad, the son of SultѽƗn Hҙusayn. He was captured after the conquest of
Baghdad by Timur and was sent to Samarqand. According to BƯniš (ibid.:
29), he stayed there until 799/1396, and then he returned to TabrƯz, serving
as a musician at the court of MƯrƗn-ŠƗh, the son of Timur. ‘Abd al-QƗdir was
obliged to escape once again to Baghdad and to the court of SultѽƗn Ahҗmad
of the JalƗyirids, who tried at that time to retake the territories he hade lost to
Timur. After the recapture of Baghdad by Timur, al-MarƗƥƯ was captured.
He managed, however, to escape death once again thanks to his outstanding
musical talent. He continued as a musician at the court of Timur himself.
After the period of unrest between Timur’s death and the accession of
ŠƗhrux to the throne, al-MarƗƥƯ became active at the court of ŠƗhrux. It was
during this period that he wrote or completed almost all of his significant and
celebrated treatises on music, and it was indeed the most important period of
his life as far as theoretical and writing activities are concerned. He stayed in
the region that was ruled by the Timurids until his death in the plague
epidemic in HarƗt in 838/1434. He was not only a very celebrated singer and
an outstanding ‘ǌd-player,92 but also a celebrated composer. In his work
JƗm‘ al-alh̛Ɨn (al-MarƗƥƯ 1366 H.Š./1987: 243-252) he names some of his
compositions, among which can be mentioned thirty nawbat-i murattabs that
he composed for SultѽƗn Hҙusayn of the JalƗyirids and dawr-i ‘adl for ŠƗhrux.
‘Abd al-QƗdir al-MarƗƥƯ’s first treatise, which is entitled JƗmi‘ al-alh̞Ɨn
(Encyclopaedia of music), according to Farmer (EI, s.v. ‘Adb al-KҐƗdir b.
GhaybƯ) is al-MarƗƥƯ’s most important treatise on music. It seems that there
were two different versions of this work. The first and probably incomplete
version of the work, which al-MarƗƥƯ wrote for his son, Nǌr al-DƯn ‘Abd alRahҚmƗn, was written first in 808/1405. But eight years later, i.e. in
816/1413, he wrote a new version which is probably the complete one; and
this is the version that has come down to us. The first version was written
during the period that al-MarƗƥƯ was active at the court of Timur, while the
second and complete version was written during the author’s sojourn in
HarƗt, when he was the chief minstrel at the court of ŠƗhrux. The work is
divided into a muqaddimah (introduction), twelve bƗbs (sections), and a
91

‘AlƯšƯr NawƗ’Ư (1363 H.Š/1984: 123) confirms that statement, writing:

.ΩϮΑ Ϳ ϡϼ̯ φϔΣ ̶̰ϳ ϪΟϮΧ ΕϻΎϤ̯ ί
One of his accomplishments was [to recite] the words of God [the Koran] by
heart.
92
NawƗ’Ư (ibid.: 313) calls him ‘Abd al-QƗdir-i ‘ǋdƯ (‘Abd al-QƗdir the ‘ǌd-player).
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xƗtimah (conclusion). In addition, an introductory prayer and a prayer for the
SultѽƗn form the preface of the work. The headings and topics of the treatise
are as follows (al-MarƗƥƯ 1366 H.Š./1987):
ϪϣΪϘϣ
The Introduction

He defines (ibid.: 7) the word mǌsƯqƯ in the following way:
ϊϤΟ ί Ζγ ΕέΎΒϋ ̶ϘϴγϮϣ ... Ζγ ϥΎΤϟ ϥ ̶Ϩόϣ ϭ ̶ϧΎϧϮϳ Ζγ ̶ψϔϟ ̶ϘϴγϮϣ ̮ϧΪΑ
.̶ϋΎϘϳ έϭΩ ί ̵έϭΩ έΩ ΪϨϨ̯ ΐϴΗήΗ ̵ήόη ήΑ Ϫ̯ ϪϤϼϣ ΕΎϤϐϧ
You should know that mǌsƯqƯ (music) is a Greek term (word), and it
means melody ... Music consists of combinations of the consonant
notes on a verse in a circle of the ƯqƗ‘ic [the rhythmic] circles.
̶ϘϴγϮϣ ϒϳήόΗ έΩ ϪϣΪϘϣ ί ϝϭ Ϟμϓ
The first chapter of the introduction: On the definition of music
̶ϘϴγϮϣ ΖϋΎϨλ ΙϭΪΣ Ζϴϔϴ̯ έΩ ϪϣΪϘϣ ί ̶ϧΎΛ Ϟμϓ
The second chapter of the introduction: On the quality of the invention of the art of music
̶ϘϴγϮϣ ωϮοϮϣ ή̯Ϋ έΩ ϪϣΪϘϣ ί ΚϟΎΛ Ϟμϓ
The third chapter of the introduction: Concerning the subject of
music

He (ibid.: 9) considers:
ϪϤϐϧ β̡ ˬϥ ̶ΗΫ νέϮϋ ί ΪϨϨ̯ ΚΤΑ ϢϠϋ ϥ έΩ Ϫ̯ Ζδϧ ̶ϤϠϋ ήϫ ωϮοϮϣ ϥϮ̩
.Ζγ ϥΎΤϟ ˬϢϠϋ Ϧϳ ωϮοϮϣ Ϫ̯ Ϊϧ ϪΘϔ̳ ΎϤ̰Σ ί ̶πόΑ ϭ .ΪηΎΑ ̶ϘϴγϮϣ ωϮοϮϣ
Because the subject of every science is that the elements of that
science are discussed, so the note is the subject of music. Some
scholars have said that the subject of this science is melody.
ϢϠϋ Ϧϳ ̵ΩΎΒϣ ή̯Ϋ έΩ ϪϣΪϘϣ ί ϊΑέ Ϟμϓ
The fourth chapter of the introduction: Concerning the principles
of this science
Ζδϴ̩ Ϧϓ Ϧϳ ̶ϳΎϏ ΖϠϋ Ϛϧ έΩ ϪϣΪϘϣ ί βϣΎΧ Ϟμϓ
The fifth chapter of the introduction: Concerning what the ultimate propose of this art is

ϝϭ ΏΎΑ
Section one
ΕϮλ ϒϳήόΗ έΩ ϝϭ Ϟμϓ
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Chapter one: On the definition of sound
ϪϤϐϧ ϒϳήόΗ έΩ ̶ϧΎΛ Ϟμϓ
Chapter two: On the definition of note
ϪόϣΎγ ϪΑ ϪϤϐϧ ϭ ΕϮλ ϝϮλϭ ΐΒγ έΩ ϝϭ ΏΎΑ ί ΚϟΎΛ Ϟμϓ
Chapter three of the first section: On the cause of perception of
sound and note by the sense of hearing
ϞϘΛ ϭ ΕΪΣ ΏΎΒγ ϥΎϴΑ έΩ ϝϭ ΏΎΑ ί ϊΑέ Ϟμϓ
Chapter four of the first section: On the explanation of the causes
of gravity and acuteness [of notes]

̶ϧΎΛ ΏΎΑ
Section two
έϭΩ ΐΣΎλ ϖϳήσ ϪΑ ϦϴΗΎγΩ ϢϴδϘΗ έΩ ̶ϧΎΛ ΏΎΑ ί ϝϭ Ϟμϓ
Chapter one of the second section: On the repartition of the frets
according to the author of AdwƗr [al-UrmawƯ]
ϡΎδϗ ϥί ϪϴϘΑ ΪόΑ ΖΒδϧϭ έΪϘϣ Ϫ̯ ̶Ϙϳήσ ϪΑ ϦϴΗΎγΩ ϢϴδϘΗ έΩ ̶ϧΎΛ ΏΎΑ ί ̶ϧΎΛ Ϟμϓ
ΩϮη Ϧηϭέ
Chapter two of the second section: On repartition of the frets in
such a way that the amount and proportion of the interval of baqiyyah [the semitone of 90 cents93] will be clear
ϦϴΗΎγΩϭ ήϳΩΎϘϣ ˯ΰΟ ϥ ί Ϫ̯ έΎϐλ ̵ΰΟϭ ήΗϭ ϢϴδϘΗ έΩ ̶ϧΎΛ ΏΎΑ ί ΚϟΎΛ Ϟμϓ
ΪΣϭ ήΗϭί ήϳΎψϧ ΎΑ ϭ ΩϮη ϡϮϠόϣ ϪϧΎ̳ ϩΪϔϫ ΕΎϤϐϧ
Chapter three of the second section: On repartition of the string,
and the portion of śiƥƗr [the lesser intervals] by which the portions of the ratios and the place of the seventeen notes (on the fret)
and similar issues on one string will be clear

ΚϟΎΛ ΏΎΑ
Section three
ΎϬϧ ΖΒδϧ ή̯Ϋ ϭ ΩΎόΑ ϥΎϴΑ έΩ ΚϟΎΛ ΏΎΑ ί ϝϭ Ϟμϓ
Chapter one of the third section: On the explanation of intervals,
and concerning their ratios
̶πόΑ ϪΑ ̶πόΑ ΩΎόΑ ΕΎϓΎοέΩ ΚϟΎΛ ΏΎΑ ί ̶ϧΎΛ Ϟμϓ
Chapter two of the third section: On joining the intervals to each
other
̶πόΑ ί ̶πόΑ ΩΎόΑ έΩ ΚϟΎΛ ΏΎΑ ί ΚϟΎΛ Ϟμϓ
Chapter three of the third section: On [the derivation of] the intervals from each other
ΩΎόΑ ϒϴμϨΗ ϩΪϋΎϗ ϥΎϴΑ έΩ ΚϟΎΛ ΏΎΑ ί ϊΑέ Ϟμϓ

93

“A small logarithmic unit used in the accurate description of musical intervals, based on
frequency ratios. The interval, in cents, between two tones of frequency f1 and f2 is 3986 log10
(f2/f1). 100 cents is equal to one equally tempered semitone.” The New Grove Dictionary of
Music and Musicians (2001), s.v. “cent”.
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Chapter four of the third section: On the explanation of the rules
of dividing the intervals into two equal parts
ΪϨηΎΑ ήϓΎϨΗ ΐΟϮϣ Ϫ̯ ̶ΑΎΒγ ϥΎϴΑ έΩ ΚϟΎΛ ΏΎΑ ί βϣΎΧ Ϟμϓ
Chapter five of the third section: On the explanation of the causes
of dissonancy

ϊΑέ ΏΎΑ
Section four
ΎϬϧ ΩΪϋ ϭ ΩΎόΑ ΖΒδϧ ϭ αΎϨΟ ϑΎϨλ ί ̶πόΑ ή̯Ϋ έΩ ϝϭ Ϟμϓ
Chapter one: Regarding some of the classes of genres [tetrachords, pentrachords] and the ratios of their intervals and numbers
βϤΨϟ ̵Ϋ ΪόΑ ϭ ϊΑέϻ ̵Ϋ ΪόΑ ϡΎδϗ ί Ϣϳϼϣ ϒϴϟΎΗ έΩ ϊΑέ ΏΎΑ ί ̶ϧΎΛ Ϟμϓ
Chapter two of the fourth section: On the combination of consonants of the type of the fourth and fifth
̶ϟϭ ϪϘΒσ ϡΎδϗΎΑ ϪϴϧΎΛ ϪϘΒσ ϡΎδϗ ΕΎϓΎο ί ήϳϭΩ ΐϴΗήΗ έΩ ΚϟΎΛ Ϟμϓ
Chapter three: On the classification of the cycles based on the
joining (iz̛ƗfƗt) of the types of the second genre to the first genre

βϣΎΧ ΏΎΑ
Section five
ϦϳήΗϭ Ϣ̰Σ έΩ ϝϭ Ϟμϓ
Chapter one: On the instruction [of tuning] of the two stringed instruments
έΎΗϭ ϪΜϠΛ Ϣ̰Σ έΩ βϣΎΧ ΏΎΑ ί ̶ϧΎΛ Ϟμϓ
Chapter second of the fifth section: On the instruction [of tuning]
of the three-stringed instruments
ΪϨϧϮΧ ϢϳΪϗ ΩϮϋ έ ϥ Ϫ̯ έΎΗϭ ΔόΑέ ϥΎϴΑ έΩ βϣΎΧ ΏΎΑ ί ΚϟΎΛ Ϟμϓ
Chapter third of the fifth section: On the four-stringed instrument
which is called the ancient (qadƯm) ‘ǌd
ΪϨϧϮΧ ϞϣΎ̯ ΩϮϋ έ ϥ Ϫ̯ έΎΗϭ ΔδϤΧ ϥΎϴΑ έΩ βϣΎΧ ΏΎΑ ί ϊΑέ Ϟμϓ
Chapter fourth of the fifth section: On the fifth-stringed instrument which is called the prefect (kƗmil) ‘ǌd

αΩΎγ ΏΎΑ
Section six
ί ΎϬϧ ΝήΨΘγ ϪϘϳήσϭ ΎϬϧ ΩΪϋ ϭ ΩΎόΑ ΐδϧ ή̯Ϋ ϭ ϩέϮϬθϣ έϭΩ ϥΎϴΑ έΩ ϝϭ Ϟμϓ
ΩϮϋ ϦϴΗΎγΩ
Chapter one: On the explanation of the famous cycles (modes) and
concerning the ratio of intervals and their numbers and the
method of derivation of them from the fret of ‘ǌd
ΎϬϧ ΪϋϮϗϭ έϭΩ ΕΎϘΒσ ϥΎϴΑ έΩ αΩΎγ ΏΎΑ ί ̶ϧΎΛ Ϟμϓ
Chapter two of the sixth section: On the transpositional cycles and
their rules
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Al-MarƗƥƯ (ibid.: 113) has defined the term t́abaqƗt in the following way:
ϩΩή̯ ΝήΨΘγ ΩϮΧ ϊοϮϣ ί Ϛϧ ί ΪόΑ έ ̵έϭΩ Ύϳ βϨΟ Ύϳ ̵ΪόΑ Ϛϧ ί ΪϨΗέΎΒϋ ΕΎϘΒσ
.ΪϨϨ̯ ΝήΨΘγ ΰϴϧ ΩϮΧ ϊοϮϣ ήϴϏ ί ΪϨηΎΑ
By t̞abaqƗt is meant that after the derivation of an interval, genre or
mode from its original place (on the fret), it is also derived from other
places than its own original one.
ϦϳΪϟ ΐτϗ ΎϧϻϮϣ ˯ΎϤϠόϟ Ϟπϓ ̨ϧ ϭ Ϫ˷Θγ Είϭ ϦϴϴόΗ έΩ αΩΎγ ΏΎΑ ί ΚϟΎΛ Ϟμϓ
ήϴϘϓ Ϧϳ Ϫ̯ ΎϬϧ ί ΏϮΟ ϭ ϩΩή̯ νήΘϋ Ϳ ΔϤΣέ έϭΩ ΐΣΎλ ήΑ ϪϧήϔϐΑ Ϳ ϩΪϤϐΗ
ϖϴϘΤΗ ̵ϭέ ί Ζγ ϪΘϔ̳
Chapter three of the sixth section: On the ascertainment of the six
secondary modes, and on how the most superior of all scholars,
our master Qutѽb al-DƯn, may God cover him with mercy and forgive his sins, has criticised the author of al-AdwƗr, may God have
mercy upon him, and the answers to it (the criticism) which your
humble servant has given based on research,
ί ΕΎϤϐϧ ΝήΨΘγ ϪϘϳήσ ϭ ϪϧΎ̳έΎϬ̩ ϭ ΖδϴΑ ΕΎΒόη ϥΎϴΑ έΩ αΩΎγ ΏΎΑ ί ϊΑέ Ϟμϓ
έΎΗϭ ϦϴΗΎγΩ ί ΎϬϧ
Chapter four of the sixth section: On the explanation of the
twenty-four šu‘abƗt (the derivative modes) and the method of
derivation of their notes from the fret.

ϊϣΎγ ΏΎΑ
Section seven
ή̴ϳΪ̰ϳ ϪΑ ΩΎόΑ ϩΎΒΘη έΩ ϝϭ Ϟμϓ
Chapter one: On the confusion of intervals with each other
ή̴ϳΪ̰ϳ ΎΑ έϭΩ Ϣϐϧ ̭έΎθΗ ϥΎϴΑέΩ ϊΑΎγ ΏΎΑ ί ̶ϧΎΛ Ϟμϓ
Chapter two of the seventh section: On the explanation of the
partnership of the notes of the modes with each other
ΎϬϧ ΩΪϋ ή̯Ϋ ϭ ̶Ϥψϋ ΩΎόΑ ΕΎϘΒσ έΩ αΎϨΟ ΐϴΗήΗ έΩ ϊΑΎγ ΏΎΑ ί ΚϟΎΛ Ϟμϓ
Chapter three of the seventh section: Concerning the order of
genres in the transpositional ab‘Ɨd-i ‘uzmƗ (the larger intervals)
and regarding their numbers

ϦϣΎΛ ΏΎΑ
Section eight
ΩϮη ΐ˷ΗήΘϣ ήϳΎψϧ ΎΑ ϩήϳΩ ήϫ ϚϧΎϨ̩ ϡΎΗ ϊϤΟ έΩ ϩέϮϬθϣ έϭΩ ϥΎϴΑ έΩ ϝϭ Ϟμϓ
Chapter one: On the explanation of famous cycles (modes) in
jam‘-i tƗm (the prefect modal system) in such a way that each
mode will be classified with its similar species
Ϫ˷ϴϧΎϧϮϳ ϭ Ϫ˷ϴΑήϋ υΎϔϟΎΑ ϪϤϼϣ ΕΎϤϐϧ ̶ϣΎγ ή̯Ϋ έΩ ϦϣΎΛ ΏΎΑ ί ̶ϧΎΛ Ϟμϓ
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Chapter two of the eighth section: Concerning the names of consonant notes in Arabic and Greek

The Arabic names and their Greek equivalent that have been mentioned in
this chapter are (ibid.: 162) as follows:

1.
2.
3.
4.
5.
6.
7.
8.
9.
10.
11.
12.
13.
14.
15.

Arabic
TaqƯl al-mafrǌz̛Ɨt
TaqƯl al-ra’ƯsƗt
WƗsit́at al-ra’ƯsƗt
H̕Ɨddat al-ra’ƯsƗt
TaqƯl al-awsƗt́
WƗsit́at al-awsƗt́
H̕Ɨddat al-awsƗt́
Al-wust́Ɨ
FƗs̜ilat al-wust́Ɨ
TaqƯl al-munfas̜ilƗt
WƗsit́at al-munfaś́ilƗt
H̕Ɨddat al-munfaś́ilƗt
TaqƯl al-h̚ƗddƗt
WƗsit́at al-h̚ƗddƗt
H̕Ɨddat al-h̚ƗddƗt

Greek94
Proslambanomenos
HypatƝ hypatǀn
ParhypatƝ hypatǀn
Lichanos hypatǀn
HypatƝ mesǀn
ParhypatƝ mesǀn
Lichanos mesǀn
MesƝ
Paramesos (Lichanos mesǀn)95
TritƝ diezeugmenǀn (ParhypatƝ mesǀn)
ParanƝtƝ diezeugmenǀn (HypatƝ mesǀn)
NƝtƝ diezeugmenǀn (Lichanos hypatǀn)
TritƝ hyperbolaiǀn (ParhypatƝ hypatǀn)
ParanƝtƝ hyperbolaiǀn (HypatƝ hypatǀn)
NƝtƝ hyperbolaiǀn (Proslambanomenos)

ΕΎΒόη ϭ Είϭ ϭ Ύϫ ϩΩή̡ ΕΎΒγΎϨϣ έΩ ϦϣΎΛ ΏΎΑ ί ΚϟΎΛ Ϟμϓ
Chapter three of the eighth section: On the relation between principal modes (pardah-hƗ), secondary modes (ƗwƗzƗt) and derivative
modes (šu‘abƗt)

ϊγΎΗ ΏΎΑ
Section nine
β̰όϨϣ ϭ ̵ϮΘδϣ ϦϴΗΎγΩ ή̯ΫέΩ ϝϭ Ϟμϓ
Chapter one: Concerning the mustawƯ and mun‘akis fretting
ΩϮϬόϣ ήϴϏ ΏΎΨτλ ϥΎϴΑ έΩ ϊγΎΗ ΏΎΑ ί ̶ϧΎΛ Ϟμϓ
Chapter two of the ninth section: On the explanation of the uncommon tuning (is̜tixƗb)
ΩϮϋ έΎΗϭ ί ΕΎόϴΟήΗ ϥΩή̯ Ϊϴ̡ ϪϘϳήσ ϥΎϴΑ έΩ ϊγΎΗ ΏΎΑ ί ΚϟΎΛ Ϟμϓ
Chapter three of the ninth section: On the explanation of the way
of finding tarjƯ‘Ɨt96 on the strings of the ‘ǌd

94

The equivalent Greek names have been taken from Barker (1989, vol. 2: 265).
The names within brackets have been mentioned by al-MarƗƥƯ as the Greek equivalent of
the Arabic terms.
96
The ornamentations of the melody by playing on another string than the string that the
melody is played on.
95

163

ήηΎϋ ΏΎΑ
Section ten
ϭ ΕΎϬΑΎθϣ ί ΩϮϋ ϦϴΗΎγΩήΑ Ϟ̰θϣ ̵ΎϬΘϓή̳ ϩΪϋΎϗ ϥΎϴΑ έΩ ήηΎϋ ΏΎΑ ί ϝϭ Ϟμϓ
ΕΎϔϟΎΨϣ
Chapter one of the tenth section: On the explanation of the rules
of difficult grips on the frets of the ‘ǌd and their similarities and
differences
ϢϬϔϟ ΪϴόΑ ϭ ϢϬϔϟ ΐϳήϗ ΕΎΒϴ̯ήΗ ή̯Ϋ ϭ ϖϠΤΑ ̶̳ΪϨϧϮΧ ϢϴϠόΗ έΩ ήηΎϋ ΏΎΑ ί ̶ϧΎΛ Ϟμϓ
Chapter two of the tenth section: On the instruction on singing in
the throat, and on the comprehensible and incomprehensible
combinations [of the genres]
ϝΎϘΘϧ ήΑ ϡϼ̯ έΩ ήηΎϋ ΏΎΑ ί ΚϟΎΛ Ϟμϓ
Chapter three of the tenth section: Concerning the transposition
[of melody]
ϥΎΤϟ Εϻ ΐΗήϣ ϭ ̶ϣΎγ ή̯Ϋ έΩήηΎϋ ΏΎΑ ί ϊΑέ Ϟμϓ
Chapter four of section ten: Concerning the names and ranks of
musical instruments

The author (ibid.: 198 f.) classifies the musical instruments in the following
way:97
ΚϟΎΛ ωϮϧϭ ΦϔϨϟ ΕϭΫ Εϻ ̶ϧΎΛ ωϮϧ .έΎΗϭϻ ΕϭΫ Εϻ ϝϭ :Ϊϧ ωϮϧ Ϫγ ήΑ ΎϬϧ ϭ
.ΕΎγΎσϭ ΕΎγΎ̯
ϞϣΎ̯ ΪϳΪΟ ΩϮϋ ̶ϧΎδϧ ϕϮϠΣ ί ΪόΑ Εϻ ϞϤ̯ Ϫ̯ ΖδϧΩ ΪϳΎΒΑ :έΎΗϭϻ ΕϭΫ Εϻ Ύϣ
Ϣ̰Σ έ ήΗϭ ϩΩ ΎΗ ΪϧίΎγ ̲Ϩϫ ̮ϳ ήΑ έ ήΗϭ ϭΩ ήϫ ϚϧΎϨ̩ ΪϧΪϨΑ ήΗϭ ϩΩ ϥ ήΑ Ϫ̯ Ζγ
:ΐΟϮϣ Ϧϳ ήΑ ϢϴϨ̯ ή̯Ϋ ̶ϣΎγ έ Εϻ ωϮϧ ί ̶πόΑ ΎΠϨϳ Ύϣϭ ΪηΎΑ ήΗϭ ΞϨ̡
ˬΩϭέ Ώήσ ˬ̵ΎΗ ζη ˬΘϔϟ Ώήσ ˬ ˬϢϳΪϗ ΩϮϋ ˬϞϣΎ̯ ΩϮϋ :έΎΗϭϻ ΕϭΫ Εϻ Ύ˷ϣ
ˬΏΎΑέ ˬέϮΒϨσ ̵Ύϧ ˬϥίϭ ˬ̶ϣϭέίϮ̡Ϯϗ ˬ̵ΰϓ Ρϭέ ˬ̶ϟϮϐϣ ϩέϮΒϨσ ˬϥΎϴϧϭήη έϮΒϨσ
̶ΒϳΎϏ ίΎγ ˬΏϻϭΩ ίΎγ ˬ̵ΎΘϧήΗ ˬ̵ΎΘ̰ϳ ˬ̭̬Ϗ ˬϪ̪ϧΎϤ̯ ˬϥϮϧΎϗ ˬ̵ή̯ ˬ̲Ϩ̩ ˬ̶Ϩϐϣ
.̶ϧΎΧΩϭέ ˬΩϭήϬη ˬϥΎϏϮΗΎϳ ˬΎ̢ϴ̡ ˬϮϏέΪη ˬΩϮόϟ ΔϔΤΗ ˬϊ˷λήϣ
ˬήϴϔϧ ˬέϭϭΎΟ ̵Ύϧ ˬϥΎΒϠΑ ̵Ύϧ ˬΎϧήγ ˬ̵Ύϧ Ϫϴγ ήϣί ˬΪϴϔγ ̵Ύϧ :ΦϔϨϟ ΕϭΫ Εϻ Ύ˷ϣ
.ϥΎΒϧ ̵Ύϧ ˬϥϮϨϏέ ˬϖϴ̪Β̩ ˬέΎϘϴγϮϣ ˬϮϏέϮΑ
ΩϻϮϓ ΡϮϟίΎγ ˬΕΎγΎσ ίΎγ ˬΕΎγΎ̯ ίΎγ :ΕΎγΎσϭ ΕΎγΎ̯ Ύ˷ϣ
And they are of three kinds: the first kind: the chordophones, the
second kind: the aerophones and the third kind: bowls, copper bowls
[Percussions, or rather idiophones].
Regarding the chordophones, it should be known that the most
perfect instrument after the human throat is the new perfect ‘ǌd on
which ten string are stringed in such a way that every two strings are

97

Concerning the percussion instruments, the author mentions the names of those instruments
that have definite pitches and can be tuned.
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tuned the same, so ten strings are like five strings. And we will here
mention the names of some of the different kinds of the instruments:
As for the chordophones, the perfect ‘ǌd, the old ‘ǌd, t́arab al-fath̚,
šaštƗy, t̞arab-rǌd, t́anbǌr-i širwƗniyyƗn, Mongolian t̞anbǌrah,
rǌh̚afzƗy, qupuz-i rǌmƯ (Byzantine qupuz [also qǌpǌz]), awzƗn,
nƗyt́anbǌr, rubƗb, muƥnƯ, þang, ikrƯ, qƗnǌn, kamƗnþah, ƥižak, yaktƗy,
tarantƗy, sƗz-i dullƗb, sƗz-i ƥƗyibƯ-yi muraśśa‘, tuh́fat al-‘ǌd, šidirƥǌ
[also šudurƥǌ], pƯpƗ [the pipa], yƗtǌƥƗn, šahrǌd, rǌdxƗnƯ.
Concerning the aerophones, the nƗy-i sifƯd [the white nƗy], zamr-i
siyah-nƗy, surnƗ, nƗy-i balabƗn, nƗy-þƗwwar (þƗwur?), nafƯr, bǌrƥǌ,
mǌsiqƗr, þabþƯq, arƥanǌn, nƗy-anbƗn.
As regards the kƗsƗt, t́ƗsƗt (the idiophones), the instruments of kƗsƗt
(the bowls), t́ƗsƗt (the copper bowls) and alwƗh̞-i fǌlƗd (the steel plate
[a type of the glockenspiel]).
ήθϋ ̵ΩΎΣ ΏΎΑ
Section eleven
Ϊϧ ϩΩή̯ ΎϣΪϗ Ϫ̯ ϖϳήσ ϥΪΑ ωΎϘϳ έϭΩ έΩ ϝϭ Ϟμϓ
Chapter one: On the cycles of rhythmic modes according to the
predecessors
ϝϭΪΘϣ ϭ ϞϤόΘδϣ ϥΎϣί ϦϳέΩ Ϫ̰ϧΎϨ̩ ̶ϋΎϘϳ έϭΩ έΩ ήθϋ ̵ΩΎΣ ΏΎΑ ί ̶ϧΎΛ Ϟμϓ
Ζγ
Chapter two of the eleventh section: On the cycles of rhythmic
modes that are commonly used now
Ζγ ήϴϘϓ Ϧϳ ωήΘΧ Ϫ̯ ̶ϋΎϘϳ έϭΩ ή̯Ϋ έΩ ήθϋ ̵ΩΎΣ ΏΎΑ ί ΚϟΎΛ Ϟμϓ
Chapter three of the eleventh section: Regarding the rhythmic cycles that have been innovated by your humble servant
ϒϴϧΎμΗ έΩ ϝϮΧΩ ϩΪϋΎϗ ϥΎϴΑ έΩ ήθϋ ̵ΩΎΣ ΏΎΑ ί ϊΑέ Ϟμϓ
Chapter four of section eleven: On the mention of the rules of
duxǌl (the beginning or entrance of melody and rhythm) in
taśƗnƯfs (musical pieces)

The author (ibid.: 230) mentions three main kinds of entrance/beginning
(duxǌls), i.e. duxǌl-i ma‘(the simultaneous entrance of the melody and the
ƯqƗ‘ [the rhythmic mode]), duxǌl-i ba‘d (the subsequent entrance of the ƯqƗ‘)
and duxǌl-i qabl (the prior entrance of the ƯqƗ‘).
ήθϋ ̶ϧΎΛ ΏΎΑ
Section twelve
έϭΩ Ϣϐϧ ήϴΛΎΗ έΩ ϝϭ Ϟμϓ
Chapter one: On the effect of the notes of the modes
ϢϳΪϗ ϪϘϳήσϭ ϊΑΎλ ή̯Ϋ έΩ :ήθϋ ̶ϧΎΛ ΏΎΑ ί ̶ϧΎΛ Ϟμϓ
Chapter two of the twelfth section: Concerning aśƗbi’ (the [six]
finger modes) and the ancient way
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Ϧϳ ΕΎϴϠϤϋ έΩ ϒϴϧΎμΗ ϦΘΧΎγ ϪϘϳήσ ϭ ϞϤϋ ΕήηΎΒϣ έΩ :ήθϋ ̶ϧΎΛ ΏΎΑ ί ΚϟΎΛ Ϟμϓ
ϭήθϴ̡ϭ ϝΎϤϋϭ Ώήϋ Ϊϴθϧϭ ϢϐϨϟ Ϟ̯ϭ Ώϭήπϟ Ϟ̯ ϦϴΑήοϭ ςϳΎδΑ ϭ ΖΑϮϧ ί Ϧϓ
̶ϳϮϫϭ ϪϤΧίϭ
Chapter three of the twelfth section: On practical advice and the
way of composition of taśnƯfs (musical pieces) in different forms of
this art, like nawƗbit, basƗyit́, z̛arbayn, kull al-z̛urǌb, kull al-naƥam,
našƯd-i ‘Arab, i‘mƗl, pƯšraw, zaxmah and hawƗyƯ

Although the author has noted that there is a concluding chapter and the
editor, i.e. BƯniš, mentions also this interesting concluding chapter, there is
no such chapter in the edited and published version of the work.98
As we can see, the treatise covers almost all aspects of musical theory and
to some extent even musical practice as well as topics such as “instruction on
singing in the throat”, “how to practice”, “the rules of duxǌl (the beginning
or entrance of melody and rhythm) in taśƗnƯfs (musical pieces)”, “how to
compose music”, “the explanation of difficult grips on the frets of ‘ǌd” are
new not only in Persian writing on music, but even in writing on music in
the region.
98

According to the preface (dƯbƗþah) of the work (ibid.: 5), the last chapter would have dealt
with the following topics:
ϪϤΗΎΧ
The conclusion
ΪϨϨ̯ ΖϳΎϋέ ϪϧϮ̴̩ βϠΠϣ ΏΩ Ϧϓ Ϧϳ ϥήηΎΒϣ ̮ϧ έΩ ϝϭ Ϟμϓ
Chapter one: On how the virtuosos of this art should behave at a
session
ΪϨϧϮΧ βϠΠϣ ϥ ΐγΎϨϣ ̶δϠΠϣ ήϫ έΩ ̮ϧ έΩ ̶ϧΎΛ Ϟμϓ
Chapter two: Concerning [the idea that] at each gathering
should be sung [the songs] that are suitable for that gathering
Ϧϓ Ϧϳ έΩ ΖγέΎϤϣ ϪϘϳήσ έΩ ΚϟΎΛ Ϟμϓ
Chapter three: On the rules of practising this art
ΕΎϴϟΪΘόϣϭ ϥΎθϳ ̵ΎϬ̯Ϯ̯ ̶ϣΎγ ϭ ϝϮϐϣ ϦϴΤϠΗ ϪϘϳήσ έΩ ϊΑέ Ϟμϓ
Chapter four: On the Mongolian way of making music (talh̞Ưn)
and the names of their tunings and mu‘tadiliyyƗt (consonants?)
Ϧϓ Ϧϳ ϥήηΎΒϣ ̶ϣΎγ ή̯Ϋ έΩ βϣΎΧ Ϟμϓ
Chapter five: Concerning the names of virtuosos of this art
ΕΎόϴΟήΗϭ ΕΎϨϴΤϠΗ ϥ ϪΑ ϭ Ϊϧέϭ ϞϤϋ έΩ ΩϮϋ ϪΑ Ϫ̯ ΩϭΪη ϥΎϴΑ έΩ αΩΎγ Ϟμϓ
έΩ ̶πόΑϭ ˯Ύ̰Α έΩ ̶πόΑ ϕϮη ΐϟΎϏ ϕϭΫ ΐΣΎλ ϥΎόϣΎγ Ϫ̯ ̶ϋϮϧ ϪΑ ΪϨϨ̯ ΎϬΘΧϮϧϭ
ωΎϤΘγ ϪΑ ϭ ΪϨηΎΒϧ ΐμόΘϣϭ ΪϧΎόϣ ̮ϧ ρήη ϪΑ ΪϧϮη ΏϮΧ έΩ ̶πόΑϭ ̮Το
ΪϨηΎΑ ϝϮϐθϣ
Chapter sixth: On the explanation of the principal modes (šudǌd)
that are played on the ‘ǌd and with which one makes music and
accompanies and plays music in such way that the pleasureseeking listeners will cry, laugh and fall asleep out of pleasure,
[but] under the condition that they are not opponents and fanatics and are [really] listening to music
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MaqƗs̚id al-alh̢Ɨn by ‘Abd al-QƗdir al-MarƗƥƯ
Al-MarƗƥƯ’s second treatise which has come down to us is MaqƗs̜id al-alh̞Ɨn
(Purports of melodies). The treatise is less detailed, and consequently,
shorter than JƗmi‘ al-alh̞Ɨn. The work has been dedicated to different
persons in different Mss. According to Ms in GB-Ob (Ouseley 264 [Sachau
& Ethé MDCCCLXXXIX: 1060 f.]), the treatise written for Prince MƯrzƗ
BƗysunƥur (d. 837/1434), while according to the Ms in NL-Lu (Cod. 271 [1]
Warn [de Jong & de Goeje MDCCCLXV: 302-305]) it was dedicated to
Ottoman SultѽƗn MurƗd II (824/1421-855/1451). Tarbiyat (1314 H.Š./1935:
261) states that the treatise was written for ŠƗhrux. The date of composition
according to the Ms in GB-Ob (Ouseley 264 [Sachau & Ethé
MDCCCLXXXIX: 1060 f.]), which is in the author’s handwriting, and the
Ms in NL-Lu (Cod. 271 [de Jong & de Goeje MDCCCLXV: 302-305]) is
821/1418 (Shiloah 1979: 172). Sachau & Ethé (MDCCCLXXXIX: 10571063) state that it is probable that MaqƗs̞id al-alh̞Ɨn is just another, but
shorter, version of JƗmi‘ al-alh̞Ɨn. On fol. 1a of the Ms in GB-Ob (Ouseley
264 [ibid.]), which is in another handwriting and written and added later, the
work has been headed RisƗlah-i lah̞niyyah, and on fol. 1b of the same Ms it
has been entitled Ta‘rƯf-i ‘ilm-i mǌsiqƯ. Tarbiyat (1314 H.Š./1935: 261) has
introduced another treatise on music by al-MarƗƥƯ with the title Lah̞niyyah. It
is probable that the treatise he has introduced is the same as MaqƗśd alalh̞Ɨn because nowhere has al-MarƗƥƯ mentioned that he has a treatise with
the heading lah̞niyyah.
The treatise begins with a preface, in which the author prays God and the
SultѽƗn who is his patron. Then, it continues with a muqaddimah
(introduction) in which, according to the Ms in GB-Ob (Ouseley 385
[Sachau & Ethé MDCCCLXXXIX: 1057-1063]), the author relates a story
taken from the ah̞ƗdƯt (the prophet MuhҖammad’s Traditions) on
MuhҖammad’s appreciation of beautiful sounds. The main part of the treatise
is divided into twelve bƗbs (chapters). The heading and topics of these
twelve bƗbs are (according to the Ms in GB-Ob, No. OUSELEY 264 [ibid.],
which is in the author’s handwriting) as follows:
ή̯Ϋ ϭ ϞϘΛ ϭ ΕΪΣ ΏΎΒγ ϭ ϊϤΟ ϭ ΪόΑ ϭ ϪϤϐϧ ϭ ΕϮλ ϭ ̶ϘϴγϮϣ ϒϳήόΗ έΩ (˺ ΏΎΑ)
Ϧ
˷ ϓ Ϧϳ ̵ΩΎΒϣ ϭ ωϮοϮϣ
[Section 1] On the definition of music, sound and note, interval,
combination of intervals (notes) (jam‘), the causes of gravity and
acuteness (of notes), and on the subject and principles of this art
ϭ ήϓΎϨΗ ΏΎΒγ ϥΎϴΑ ϭ ΎϬϧ ΩΪϋ ϭ ΩΎόΑ ΖΒδϧ ϭ έΎΗϭ ήΑ ϦϴΗΎγΩ ϢϴδϘΗ έΩ (˻ ΏΎΑ)
ΕΎΑΎΨτλ ϭ ΩΎόΑ ϒϴϨμΗ ϭ ή̴ϳΪ̰ϳ ί ΩΎόΑ Ϟμϓ ϭ ή̴ϳΪ̰ϴΑ ΩΎόΑ ΕΎϓΎο ϪϘϳήσ
ΩϮϬόϣ
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[Section 2] On the repartition of the frets on strings, and the ratios
of intervals and their number (how to calculate them), and the explanation of the causes of dissonancy, and the way of joining intervals together and [the derivation of] them from each other, and
the combination of intervals, and the customary tunings (is̛t́ixƗbƗti ma‘hǌd) [of instruments]
ΎϬϧ ΕΎϓΎο ήϭΩ ΐϴΗήΗ ϭ βϤΨϟ ̵Ϋ ϡΎδϗ ϭ ϊΑέϻ ̵Ϋ ΪόΑ ϡΎδϗ ϥΎϴΑέΩ (˼ ΏΎΑ)
ή̴ϳΪ̰ϴΑ
[Section 3] On the explanation of different types of the fourth,
fifth, and the order of cycles of their “joining intervals” (iz̛ƗfƗt)
ΎϬϧ ΕΎϘΒτΑ ΕέΎη ϭ ϡΎϘϣ ϩΩίϭΩ ̶Ϩϋ ϩέϮϬθϣ έϭΩ ϥΎϴΑ έΩ (̊ ΏΎΑ)
[Section 4] Concerning the explanation of famous cycles, i.e. the
twelve modes, and the reference to their transpositions
έϭΩ ΐΣΎλ ήΑ ̵ίήϴη ϦϳΪϟ ΐτϗ ΎϧϻϮϣ Ϫ̪ϧ ϭ ϪΘγ Είϭ ή̯Ϋ έΩ (̋ ΏΎΑ)
ϖϴϘΤΗ ήγ ί Ζγ ϪΘϔ̳ ήϴϘϓ Ϧϳ Ϫ̯ ΎϬϧ ί ΏϮΟ ϭ ϩΩή̯ ΕΎοήΘϋ
[Section 5] Regarding the six secondary modes (ƗwƗzƗt) and how
our master, QutҘb al-DƯn ŠƯrƗzƯ, has criticised the author of alAdwƗr [SҖafƯ al-DƯn] and the answer to that criticism that your
humble servant has given based on study
έΎΗϭ ϦϴΗΎγΩ ί ΎϬϧ ΝήΨΘγ ϪϘϳήσ ϭ ϪϧΎ̳έΎϬ̩ ϭ ΖδϴΑ ΕΎΒόη ϥΎϴΑ έΩ (̌ ΏΎΑ)
[Section 6] Regarding the explanation of the twenty-four derivative modes (šu‘abƗt) and the method of derivation of them from
the frets
ϭ Ύϫ ϩΩή̡ ΕΎΒγΎϨϣ ϥΎϴΑ ϭ έϭΩ Ϣϐϧ ̭ήΘη ϭ ή̴ϳΪ̰ϴΑ ΩΎόΑ ϩΎΒΘη ϥΎϴΑ έΩ (̀ ΏΎΑ)
ή̴ϳΪ̰ϳ ΎΑ ΕΎΒόη ϭ Ύϫίϭ
[Section 7] Concerning the explanation of the confusion of intervals with each other, and the partnerships of notes of the modes,
and the explanation of the relation between the main modes
(maqƗmƗt), the secondary modes (ƗwƗzƗt) and the derivative
modes (šu‘abƗt)
Ϣϐϧ ήΑ ΕϻΎϘΘϧ ϭ ωϮϧ ϭ έϮΤΑ ή̯Ϋ έΩ (́ ΏΎΑ)
[Section 8] Concerning buh̚ǌr (seven kinds of the fourth) and
anwƗ‘ (different types of the octave) and transpositions of notes
ϒϴϧΎμΗ έΩ ϝϮΧΩ ϭ ϢϳΪϗ ϪϘϳήσ ϭ Ϫ˷Θγ ϊΑΎλ ϥΎϴΑ ϭ ωΎϘϳ ή̯Ϋ έΩ (̂ ΏΎΑ)
[Section 9] Regarding the rhythmic modes (ƯqƗ‘), and explanation
of the six finger modes, and the ancient way, and the beginning [of
the melody and rhythm] in musical pieces
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̶ϠϤϋ ϒϴϧΎμΗ ϑΎϨλ ϦΘΧΎγ ϪϘϳήσ ϭ ϞϤϋ ΕήηΎΒϣ ϭ έϭΩ Ϣϐϧ ήϴΛΎΗ έΩ (˺˹ ΏΎΑ)
[Section 10] On the impact of notes of the modes [on the soul], and
the practical instructions, and the way of composition of different
types [forms] of musical pieces
ΩϮϬόϣ ήϴϏ ΕΎΑΎΨτλ ϭ έΎΗϭ ήΑ ΕΎόϴΟήΗ ϥΩή̯ Ϊϴ̡ ϪϘϳήσ έΩ (˺˺ ΏΎΑ)
[Section 11] Concerning the method of finding [proper] accompaniments on strings, and the uncommon tunings (is̜tixƗbƗt)
ϩήϴϏ ΕΎΑΎΨτλ ̶Ϩϋ ΩϭΪη ϭ ΕΎΒϴ̯ήΗ ή̯Ϋ ϭ ϖϠΤΑ ̶̳ΪϨϧϮΧ ϢϴϠόΗ έΩ (˺˻ ΏΎΑ)
̶ϣΎγ ή̯Ϋ ϭ έϭΩ ΝήΨΘγ ή̯Ϋ ϭ αΎϨΟ ϑΎϨλ ί ̶πόΑ ϞϤϋ ϪϘϳήσ ϭ ϩΩϮϬόϣ
ϥΎΤϟ Εϻ ΐΗήϣ ϭ ̶ϣΎγ ϭ ̶ϧΎϧϮϳ ϭ ̶ΑήόΑ ϞϣΎ̯ ϊϤΟ έΩ ΕΎϤϐϧ
[Section 12] Concerning the instructions on singing by the throat,
and on the combinations of notes (tarkƯbƗt) and the main modes
(šudǌd), i.e. the uncommon tunings, and the way that some [kinds
of] genres are practised, concerning the derivation of the modes,
and regarding the names of notes in the perfect system (jam‘-i
tƗm) in Arabic and Greek, and the names and ranks of musical instruments

As we can see, the similarities between the topics of MaqƗs̜id al-alh̞Ɨn and
JƗmi‘ al-alh̞Ɨn are striking. We can, therefore, draw the conclusion that
MaqƗs̜id al-alh̞Ɨn is an abridgement of Jami‘ al-alh̛Ɨn. It must, however, be
pointed out that the author approaches subjects more systematically in Jami‘
al-alh̛Ɨn than in MaqƗs̜id al-alh̞Ɨn.

Šarh̢-i AdwƗr by ‘Abd al-QƗdir al-MarƗƥƯ
As mentioned in the previous chapter, to comment on al-UrmawƯ’s al-AdwƗr
became a popular subject during the 14th century; but the most prominent
and celebrated commentary on that work was written during the 15th century
by ‘Abd al-QƗdir b. ƤaybƯ al-HҙƗfiz al-MarƗƥƯ. This šarh̜́ (commentary) is the
next treatise to be dealt with here.
The Šarh̞ al-AdwƗr or Šarh̞-i AdwƗr (The commentary on al-AdwƗr) is
probably the last treatise on the theory of music that al-MarƗƥƯ wrote. We do
not know the exact date of the composition. Nevertheless, according to the
additional part of the work, ZawƗ’id al-fawƗ’id (Additional benefits) (which
is also called FawƗ’id-i ‘ašarah [Ten benefits]), it was composed after the
two above-mentioned treatises. The work has the heading Zubdat al-AdwƗr
(the Summary of al-AdwƗr) in some Mss. This appendix to the Šarh̞ alAdwƗr is indeed a summarised version of JƗmi‘ al-alh́Ɨn and can be
considered as a concise independent treatise. However, ‘Abd al-QƗdir
himself in the muqaddimah (al-MarƗƥƯ 1370 H.Š./1991: 77) emphasizes that
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ZawƗ’id al-fawƗ’id forms the last part of the treatise (see below). Besides,
two very short treatises on two instruments, i.e. SƗz-i alwƗh́-i fǌlƗd (the
Instrument with planks of steel]) and SƗz-i ƥƗyibƯ (the Instrument of ƥƗyibƯ),
which have been introduced as two independent works in Massoudieh (1996:
295) and MunzawƯ (1348-1351 H.Š./1969-1972: 3898), have been added by
BƯniš in his edition of the work. He argues (al-MarƗƥƯ 1370 H.Š./1991: 35)
that these two works are too short to be independent works, and therefore he
has added these two one-page treatises to the last part of the Šarh̞-i AdwƗr.
At any rate, each chapter of the treatise begins with passages quoted from alUrmawƯ’s al-AdwƗr and then commentaries on them by al-MarƗƥƯ. The
heading and topics of the fifteen fas̜ls and the additional parts (al-MarƗƥƯ
1370 H.Š./1991) are as follows:
ϞϘΜϟϭ ΓΪΤϟ ϥΎϴΑ ϭ ϢϐϨϟ ϒϳήόΗ ̶ϓ ϝϭϻ Ϟμϔϟ
The first chapter: On the definition of notes, and the explanation
of [the causes of] gravity and acuteness
ϦϴΗΎγΪϟ ϡΎδϗ ̶ϓ ̶ϧΎΜϟ Ϟμϔϟ
The second chapter: On the different kinds of fretting
Ώ ΪόΑ ΐϳήϘΗ ϥΎϴΑ
The explanation of the calculation of the interval B
Ν ΪόΑ ϦϴΘϤϐϧ ϥΎϴϣ ΐδϧ ϖϴϘΤΗ
The calculation of the ratio between notes of the interval J
ϪϧΎ̳ ϩΪϔϫ ΕΎϤϐϧ ϥΎϴΑ ϭ ή̴ϳΪ̰ϳ ΎΑ ϥ ϦϴΘϴηΎΣ ΩΪϋ ΖΒδϧ ϭ Ν ΪόΑ ΝήΨΘγ ϪϘϳήσ ϥΎϴΑ
ΎϬϧ ήϳΎψϧ ϭ ϝΎϘΛ
The explanation of the method of derivation of the interval J and
the ration of the numbers of the h̞Ɨšiyatayn (the two notes that
form an intervals), and the explanation the tiqƗl (the seventeen
notes of the first octave) and similar to them
ή̴ϳΩ ωϮϨΑ ϦϴΗΎγΩ ϢϴδϘΗ
The partition of frets in another way

ΩΎόΑϻ ΐδϧ ̶ϓ ΚϟΎΜϟ Ϟμϔϟ
The third chapter: On the ration of the intervals
ϞϘΜϟϭ ϩΪΤϟ ̶ϓ ϦϴΘϔϠΘΨϣ ϦϴΘϤϐϧ ωϮϤΠϣ Ϯϫ ΪόΒϟ
The interval: It is the sum of the differences of the two notes [of an
interval] with regard to the gravity and acuteness
̶ϨϴϨσ ΪόΒΑ ΪηΎΑ ωΎδΗ ΔόΒγ ϭ ϞΜϣ ΖΒδϧήΑ Ϫ̯ ̵ΪόΑ ϩΎΒΘη ϥΎϴΑ
The explanation of the confusion between the interval which is
based on the ratios of mitl and sab‘at-i ittisƗ‘ and the interval
t́anƯnƯ
Ϊό˵Α ί Ϊό˵Α Ρήσ ϥϮϧΎϗ ϭ ϪϘϳήσ
The method and rule of the construction of an interval from another
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ΩΎόΑ ϥΩή̯ ϒϴμϨΗ ϪϘϳήσ
The method of the bisecting the intervals

ή˵ϓΎϨΘϠϟ ΔΒΟϮϤϟ ΏΎΒγϻ ̶ϓ ϊΑήϟ Ϟμϔϟ
The fourth chapter: Concerning the causes of the dissonancy
Ϣϳϼϣ ϒϴϟΎΘϟ ̶ϓ βϣΎΨϟ Ϟμϔϟ
The fifth chapter: Concerning the composition of the consonances
(mulƗyim)
ΎϬΒδϧ ϭ έϭΩϻ ̶ϓ αΩΎδϟ Ϟμϔϟ
The sixth chapter: On the [cycles of] modes and [their] ratios
ϦϴΗή˷ϣ Ϟ˷ ̰ϟ ̵Ϋ έΩ Ϟ˷ ̰ϟ ̵Ϋ ωϮϧ ϥΎϴΑ
On the explanation of different types of ĪƯ al-kull (octave) in ĪƯ alkull murtayƯn (double octaves)

ϦϳήΗϮϟ Ϣ̰˵Σ ̶ϓ ϊΑΎδϟ Ϟμϔϟ
The seventh chapter: Concerning the rules of [the tuning of] the
two-stringed instruments
ϪϨϣέϭΩϻ ΝήΨΘγ ϭ έΎΗϭϻ ΔϳϮδΗ ϭ ΩϮόϟ ή̯Ϋ ̶ϓ ϦϣΎΜϟ Ϟμϔϟ
The eighth chapter: Regarding the ‘ǌd and the tuning of its
strings and the derivation of the modes from it
β̰όϨϣϭ ̵ϮΘδϣ ϦϴΗΎγΩ ϥΎϴΑ
The explanation of the mustawƯ and mun‘akis fretting

ΓέϮϬθϤϟ έϭΩϻ ˯ΎϤγϻ ̶ϓ ϊγΎΘϟ Ϟμϔϟ
The ninth chapter: On the names of the famous modes
Ϫ˷Θγ Είϭ ϥΎϴΑ
The explanation of the six secondary modes

έϭΩϻ Ϣϐϧ ̭έΎθΗ ̶ϓ ήηΎόϟ Ϟμϔϟ
The tenth chapter: On the partnership of the notes of the cycles
έϭΩϻ ΕΎϘΒσ ̶ϓ ήθϋ ̵ΩΎΤϟ Ϟμϔϟ
The eleventh chapter: Concerning the transpositions of the cycles
of modes
ΩϮϬόϤϟ ήϴϐϟ ΏΎΨτλϻ ̶ϓ ήθϋ ̶ϧΎΜϟ Ϟμϔϟ
The twelfth chapter: On the uncommon tuning (is̛t́ixƗb)
ωΎϘϳϻ ̶ϓ ήθϋ ΚϟΎΜϟ Ϟμϔϟ
The thirteenth chapter: On the rhythmic cycles
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ϢϐϨϟ ήϴΛΎΗ ̶ϓ ήθϋ ϊΑήϟ Ϟμϔϟ
The fourteenth chapter: On the effect of notes
ΕΎϴϠϤϋ έΩ ϒϴϧΎμΗ ϒϴϟΎΗ ϭ ΕΎϴϠϤϋ ϪϘϳήσ ϥΎϴΑ έΩ ϪϟΎϘϣ ί ϡϭΩ Ϟμϓ
The second part of the discourse: On the explanation of the
method of performing and composition of musical pieces

ϞϤόϟ ΓήηΎΒϣ ̶ϓ ήθϋ βϣΎΨϟ Ϟμϔϟ
The fifteenth chapter: On practical instructions
ϖϠτϣ ϝϭ ϞϴϘΛ ϢϳΪϗ έΩ ϪϘϳήσ
The ancient way: taqƯl-i awwal-i mut́laq
ϩήθϋ ΪϳϮϓ Ϊϳϭί ήΑ ΖδϠϤΘθϣ ϥ ϭ ϪϤΗΎΧ
The conclusion, and it consists of the ten beneficial additions

Concerning this additional part, al-MarƗƥƯ (ibid.: 291) notes:
Ϫϔϴτϟ Ϊϳϭίϭ ϩήϴΜ̯ ΪϳϮϓ ϊϣ ΩϮΑ ϥ Εϼ̰θϣ ϞΣ ϖϳήσ Ϫ̪ϧ έϭΩ ΏΎΘ̯ Ρήη έΩ ϥϮ̩
ί ΪόΑ Ϧϳί ϞΒϗ Ϫ̯ ̶ΑΎΘ̯ ί ά˳ ΌϨϴΤϓ ϢϳΪϴϧΩή̳ ΝέΪϨϣϭ Ϧ˷ϴΒϣ ϞϤϋ ϭ ϢϠϋ ϖϴϘΤΗ ̵ϭέ ί
ϡϼ̯ ί ϩΩή̯ ϡΎϧ ϥΎΤϟϻ ΪλΎϘϣ έ ΏΎΘ̯ ϥ ϭ ϢϳΩϮΑ ϩΩή̯ ϒϴϟΎΗ ϥΎΤϟϻ ϊϣΎΟ ΏΎΘ̯ ϒϴϟΎΗ
ί ϕϮη ΐϟΎϏ ϥΎϘηΎϋϭ ϕϭΫ ΐΣΎλ ϥΎΒϟΎσ ΎΗ ϢϴϨ̯ ϥΎϴΑ Ρήη Ϧϳ ήΧ έΩ ϩΪϳΎϓ ϩΩ ΎϣΪϗ
...ϢϳΩή̯ ϡΎϧ ΪϳϮϔϟ Ϊϳϭί έ ΏΎΘ̯ Ϧϳϭ ΪϧϮη ΪϴϔΘδϣ ΎϬϧ
In the book of “the commentary on AdwƗr” I discussed and explained
what was the manner of solution of its problems with many benefits
and additional points based on study and practicing. Furthermore, [I
used] the book which I entitled MaqƗs̛id al-alh̛Ɨn and which I wrote
before this book and after the book “Jami‘ al-alh̛Ɨn”. [Here] I will
write ten benefits at the end of this commentary from the words of the
Predecessors, so the students who possess good taste and are
enthusiastic will gain from them. I have entitled this book ZawƗyid alfawƗyid (Beneficial additions).
ϡΎΗ ϊϤΟ έΩ ϪόΑέ ΕΎϘΒσ ΐϴΗήΗ ϥΎϴΑ ϝϭ ϩΪϳΎϓ
Benefit one: On the order of the transposition of the fourth in the
perfect modal system (jam‘-i tƗm)
ΕΎϓΎο ϭ έϭΩ ΐϴΗήΗ ΕΎϣϼϋ ϭ ϥ ΕΎϤϐϧ ΐδϧ ΩΪϋ ϭ ϩέϮϬθϣ έϭΩ ϥΎϴΑ ̶ϧΎΛ ϩΪϳΎϓ
ϑϭήΤΑ ϦϴΘϘΒσ
Benefit two: The explanation of the famous cycles of modes and
the calculation of the ratio of their notes, and the signs of the order of the modes, and the transposition of the joining intervals
(iz̛ƗfƗt) in letters
ήΗϭ ̵ΰΟ ί ΎϬϧ ΝήΨΘγ ϪϘϳήσ ϭ ϪϧΎ̳ έΎϬ̩ϭ ΖδϴΑ ΕΎΒόη ϥΎϴΑ ΚϟΎΛ ϩΪϳΎϓ
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Benefit three: the explanation of the twenty-four derivative
modes, and the manner of their derivation from the (different)
parts of strings
ϡΎΗ ϊϤΟ έΩ ήϳΎψϨϟ ϊϣ ϩέϮϬθϣ έϭΩ ΕΎϤϐϧ ϡΎϗέ ϥΎϴΑ ϊΑέ ϩΪϳΎϓ
Benefit four: the explanation of the figures of the notes of the famous modes with the similar [figures] in the perfect modal system/the double octave (jam‘-i tƗm)
ΎϬϧ ϞϤϋ ϪϘϳήσ ϭ ϊΑέϻ ̵Ϋ ΪόΑ ϑΎϨλ ί ̶πόΑ ϥΎϴΑ βϣΎΧ ϩΪϳΎϓ
Benefit five: the explanation of some classes of the fourth, and the
method to calculate them
ϭ ΪϨϳϮ̳ Ϫ˷Θγ ϊΑΎλ έ ΎϬϧ Ϫ̯ ΎϣΪϗ ΡϼτλΎΑ ̶ϋΎϘϳ έϭΩ ϭ ΐΟϮϣ ϥΎϴΑ αΩΎγ ϩΪϳΎϓ
ΪϧϮη ̶ϣ ήϳΩ ΕΎϤϐϧ έΩ Ϫ̯ έϭΩ ϭ ΪϧϮη ̶ϣ ήϳΩ έϭΩ έΩ Ϫ̯ ΕΎϤϐϧ ̶ϣΎγ
Benefit six: The explanation of mawƗjib99 which according to the
terminology of predecessors is called the six finger board (as̜Ɨbi‘-i
sittah) and the rhythmic cycles, and the names of notes that are
used in the cycles and the cycles that are used in melodies
ΎϬϧΪΑ ρϭήθϣ ΎϬϧ ϦΘΧΎγ ϪϘϳήσ ϭ Ϧϓ Ϧϳ ΕΎ˷ϴϠϤϋ έΩ ϒϴϧΎμΗ ϑΎϨλ ϥΎϴΑ ϊΑΎγ ϩΪϳΎϓ
ΪϧϮη ̶ϣ έϮ̯άϣ Ϫ̯
Benefit seven: The explanation of the [different] types of musical
pieces (forms) used in practicing this art, and the way they can be
composed on the condition that will be mentioned

The author (ibid.: 336) mentions,
ˬϒϴϧΎμΗ ϑΎϨλ ί ϞΒϗϭ Ϊϧ ϪΘΧΎγ ̶Αήϋ ΕΎϴΑ ήΑ έ ̶ϘϴγϮϣ ΕΎ˷ϴϠϤϋ έΩ ϒϴϧΎμΗ ΎϣΪϗ
ϒϴϧΎμΗ ϑΎϨλ ̶ϣΎγϭ .ΖΑϮϧϭ ϩΩήϔϣ ϝϮϗϭ ςΎδΑ ϥ ί ΪόΑ Ζγ ϩΩϮΑ Ώήϋ Ϊϴθϧ
̌ .ϢϐϨϟ Ϟ̯ ̋ .Ώϭήπϟ Ϟ̯ ̊ .ΐ˷Ηήϣ ΖΑϮϧ ˼ .ςϴδΑ ˻ .Ώήϋ Ϊϴθϧ ˺ ʟΖδϨϳ ϥ ωϮϧϭ
.̶ϳϮϫ ˺˺ .ΕϮλ ˺˹ .ζϘϧ ̂ .ϞϤϋ ́ .ϥ ήΑ Ϊϳϭίϭ ϦϴΑήο ̀ .ϢϐϨϟϭ Ώϭήπϟ Ϟ̯
.ϊ˷λήϣ ˺̊ .ϪϤΧί ˺˼ .ϭήθϴ̡ ˺˻
The predecessors composed songs on Arabic verses. Before the
different types of musical pieces/forms (as̛nƗf-i tas̛Ɨnif) was našƯd-i
99

The author (ibid.: 329) explains the term in the following way:
Ϊϧ ϩΩή̯ ̶ϣ ϞϤϋ ϖϳήσ ϦϳΪΑ ϥΎθϳ ϭ Ζγ ϩΩϮΑ ϝϭΪΘϣ ϭ έϮϬθϣ ΎϣΪϗ ϥΎϴϣ ϪΘγ ϊΑΎλ ̮ϧΪΑ
ϊΑΎλ έ ϪΘγ ΐΟϮϣ ϥΎθϳ ϭ Ϊϧ ϩΪϧϮΧ ̶ϣ ϊΑΎλ ϭ ΐΟϮϣ έ ϊΑέϻ ̵Ϋ ϡΎδϗ ϥΎθϳ ΡϼτλΎΑϭ
Ϊϧ ϪΘϔ̳ ΰϴϧ ϪΘγ
ҏ
You should know that the six finger modes (as̜Ɨbi‘-i sittah) were known and
common among the predecessors, and they acted in this way. According to
their terminology, different types of the fourth were called mawƗjib and
as̜Ɨba‘, and they called the six mawƗjib (mawƗjib-i sittah) also the six finger
board (as̜Ɨbi‘-i sittah).
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‘arab (Arabian našƯd). Then, there was basƗ’it́, aqwƗl-i mufradah
(simple qawls) and nawƗbit. The names of the different types of
musical pieces are: 1. našƯd-i ‘arab; 2. basƯt́; 3. nawbat-i murattab; 4.
kull al-z̛urǌb; 5. kull al-naƥam; 6. kull al-z̛urǌb wa al-naƥam; 7.
z̛arbayn and its additional things; 8. ‘amal; 9. naqš, 10. s̛awt; 11.
hawƗ’Ư; 12. pƯšraw; 13. zaxmah; 14. muras̛s̛a‘‘.

Then he describes each form, exemplifying them by his own works. For
instance, he (ibid.) describes basƯt̚ and nawbat in the following way:
έϭΪΑ ̶Αήϋ ήόη ήΑ Ωήϔϣ ΪηΎΑ ̵ Ϫότϗ ςϴδΑϭ ΪϧΩή̯ ΩΎθϧ Ώήϋ Ϊϴθϧ ί ΪόΑϭ ςϴδΑ Ύ˷ϣ
Ϣϫ ΪηΎΒϧ ή̳ϭ ΪηΎΑ ςγϮϟ ΕϮλ ή̳ ΪηΎΑ ϖϳήσ ϭΩ ήΑ ϥϭ Ϟ˴ϣέ˴ ̶ϧΎΛ ϞϴϘΛ Ύϳ ϝ˷ϭ ϞϴϘΛ
ΚϟΎΛ .ϝΰϏ ̶ϧΎΛ .ϝϮϗ ϝϭ :ΪηΎΑ Ϫότϗ έΎϬ̩ ϥϭ ΖΑϮϧ Ύ˷ϣ ... ΪηΎΑ Ϫ̯ ΪϳΎΑ ϪόϴϴθΗ Ύ˷ϣ ΪϳΎη
...ΖηΩϭήϓ ϊΑέ .ϪϧήΗ
As for basƯt̛, it was created after the našƯd-i ‘arab. The basƯt̛ is a piece
of music on merely Arabic verses upon the [rhythmic] cycle of taqƯl-i
awwal or taqƯl-i tƗnƯ or ramal. It is of two types: it may or may not
have s̛awt al-was̛at (intermezzo), but it must have the tašiyy‘ah
(repetition with changes in verses, words of the verses,
ornamentations) ... Regarding nawbat, it consists of four pieces: first,
qawl; second, ƥazal; third, tarƗnah; fourth, furǌdašt ...
̶ϣΎγ ϭ έΎΗϭήΑ ΎϬϧ ϢϴδϘΗ ϪϘϳήσ ϭ ΕΎόϴΟήΗ ϭ ΕήϘϧ ΝήΨΘγ ϪϘϳήσ ϥΎϴΑ ϦϣΎΛ ϩΪϳΎϓ
ΎϫίΎγ ̶Ϩϋ ϥΎΤϟ Εϻ ωϮϧ
Benefit eight: The explanation of the method of derivation of units
of time (naqarƗt) and ornamented accompaniments (tarjƯ‘Ɨt), and
their division on the strings, and the names of different kinds of
melodic tools (ƗlƗt-i alh̚Ɨn), i.e. instruments (sƗz-hƗ)
ϥΎΤϟ Εϻ ̶ϣΎγ ή̯Ϋ έΩ Ϟμϓ
Chapter concerning the names of the musical instruments

ϊγΎΗ ϩΪϳΎϓ
The ninth benefit
ϩέϮ̯άϣ Ϫ˷Θγ έϭΩ ί ̶ϋΎϘϳ έϭΩ ϥΎϴΑ έΩ ϝϭ Ϟμϓ
Chapter one: On the explanation of the rhythmic cycles in addition to the mentioned six cycles

Al-MarƗƥƯ (ibid.: 374) mentions:
ΪϧΩϮΑ ̶ϣ ϥήηΎΒϣ ΩϮΧ ϚϠΑ ΩϮΑ ̶ΗΎϔΘϟ ϞϤϋϭ ϢϠϋ ϦϳΪΑ έ έΎ̳ίϭέ Ϧϴσϼγ ήμϋ Ϧϳ έΩ
ϩέϮ̯άϣ Ϫ˷Θγ ήϳϭΩ Ϧϳί ήϴϏ ΪϨΘγϮΧ ̶ϣ ϪΒϳήϏ ϩΪϳΪΟ ̶ϋΎϘϳ ήϳϭΩ ήϴϘΣ ήϴϘϓ Ϧϳί ϭ
ΏϮϏήϣ ϒϴϧΎμΗ ήϳϭΩ ϥ έΩ ϭ ϢϳΩή̯ ϊοϭ ϪΒϳήϏ ήϳϭΩ ϥΎθϳ ϥΎϣήϓ ΐδΣήΑ ˬϪϤϳΪϗ
ϥΎθϳ έ ϩήϳΩ ήϫ ϭ Ζθ̳ υϮΤϠϣ ˯ΎπΗέ ϭ ϝϮΒϗ ήψϨΑ ΎϬϧ ϭ ϢϳΪϴϧΎγέ νήόΑ ϭ ϢϴΘΧΎγ
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έ ϥΎΒϟΎσ ΎΗ ϢϴϳΎϤϧ ίΎΑ ΎΠϨϳ έ έϭΩ ΞϨ̡ έϭΩ ϥ ί Ύϣ β̡ .ΪϧΩϮϣήϓ ιϮμΨϣ ̶Ϥγ ϪΑ
ϭ Ζγ ϪΘδδ̳ ξϴϓ Ϫϧ ήϳί ϥΩή̯ ϊοϭ ΖδϨ̰Ϥϣ έϭΩ ΰϴϧ ΎϬϨϳ ί ήϴϏ Ϫ̯ ΩϮη ϡϮϠόϣ
:ΖδϨϳ έϭΩ ̶ϣΎγ ϭ .ϞϴΨΑ νΎ˷ϴϓ Ϫϧ
.ϝΪϋ έϭΩ ϭ ϦϴΗΎϣ ϭ Ώήο ϩΎη έϭΩ ϭ ϊϴΑήϟέϭΩ ϭ Θϔϟ Ώήο έϭΩ
In these time the kings of the world have shown an interest for this
science, and they have practiced it themselves. They wanted your poor
and humble servant [to compose] unusual and new rhythmic cycles
unlike the mentioned six old cycles. According to their command, I
have invented unusual cycles and composed tas̛ƗnƯf (musical pieces)
of good quality on these cycles and presented them [to kings], and
they regarded [these cycles and music pieces] as acceptable and
pleasurable, and they have named each cycle with a special name. I
will mention five cycles of these cycles here, so that students
understand that there are other cycles than the [six old] cycles to
invent, because neither the blessing has disappeared, nor has the giver
becomes mean. The names of the cycles are: the cycle of z̛arb al-fath̚,
the cycle of al-rabƯ‘, the cycle of šƗhz̛arb and mƗ’tayn and the cycle
of ‘adl.
ϒϴϧΎμΗ έΩ ΝϭήΧ ϭ ϝϮΧΩ ϥΎϴΑ έΩ ϡϭΩ Ϟμϓ
Chapter two: concerning the explanation of the beginning and
ending of musical pieces

The author (ibid.: 379) notes:
ήϧ ϞϤϋ ΏΎΑέ Ϫ̯ ̶ϧΎΛ ϞϴϘΛ έϭΩ έΩ ΪϨϳϮ̳ ̶ϔϴϨμΗ ϥϮ̩ ϼ
˱ Μϣ Ϫ̯ ΪηΎΑ ϥΎϨ̩ ϥ ϝϮΧΩ Ύ˷ϣ
ί Ύϳ ΪηΎΑ ϝ˷ϭ ϩήϘϧ ί Ύϳ ϒϴϨμΗ έΩ ϝϮΧΩ Ζγ ϩήϘϧ ϩΩΰϧΎη ϥ έϭΩ ϥΎϣί ϭ ΪϨϳϮ̳ ϒϴϔΧ
ϊϣ ϥ ϭ :ΪηΎΑ ωϮϧ Ϫγ ήΑ ϒϴϨμΗ ϝϭ έΩ ϝϮΧΩ ϭ .ϢϫΩΰϧΎη ΎΗ ϥΎϨ̪Ϥϫ Ϣ˷ϴγ Ύϳ ϡϭΩ ϩήϘϧ
.ΪόΑ Ύϳ ϞΒϗ Ύϳ ΪηΎΑ
As for the beginning, it is in such way that when a tas̚nƯf is, for
instance, performed on the rhythmic cycle of taqƯl-i tƗnƯ, which the
masters in the practicing [of this art] call xafƯf and its cycle is sixteen
beats (naqrah), the beginning/entrance (duxǌl) happens either on the
first beat (naqrah-i awwal) or on the second, or the third and in this
way up to the sixteenth beat. The entrance at the beginning of every
song is in three kinds: the simultaneous (ma‘) [entrance of the melody
and the rhythmic cycle], the (qabl) [entrance of the rhythmic cycle] or
the subsequent (ba‘d) [entrance of the rhythmic cycle].
ΕήϳήΤΗ ωϮϧ ϥΎϴΑ ϭ ϪϔϠΘΨϣ ϭ ϪϘϔ˷Θϣ ΕΎΒϴ̯ήΗ ϥΎϴΑ ϭ ΕϻΎϘΘϧ ϥΎϴΑ ήηΎϋ ϩΪϳΎϓ Ύϣ
ΕΎϤϐϧ έΩ ϖϠΣ ΕΎ̯ήΤΑ
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Now, the tenth advantage: The explanation of transpositions, and
explanation of the muttafiqah and muxtalifah combinations, and
the explanation of different kinds of ornaments by [using] the
movement of the throat in melodies
ϥΎϴΑ ϭ ΩϮη ̶ϣ ΙΩΎΣ ̶ϧΎδϧ ϕϮϠΣ ί Ϫ̯ ϩέϮϬθϣ ΕΎϤϐϧ ̶Ϩϋ ̶̳ΪϨϧϮΧ ϢϴϠόΗ έΩ Ϟμϓ
ΕΎϤϐϧ έΩ ΕΎϬϠϟ ΖΤΗ έΩ ϖϠΣ ΕΎ̯ήΤΑ ΕήϳήΤΗ ωϮϧ ϥΎϴΑ ϭ ϪϔϟΎΨΘϣ ϭ ϪϘϔΘϣ ΕΎΒϴ̯ήΗ
ΪϨϧϮΧ ϪϟϮϏήϣ ήϧ ϞϤϋ ΏΎΑέ Ϫ̯
Chapter concerning the instructions on singing, i.e. the famous
melodies that are produced by the throat of the human, and the
explanation of the muttafiqah and muxtalifah combinations, and
the various kinds of ornaments that are produced by movement of
the throat in the uvula in the melodies that musicians called marƥǌlah
Ϧϓ Ϧϳ ϥήηΎΒϣ ̶ϣΎγ ή̯Ϋ έΩ Ϟμϓ
Chapter concerning the names of virtuosos of this art

As mentioned earlier, Šarh̞ al-AdwƗr is, according to our knowledge, alMarƗƥƯ’s last work on music theory and is indeed a gathering of his all
experiences and knowledge on musical theory and practice and therefore
perhaps his most significant work.

Collection of songs by ‘Abd al-QƗdir al-MarƗƥƯ
The last work by al-MarƗƥƯ, which will be dealt with here, is among his
minor works in its present form. It is a collection of songs in the popular
vocal musical forms of that time, e.g. tas̛nƯf, ‘amal, qawl, basƯt́, in both
Arabic and Persian. Massoudieh (1996: 132) writes that the work is
presumably one of al-MarƗƥƯ’s works, but he is not altogether sure.
Nevertheless, XwƗndamƯr (1333 H.Š./1954, vol. 3: 578) mentions a rubƗ‘Ư
(quatrain) that al-MarƗƥƯ had composed upon receiving news of SultѽƗn
AhҖmad’s death, and that he had sung the quatrain for ŠƗhrux of the
Timurids. The quatrain which XwƗndamƯr (ibid.) notes is as follows:
ΰϴΘγ ̵ΎΟ ΖΘδϴϧ ϪϧΎϣί έϭΩ ΎΑ
ΰϳέ ϥϮΧ ϡΩήϫ ϩΪϳΩί έΩΎϘϟΪΒϋ
ΰϳήΒΗ Ϊμϗ Ζθ̳ ΕΎϓϭ ΦϳέΎΗ
ϩΎ̳Ύϧ ήϳϭήδΧ ήϬ̢γ ήϬϣ ϥΎ̯
Oh ‘Abd al-QƗdir, do let fall down blood from the eyes every moment
You cannot fight against the tyranny of destiny
Since that royal epithet of the world suddenly
Passed away when he aimed to go to Tabriz

These verses form the two last verses of the collection of songs ([al-MarƗƥƯ],
Ms NL-Lu, Cod. 271). Furthermore, the poet introduces himself as ‘Abd alQƗdir (ibid.) on several occasions in the work. The date of composition is
unknown, but in a hemistich of one of the songs in the work (see below) the
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poet writes that he is 82 years old which suggests that the work was written
probably in 8371333 or 838/1334. The verses (ibid. fol. 64b) in which the
poet mentions his name and age are as follows:
• ̵έΎ̰ϬϨ̯ ΰΟ ΩϮΒϧ έϭ ϝΎγϭΩϭΩΎΘθϫ Ϫ̯ • ̵έΎ̰ϬϨ̯ ήΑ ΎθΨΒΑ ΩϮΧ ϞπϔΑ ΪϧϭΪΧ
̵έΎ˷ϔϏ ϥϮΟ Ϯϔϋ ζϴ̡ έΩ ϭ ϡήΟ ̶ηΎΑ ϪΟ • ζϳΎϣήϓ Ϯϔϋ Ϊϣ Ϫ̯ ̶ϣήΟ ϥ έΩΎϘϟΪΒϋί
Oh God, by your gracefulness forgive a sinner • whose eighty-two
years [of life] was nothing but sinfulness • Forgive ‘Abd al-QƗdir the
sin that he has committed • what is his sin before [your] forgiveness
because you [God] are [the greatest] forgiver

If we assume that the work was written by ‘Abd al-QƗdir al-MarƗƥƯ, he
will have died a few months later after finishing the work. In such a case the
birth date which is suggested by SҚafƗ (1366 H.Š./1987, vol. iii/1: 273) and
MašhҖǌn (see above) is more correct than that of BƯniš (see above), because
on the assumption of the date BƯniš has suggested ‘Abd al-QƗdir al-MarƗƥƯ
would have died at the age of seventy, but, as we have seen, the author of the
collection who introduced himself as ‘Abd al-QƗdir, mentions that he is
eighty-two-years old.
At any rate, the forms, modes and rhythmic cycles of the songs which are
employed in the work are (Ms NL-Lu, Cod. 271):
ϩήϘϧ ˺˿ ϥΎηέϭ ̶Ϩϋ ϝϭ ϞϴϘΛ έϭΪΑ Ζγέ ϩήϳΩ έΩ ϒϴϨμΗ
̵ΫΎΠΣ ϡΎϘϣ έΩ ϞϤϋ
ϊΑέϻ ̵Ϋ ϩΎ̯έΎϬΟ έΩ ϞϤϋ
ϞϴϘΛ ϒϴϔΧ έϭΪΑ ΐϨΠϣ ΪόΑ ̶Ϩϋ ϩΎ̯ ϪγήΑ Ώήϋ ̵ίϭέϮϧ ̶Ϩϋ ΎΒλ ϪΒόη έΩ ϝϮϗ
ϩήϘϧ ́ βϤΨϣ έϭΪΑ ϕΎθϋ ϩήϳΩ έΩ ςϴδΑ
Ϟλ ίϭέϮϧ έΩ Ϫότϗ
Ώήϋ ίϭέϮϧ έΩ Ϫότϗ
ίΎϨϬη έΩ ϝϮϗ
ήϴθϋ έΩ ΕϮλ
̶ϧΎϴΑ ίϭέϮϧ ϭ έΎΧ ίϭέϮϧϭ ϢΠϋ ίϭέϮϧ ϭ Ϟλ ίϭέϮϧ ϭ Ώήϋ ίϭέϮϧ έΩ Ϫ˷ϴόϴΑέ ϞϤϋ
ϊϴϨϣ έϭΩ ϭ ϊϳΪΑ έϭΩ ϭ ϥΎηέϭ έϭΩ ϭή˷ϣΎϤ̯ ̶ΘΧΎϓ έϭΩ ϥ ωΎϘϳ
ϩήϘϧ ˺˻ Ϟϣέ έϭΪΑ ̵Ϯϫέ έϭΩ έΩ ϡ ϪΘΧΎγ ΩϮΧ ϒόοϭ ̵ήϴ̡ ΏΎΑ έΩ ϪϣΎϧήϴ̡ ϒϴϨμΗ
ϩήϘϧ ́ β˷ϤΨϣ έΩ Ϣϫ ̮ΟϮ̯ ̶Ϩϋ ΪϨ̰ϓήϳί ϩήϳΩ έΩ ̵ήϴ̡ ΏΎΑ έΩ Ϣϫ ϞϤϋ
ϪόϴϴθΗ έΩ ϊϴλήΗ
(sic!) ϴϔϟ Ώήο έϭΪΑ ̮ϧΎϬϔλ έΩ ϞϤϋ
ϝϭί ϩΎ̰γέΩ Ϫότϗ
Ζγέ έΩ ϞϳϮσ ϒϴϟΎΗ
ϪϤΟήΗ
ΕϮλ
ϞϳϮσ Ϟϣέ έϭΪΑ ςϴδΑ ή˷ϴΤϣ έΩ ϞϤϋ
ϊϴλήΗ ϪόϴϴθΗ έΩ

.1
.2
.3
.4
.5
.6
.7
.8
.9
.10
.11
.12
.13
.14
.15
.16
.17
.18
.19
.20
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Ϟλ έΎμΣ έΩ
β˷ϤΨϣ Ρήϓ έϭΪΑ ΕϮλ
ϩΎ̯ϭΩέΩ ϞϤϋ
ϪόϴϴθΗ
ΖηϮ̯ έΩ ϞϤϋ
ϩΎ̯ ΞϨΑέΩ ϞϤϋ
Ζθ̳ίΎΑ έΩ ϊϴλήΗ
ΕϮλ
ΐ˷ϨΠϤΑ ς
˷ Τϣ Ώήϋ ίϭέϮϧ ̶Ϩϋ ΎΒλέΩ ϞϤϋ
ϊϴλήΗ
ϕήϋ έΩ ϞϤϋ
̮ϧΎϬϔλ έΩ ϞϤϋ
ϪόϴϴθΗ
ϊϗήΒϣ έΩ ϞϤϋ
ΖηϮ̯ έΩ ϞϤϋ
β˷ϤΨϣ έϭΪΑ ΪϨ̰ϓ ήϳί ϡΎϘϣ έΩ ήΧ
1.
2.
3.
4.
5.
6.
7.
8.
9.
10.

11.

12.
13.
14.
15.
100

.21
.22
.23
.24
.25
.26
.27
.28
.29
.30
.31
.32
.33
.34
.35
.36

Tas̛nƯf in the mode of rƗst in the [rhythmic] cycle of taqƯl-i awwal that is
warašƗn 16 naqarahs (beats, units)
‘Amal in the mode of h̚ijƗĪƯ
‘Amal in the þahƗrgƗh ĪƯ al-arba‘
Qawl in the derivative mode of s̛abƗ, i.e. the nawrǌz-i ‘arab in the sikƗh,
i.e. the bu‘d-i mujannab, in the rhythmic cycle of xafƯf-i taqƯl
BasƯt́ in the mode of ‘uššƗq in the rhythmic cycle of muxammas 8
nagrahs (beats)
Qit́‘ah in the nawzǌz-i as̛l
Qit́‘ah in the nawzǌr-i ‘arab
Qawl in the šahnƗz
S̚awt in the ‘ašƯrƗ
‘Amal rabƯ‘iyyah in the nawrǌz ’arab and nawrǌz-i as̛l and nawrǌz-i
‘ajam and nawrǌz-i xƗrƗ and nawrǌz-i bayƗtƯ, its ƯqƗ’ (rhythm) in the
cycle of fƗxtƯ as has been mentioned [kamƗmarr ?] and the rhythmic
cycle of warašƗn and the cycle of badƯ‘ and the cycle of manƯ‘
Tas̛nƯf-i pƯr-nƗmah that I have composed on the topic of my old age and
weakness, in the mode of rƗhuwƯ, in the [rhythmic] cycle of ramal 12
naqrahs [beats]
‘Aml also on old age, in the mode of zƯrafkand that is kǌjak also, in
muxammas 8 naqrahs (beats)
Tars̛Ư‘ in tašiyy‘ah 100
‘Amal in is̛fahƗnak in the cycle rhythmic z̛arb al-fƯh̛ (sic!)
Qit̛‘ah in sikah-i zƗwul

It is in this song that the poet introduces himself as ‘Abd al-QƗdir mentioning that he is
eighty-two years old. (For the verses and the translation, see above).
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16.
17.
18.
19.
20.
21.
22.
23.
24.
25.
26.
27.
28.
29.
30.
31.
32.
33.
34.
35.
36.

Ta’lƯf-i t̛awƯl in [the mode] rƗst
Tarjamah
S̚awt
‘Amal dar muh̚ayyir-i basƯt́ in the rhythmic cycle of ramal-i t́awƯl
Dar tašiyy‘ah-i tars̛̛Ư‘
Dar h̚is̛Ɨr-i as̛l
S̚awt in the rhythmic cycle of farah̛-i muxammas
‘Amal in the dugƗh
Tašiyy‘ah
‘Amal in the gawašt
‘Amal in the panjgƗh
T̝ars̛Ư‘ in the bƗzgašt (return, repetition)
S̚awt
‘Amal in the mode of s̛abƗ, i.e. nawrǌz-i ‘arab mah̛att (descent to) the
mujannab
‘Amal in the mode of ‘irƗq
‘Amal dar is̛fahƗnak
Tašiyy‘ah
‘Amal in the mubarqa‘
‘Amal in the gawašt
The last, in the mode of zƯrafkand in the rhythmic cycle of muxammas

The work is the earliest collection of secular songs in Persian musical
literature. The collection is interesting and important from a music
theoretical aspect because the author (collector) has not only noted the form
and mode of a number of pieces there, but he has also mentioned the
rythymic cycles of them.101

NaqƗwat al-adwƗr by a son of ‘Abd al-QƗdir al-MarƗƥƯ
Another treatise on music theory is the fifth work that will be dealt with in
this chapter. The treatise was probably written by one of ‘Abd al-QƗdir alMarƗƥƯ’s sons, namely ‘Abd al-‘AzƯz. However, al-MarƗƥƯ mentions at the
beginning of his treatise JƗmi‘ al-alh̞Ɨn (al-MarƗƥƯ 1366 H.Š./1987: 2) that
he has two sons, namely Nǌr al-DƯn ‘Abd al-RahҚmƗn, for whom he wrote the
first incomplete version of JƗmi‘ al-alh̛Ɨn (Sachau & Ethé
MDCCCLXXXIX: 1057), and NizƗm al-DƯn ‘Abd al-RahҖƯm, noting that
they are twelve years old and seven years old respectively when he wrote the
work. He does not mention that he has another son with the name ‘Abd al-

101

A deeper study of this collection and the musical pieces presented there can presumably
help us to understand the connection between the poetic meters, the musical form, the modes
and the rhythmic cycles.
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‘AzƯz. Farmer (EI, s.v. ‘Abd al-KҙƗdir b. GhaybƯ), however, informs us that
he had a third son of whom he writes:
A son [of ‘Abd al-QƗdir], ‘Abd al-‘AzƯz, who is thought to have
settled at the Ottoman court after 1435, was the author of a music
treatise, the NaqƗwat al-AdwƗr (“The Select of the Modes”),
dedicated to the Turkish Sultan MuhҚammad II (d. 886/1481).

But he does not mention where he got this information. If ‘Abd al-QƗdir alMarƗƥƯ had a third son, he must have been born after 1413, i.e. the date of
the composition of JƗm‘ al-alh̞Ɨn, because as pointed out above al-MarƗƥƯ
does not mention anything about his third son ‘Abd al-‘AzƯz. Regarding the
third son, we do not know anything about him expect what Farmer has
written about him (see above).
NaqƗwat al-adwƗr (the Purity of the cycles) is divided into an
introduction (muqaddimah), twelve chapters (bƗbs) and a conclusion
(xƗtimah). The structure, the topics, and to some extent the headings of the
treatise are similar to the three more comprehensive above-mentioned works
by ‘Abd al-QƗdir al-MarƗƥƯ. According to Massoudieh (1996: 3), the work
deals with the following topics in each chapter:
Intr. Des enseignements du Prophète (rawƗyƗt, AhҖƗdƯt) à propos de la
qualité d’une belle voix.
(1) De la définition du son, de la note, de l’intervalle, du système
modal et la signification du terme mǌsƯqƯ (musique), l’objet de cet art
et son but final.
(2) De la qualité de la production du son et de la note par les
instruments mélodiques et les causes d’acuité et de gravité.
(3) Du partage de ligatures sur les cordes et du rapport des intervalles
et [de leurs] nombres et les causes de la dissonance.
(4) De la règle de l’addition des intervalles, leur division et la division
par moitié, la manière de faire des adjonctions de la quarte et la
composition consonante basée sur les espèces de la quarte et de la
quinte.
(5) De l’arrangement des cycles à l’aide des adjonctions des
intervalles, les cycles en usage, c’est à dire 12 maqƗm, 6 ƗwƗze et 24
šu‘abƗt et la façon de les faire sortir des touches des cordes.
(6) De la détermination des cycles en se basant sur les 17 places de
l’octave aiguë qui s’appelle tѽabaqƗt.
(7) De la communauté des notes des cycles et les rapports de certains
parde-hƗ (ligatures), ƗwƗzƗt et šu‘abƗt.
(8) Sur les espèces de genres et sur les mutations.
(9) Les cycles de ƯqƗ‘.
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(10) Sur la règle de préluder [les cycles métriques-rythmiques] en
tasѽƗnƯf, le nombre de leurs battements, les six anciens doigtés, les
accords non-usuels et la façon de trouver les notes
d’accompagnement.
(11) De l’enseignement du chant, du nom des instruments mélodiques,
de l’effet des notes des cycles et la façon de composer les tasѽƗnƯf.
(12) Comment les praticiens de cet art doivent observer les
cérémonies des séances [musicales] et ce qu’ils doivent chanter de
convenable lors de la séance, faire de la musique à la manière des
mongols, les noms de leurs accords [instrumentaux] et mu‘tadiliyyƗt.
(Épilogue): Des noms des praticiens de cet art et les šudǌd qu’on
execute au luth.

The significance of the work lies in fact that it is among the first, if not the
very first, Persian treatises on music theory written in the realm of the
Ottoman Empire. Otherwise, NaqƗwat al-adwƗr is nothing other than
another version of Jami‘ al-alh̛Ɨn.

Music treatise by Mi‘mƗr
The fifth comprehensive work on music theory which was written during the
century is ‘AlƯ b. MuhҖammad Mi‘mƗr’s, known as BanƗ’Ư, treatise. Although
Mi‘mƗr is mostly known as a poet in Persian literature, this treatise indicates
that he was skilful in music and music theory.
‘AlƯ b. MuhҖammad Mi‘mƗr’ was born in HarƗt some time in the middle of
the 15th century. He was a son of a mason (bannƗ) (NafƯsƯ EI, s.v. BannƗ’Ư)
named MuhҖammad Sabz Mi‘mƗr (XwƗndamƯr 1333 H.Š./1954, vol. iv: 348)
and therefore he chose the pseudonym (taxallus̚) Ban(n)Ɨ’Ư (also Ban(n)ƗyƯ).
However, SҖafwat & BƯniš (Mi‘mƗr 1368 H.Š./1989: šiš [six]) and SҖafƗ (1364
H.Š./1985, vol. iv: 393 f.) mention his taxallus̚ without tašdƯd on the “N”,
i.e. BanƗ’Ư.102 He spent his childhood and youth in his native town and
studied there. He came in contact with ‘AlƯšƯr NawƗ’Ư who had supported
and encouraged him at least during a short time. Nonetheless, after disputes
with ‘AlƯšƯr NawƗ’Ư, Mi‘mƗr was obliged to leave his hometown and
sojourned for a while first in ŠƯrƗz and then in TabrƯz at the court of prince
SultѽƗn Ya‘qǌb of the Aq-Quyunlǌ. It was during this period that he
composed one of his most celebrated poetic works BƗƥ-i Iram (Mi‘mƗr 1368
H.Š./1989: haft [seven]). After the death of his patron SultѽƗn Ya‘qǌb in
896/1490, he returned to his hometown HarƗt. But, he had, once again, to
leave HarƗt for the court of prince SultѽƗn ‘AlƯ of the Timurids in Samarqand.
After the conquest of the town by ŠaybƗnƯ-XƗn in 906/1500 and after a short
period in prison, Mi‘mƗr joined ŠaybƗnƯ-XƗn’s court as a court poet, staying
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there until the defeat of ŠaybƗnƯ-XƗn and the capture of the province of
XurƗsƗn by ŠƗh IsmƗ‘Ưl, the founder of the SҖafawid dynasty and his QizilbƗš
troops in 916/1510. According to XwƗndamƯr (1333 H.Š./1954, vol. iv: 349),
he was slain two years later in 918/1512 during the massacre by AmƯr Najm
TƗnƯ, the grand Vizier of ŠƗh IsmƗ‘Ưl. Among his works can be mentioned
ŠaybƗnƯ-nƗmah, and his collection of poems (dƯwƗn).
According to ŠǌštarƯ (1348/1969: 307) and NafƯsƯ (EI, s.v. BannƗ’Ư),
Mi‘mƗr wrote two short treatises on ‘Ilm-i adwƗr (The science of the cycles
[music]). Hitherto, however, no other treatise by him has been found other
than the one that has been published by SҖafwat & BƯniš. There are three
possible hypothetical explanations concerning ŠǌštarƯ and NafƯs’s statement.
The first one is that the treatise that has come down to us and which is
divided into two discourses (maqƗlahs), was written first as two different
treatises, but later the author rewrote them as one work. However, this
possibility is slight because ŠǌštarƯ mentions that the two treatises were on
adwƗr (modes), while the second discourse of the present work is on ƯqƗ‘
(rhythm) and not on adwƗr. Furthermore, no Mss of those two stated
treatises have hitherto been found. The second explanation is that these two
treatises have been lost. The third possibility, which in my judgement is
more plausible, is that the information ŠǌštarƯ gives us is not completely
correct, because ŠǌštarƯ mentions only those two treatises and says nothing
about the present work that has come down to us. Ergo, we can draw the
conclusion that Mi‘mƗr did not write any other treatise on music than the
treatise that we are going to introduce below.
The only known Ms of the work, which is in the author’s own
handwriting, is dated 888/1483, and this is plausibly the date of the
composition of the treatise. According to SҚafwat & BƯniš (Mi‘mƗr 1368
H.Š./1989: haft and hašt [seven and eight]), the work was probably written
for ‘AlƯšƯr NawƗ’Ư (d. 906/1500). If SҚafwat & BƯniš’s statement is correct,
Mi‘mƗr wrote the treatise in HarƗt. The treatise begins with a preface
(xut́bah), which contains a poem (ƥazal) about music, prayers and a
statement of the reason why the author has written the treatise. The main part
of the treatise is divided into a muqaddimah (introduction), two maqƗlahs
(discourses) and a xƗtimah (conclusion). The headings and topics of the
treatise (ibid.) are as follows:
[Discourse one]
̶ϘϴγϮϣ ϢϴδϘΗ ϭ ϒϳήόΗ ϥΎϴΑ έΩ ϪϣΪϘϣ
Introduction: On the definition and division of music
ΪόΑ ϢϴδϘΗ έΩ Ϟμϓ
Chapter on the division of intervals
ϩέϮϬθϣ ΩΎόΑ ϢϴδϘΗ έΩ Ϟμϓ
Chapter on the division of famous intervals
ήϓΎϨΗ ΏΎΒγ ϥΎϴΑ έΩ Ϟμϓ
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Chapter on the explanation of the causes of dissonancy
Ϣϳϼϣ ϒϴϟΎΗ ϥΎϴΑ έΩ Ϟμϓ
Chapter on the explanation of consonant combination [of intervals]
ϊϗϭ ΎϬϧ ϥΎϴϣ Ϫ̯ ΎϬΘΒδϧ ϥΎϴΑ ϭ έϮϬθϣ ήϴϏ ϭ έϮϬθϣ ̵Ύϫ ϩέϭΩ ϖϴϘΤΗ ϥΎϴΑ έΩ Ϟμϓ
Ζγ
Chapter on the explanation of the study on the famous and infamous cycles, and the explanation of the ratios that are between
them
ϥ ΏΎΨτλ ϭ ΩϮϋ ΝήΨΘγ ΐΒγ ϥΎϴΑ έΩ Ϟμϓ
Chapter on the explanation of the reason for derivation [of intervals] from ‘ǌd and its tuning
ϪϴϠλ ήϳϭΩ ϥΎϴΑ έΩ Ϟμϓ
Chapter on the explanation of the main modes

According to him (ibid.: 62-68) the twelve main modes (dƗ’irahs) are:
‘uššƗq, nawƗ, bǌsalƯk, rƗst, zangǌlah, is̜fahƗn, h̜usaynƯ, h̜ijƗzƯ, zƯrafkand,
rƗhuwƯ,‘irƗq, buzurg.
έϭΩ Ϣϐϧ ̭έΎθΗ έΩ Ϟμϓ
Chapter on the partnerships of notes of the cycles [of modes]
ήΗϭ ˯ΰΟ ί ϩέϮϬθϣ ήϳϭΩ ΕΎϘΒσ ΝήΨΘγ Ζϴϔϴ̯ ϥΎϴΑ έΩ Ϟμϓ
Chapter on the explanation of derivation of the transposed modes
(t́abaqƗt) of the famous modes (dawƗyir) from the various parts of
a string

Mi‘mƗr defines (ibid.: 77) t́abaqah in the following way:
.ΪϨϧϮΧ ΕΎϘΒσ ΪϧϮη ϊϗϭ ΩϮΧ ϊοϮϣ ήϴϏ έΩ ήϳϭΩ ϥϮ̩ Ϫ̰ϧΪΑ
You should know the cycles that appear in other positions than their
[original] positions are called t́abaqƗt.
Είϭ ϥΎϴΑ έΩ Ϟμϓ
Chapter on the explication of the secondary modes (ƗwƗzƗt)
ΕΎΒόη ϥΎϴΑ έΩ Ϟμϓ
Chapter concerning the definition of the derivative modes
(šu‘abƗt)

According to Mi‘mƗr (ibid.: 91-100), the names of twenty-four derivative
modes are: dugƗh, sigƗh, þahƗrgƗh, panjgƗh, ‘ašƯrƗ, mƗhǌr, nawrǌz-i xƗrƗ,
h̞iśƗr, nawrǌz-i bayƗtƯ, nahuft, ‘uzzƗl, awj, nayrƯz, burqa‘, rakb, śabƗ,
humƗyǌn, nahƗwand, zƗwulƯ, bastah-nigƗr, rǌy-i ‘irƗq, xǌzƯ, muh̞ayyir

183

ωΎϘϳϻ ϢϠϋ ̶ϓ ϪϴϧΎΜϟ ϪϟΎϘϤϟ
The second discourse: On the science of the rhythmic cycles (ƯqƗ‘)
ωΎϘϳ ΚΣΎΒϣ ΕΎϣΪϘϣ ήϳήϘΗ έΩ Ϟμϓ
Chapter on the introductory explanation to the discussions on ƯqƗ‘
ϪϴϤϠϋ ΔϋΎϨλ ΏΎΑέ ϥΎϴϣ Ζγ ϞϤόΘδϣ Ϫ̯ ϪϳέϭΩ ΕΎϋΎϘϳ ϥΎϴΑ έΩ Ϟμϓ
Chapter on the explication of cyclic ƯqƗ‘Ɨt that are common
among the practicing musicians
ήΗϭ ˯ΰΟ ί ϥΎΤϟ ΝήΨΘγ ϖϳήσ ϪΘϴϔϴ̰Α ΩΎηέ έΩ Ϟμϓ
Chapter regarding the instructions on the way of derivation of the
melodies from the different parts of a string

This chapter is among the most interesting chapters of the treatise, because
in this chapter the author partly explains (ibid.: 124) how to write down
music. However, his explanation is very concise and it is difficult to
understand his system of writing down music.
ϦΤϟ ϡΎδϗ ή̯Ϋ έΩ Ϟμϓ
Chapter regarding the different kinds of music pieces

The whole part (ibid.: 125 f.) is as follows:
ΩϮΑ ϥϭήϘϣ Ϫ̯ ΪηΎΑ ϥ ϥϭίϮϣ Ύϣ ϥϭίϮϣ ήϴϏ ϭ ϥϭίϮϣ Ζγ Ϣδϗ ϭΩ ήΑ ϦΤϟ ̮ϧΪΑ
ϥϭίϮϣ ϦΤϟ Ύϣ ΪϨϧϮΧ ΖΧϮϧ έ ϥ ϭ ϥ ϑϼΧήΑ ϥϭίϮϣήϴϏϭ ϪϴϋΎϘϳ έϭΩ ί ̵έϭΪΑ
ϝϮϗ́ ϝΰϏ̀ ϝϮϗ˿ ςϴδΑ ̋ ϞϤϋ̊ ζϘϧ˼ ΕϮλ˻ ϭήθϴ̡˺ Ζγ ϩΪϔϫ ΖγέϮϬθϣ Ϫ̪ϧ
˺̋ ΖηΩϭήϓ ˺̊ ϪϧήΗ˺˼ ΖΑϮϧ˺˻ ΕΎϴϠ̯˺˺ Ώϭήπϟ Ϟ̯˺˹ ϢϐϨϟ Ϟ̯̂ ϊλήϣ
ήϧϭ ήόη ί ΩϮΑ ̵ήόϣ Ϫ̯ ΪϨϳϮ̳ έ ̶ϨΤϟ ϭήθϴ̡ Ύϣ Ώήϋ Ϊϴθϧ ˺̀ ϪΘΨϳέ ˺˿ ΩΰΘδϣ
έή̰ϣ Ϟ̰η ̮ϳ Ϫ̯ ΪϳΎΑ ΕϮϴΑ ήΧ έΩ Ύϣ ΩϮΑ ϒϨμϣ ϩΩέΎΑ ϥ ήΜ̯ϭ Ϫγ ϥ Ϟϗ ΩϮΑ ΕϮϴΑ
ΩϮΑ ̶ϨΤϟ ΕϮλ ΪϧίΎγ ̮Βγ ̵ΎϫήΤΑ έΩ ήΜ̯ϭ ΪϨϧϮΧ ΪϨΑήγ έ έή̰ϣ Ϟ̰η ϥϭ ΩϮη
ΖδϴϨΤϟ ϞϤϋ Ϊϧ ϪΘϔ̳ ΰϴϧ ̶ϳϮϫ έ ϥ ̶πόΑϭ έή̰ϣ ΩϮΑ ϪϧΎΧ ̮ϳ έ ϥϭ ήόθΑ ϥϭήϘϣ
ϦϳΪΑ ϪϗήϔΗ ΖδΗϮλ ϞΜϣ ζϘϧ ̵Ϯ̳ίΎΑϭ ϪϧΎΨϧΎϴϣ ϭ ϪϧΎΧ ήγ ϭΩ ήΑ ϞϤΘθϣ ήόθΑ ϥϭήϘϣ
ϭΩϭ ϪϧΎΨϧΎϴϣ ϭΩ Ϫ̯ ΩϮΑ ϩΎ̳ ϭ ΕϮλ ϑϼΨΑ Ζδϔϴτϟ ̵έΎΒΘϋ ϦϤπΘϣ ζϘϧ Ϫ̯ Ζγ
ΩϮΑ ϥ ϝϮϗ ̵Ϯ̳ίΎΑ ̶Α ϪϧΎΨϧΎϴϣϭ ΪηΎΑ ϪΘηΩ ϪϧΎΧ ήγ ϭΩ Ϫ̯ Ζδϧ ςϴδΑ ΪϧίΎγ ̵Ϯ̳ίΎΑ
ΖδϟϮϗ ϞΜϣ ϝΰϏ ̶Αήϋ ήόθΑ ϥϭήϘϣ ϪϧΎΨϴϣ ̶Α ΪηΎΑ ϪΘηΩ ̵Ϯ̳ίΎΑϭ ϪϧΎΧήγ ϭΩ Ϫ̯
ϢϐϨϟ Ϟ̯ ΩϮΑ ̶Αήϋϭ ̶γέΎϓ ήόθΑ ϥϭήϘϣ Ϫ̯ ΩϮΑ ϥ ϊλήϣ ϝϮϗ ̶γέΎϓ ήόθΑ ϥϭήϘϣ
ϊϴϤΟ ήΑ ϞϤΘθϣ Ϫ̯ Ζδϧ Ώϭήπϟ Ϟ̯ ΩϮΑ ϩέϮϬθϣ ̵ΎϬόϤΟ έϭΩ ϊϴϤΟ ϦϤπΘϣ Ϫ̯ Ζδϧ
ϥ ΖΑϮϧ ΩϮΑ ̶ϋΎϘϳ έϭΩϭ ΎϬόϤΟ ϊϴϤΟ ϞϣΎη ̮ϧ ΕΎϴϠ̯ ΩϮΑ ϩέϮϬθϣ ̶ϋΎϘϳ έϭΩ 
ϪϧήΗϭ ΪϧίΎγ ̶ϋΎΑέ ήΤΑ έΩ ϪΘΒϟ Ϫ̯ έ Ϣϴγ ϭ ϝΰϏ ϡϭΩ ϭ ϝϮϗ ̶̰ϳ ΩϮΑ Ϫότϗ έΎϬ̩
Ϊϳΰϣ ή̴ϳΩ έΎ̯ ̮ϳ έΎϬ̩ ϦϳήΑ ϪΣϭέ Ϳ Ρϭέ έΩΎϘϟΪΒϋ ϪΟϮΧϭ ΖηΩϭήϓ έ ϡέΎϬ̩ϭ
ΩϮΑ ̵ϭήθϴ̡ ϪϘϴϘΤϟ ̶ϓ ϪΘΨϳέ ΪηΎΑ έΎ̯ ΞϨ̡ ϭ ΐϫάϤΑ ΖΑϮϧ Ϫ̯ ϩΪϴϣΎϧ ΩΰΘδϣ ήϧϭ ϪΘΧΎγ
ήΨδϤΗ ϭ ϪΒϳΎτϣ ̶ϋϮϧ ϥί νήϏ ΩϮη ϊϗϭ ϥϭίϮϣ ή̳ϭ ϪϣϮψϨϣ ήϴϏ υΎϔϟΎΑ ϥϭήϘϣ
Ύϣ ΩϮΒϧ ̶ϋΎϘϳ έϭΩί έϭΩ ̨ϴϫ έΩ ϭ ΕΎϴΑ Ϫ̯ ΖδϧΎϨ̩ ϥϭ Ώήϋ Ϊϴθϧ ήόη Ϫϧ ΩϮΑ
ΪηΎΑ ̵έϭΩ έΩ ϭ ˯ΎϬϧήΗ
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You should know that the melody [here musical piece/form] is of two
types: the measured and the unmeasured. But the measured musical
piece is such that it is on a cycle of the ƯqƗ‘ic (rhythmic) cycles and
the unmeasured is contrary to that and it is named nawƗxt. But the
measured musical pieces which are famous are seventeen: 1. pƯšraw;
2. s̜awt; 3. naqš; 4. ‘amal; 5. basƯt́; 6. qawl; 7. ƥazal; 8. qawl-i
muras̛s̛a‘‘ ; 9. kull al-naƥam; 10. kull al-z̛urǌb; 11. kulliyyat; 12.
nawbat; 13. tarƗnah; 14. furǌdašt; 15. mustazƗd; 16. rƯxtah; 17. našƯdi ‘arab.
Regarding pƯšraw, it is a musical piece/form that does not have
verses [i.e. it is an instrumental musical form]. It has buyǌt [sections;
the word literally means houses] at least three [sections] and a maximum at the composer’s will, but at the end of each buyǌt a šakl (figure?) should be repeated and that šakl is called sarband and it is composed on the light rhythmic cycles (bah̝r-hƗ). S̛awt is a piece of music
that has verses, and it has a repeated xƗnah (section) which some people have called it hawƗyƯ. The ‘amal is a musical piece/form based on
verses. It consists of two sar-xƗnahs, a miyƗn-xƗnah and a bazgǌy
(repetition?). The naqš is similar to the s̜awt, their differences beging
that naqš is [stylistically] more elegant in contrast to s̛awt and it happens that two miyƗn-xƗnahs (interludes, intermezzi) and a bƗzgǌy
(repetition103) are composed for it. The basƯtỨ is [a musical piece/form]
that has two sar-xƗnahs (introductions?) without bƗzgǌy (repetition).
The qawl is [a musical piece/form] that has two sar-xƗnahs (introductions?) and a bƗzgǌy (repetition) without miyƗn-xƗnah (interlude, intermezzo) based on Arabic verses. The ƥazal is similar to qawl based
on Persian verses. The qawl-i muras̛s̛a‘ is [a musical piece/form] that is
based on Persian and Arabic verses. The kull al-naƥam is [a musical
piece/form] that contains the sum of all the famous modes based on the
seventeen notes. The kull al-z̛urǌb is [a musical piece/form] that consists of all the famous rhythmic cycles. The kulliyyƗt consists of the
collection of all modes [jamƯ‘-i jam‘-hƗ] and all rhythmic cycles. The
nawbat consists of four pieces: first, qawl; second, ƥazal; the third
which is, of course, composed on the poetical metre of the rubƗ‘Ư
(quatrain) and [it is] the tarƗnah; and the fourth [is] furǌdašt. Master
‘Abd al-QƗdir, spirit of God is his spirit, has added another piece and
named it mustarzƗd, for according to him the nawbat consists of five
pieces. The rƯxtah is indeed a pƯšraw based on prose, and if it is versified, the [composer’s] aim is to make fun and joke of something of
103

It is not clear what are the differences between various denominations for the repetition,
i.e. bƗzgǌy, tašiyy‘ah, bƗzgašt, in music during the 15th century. On one hand, it is suggested
that there are probably different types of repetitions during this period. On the other hand, it is
possible that all these terms mean the same thing and they are just different denomination of
one phenomenon in music, i.e. the repetition.
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somebody and not the verse itself. The Arabic našƯd is composed in
such a way that its verses are not on any cycle of the ƯqƗ‘ik (rhythmic)
cycles. As for its tarƗnahs [?], it is on one of the [rhythmic] cycles.

In comparison with previous treatises and especially with those of ‘Abd
al-QƗdir b. ƤaybƯ al-HҙƗfiz al-MarƗƥƯ, the work covers fewer musical
theoretical fields, and consequently, deals with fewer topics. And already
topics such as musical instruments, the names of famous musicians and
virtuosos, which were very popular among theorists of the second half of the
14th century and first half of 15th century, in this treatise, have vanished.
However, the topic musical form (aqsƗm-i lah̞n) still forms a chapter/part of
the work.

RisƗlah-i mǌsƯqƯ by ‘Abd al-RahҖmƗn JƗmƯ
The next work to be written in the 15th century is a risƗlah (treatise) on
music by Nǌr al-DƯn ‘Abd al-RahҖmƗn JƗmƯ, the celebrated Persian poet and
Sufi.
The author was born in Xarjird near HarƗt in 817/1414. He spent almost
his entire life in HarƗt and died there in 898/1492. He began as a follower of
the NaqšbandƯ Sufi order, and later became a leader of that Sufi order. He is
famous, however, as a poet rather than Sufi leader, and his literary influence
is remarkable on both Persian and Turkish literature (for further information
see Gibb, 1900). As pointed out earlier, his death is generally placed as the
beginning of the decline of classic Persian (DarƯ) literature. In addition to his
celebrated poems, JƗmƯ has written a number of prose works, among others
Nafah̛Ɨt al-uns,BahƗristƗn,Tah̞qƯq-i maĪhab-i śǌfiyyƗn and his RisƗlah-i
mǌsƯqƯ (treatise on music).
The treatise was written, according to MunzawƯ (1348-1351 H.Š./19691972: 3909), in 890/1485. It begins with a preface, which contains a
rubƗ‘iyyah (quatrain) and a tamhƯd (prolepsis), and continues with a fas̜l
(chapter) on the impact of melodies and rhythm on the soul, and on the
pleasures that music gives audiences. The main part of the treatise according
to the Ms in T-Is (no. 4044) is divided into two main fas̞ls (chapters) and a
number of sub-chapter (fas̞ls):
ϒϴϟΎΗ ϢϠϋ έΩ ϝϭ Ϟμϓ
Chapter one: On the science of composition

In the first main chapter or section, which is in turn divided into some fas̜ls
(sub-chapters), JƗmƯ deals with the subject of composition (ta’lƯf), i.e. tones,
intervals, the twelve main modes maqƗmƗt, the six secondary modes
(ƗwƗzƗt) and the twenty-four sub-modes (šu‘abs), and the derivation of them
from ‘ǌd.
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(ωΎϘϳ έΩ ϡϭΩ) Ϟμϓ
Chapter [two: On rhythm]

In this chapter the author deals with the rhythmic element and different types
of cycles of rhythm (ƯqƗ‘), i.e. muwas̜s̜al and mufas̜s̜al, and some famous
cycles.
In comparison with other treatises on music written during the century the
work is concise and short and covers limited musical fields. However, it
confirms the appearance of a new type of writer concerning treatises on
music theory, namely poets or poet-musicians. Further, it seems that the
Sufis had also become writers of theoretical treatises on music. (For further
information see “Summary and conclusions”).

MaqƗs̜id al-adwƗr by MahҖmǌd b. ‘Abd al-‘ZƯz
b. XwƗjah ‘Abd al-QƗdir b. ƤaybƯ al-HҙƗfiz al-MarƗƥƯ
The second treatise that was written in the Ottoman realm is the next treatise
that will be treated here. The work was given the heading MaqƗśid al-adwƗr
(Purports of modes) and was probably written towards the close of the 15th
century by the grandson of ‘Abd al-QƗdir, Mahѽmǌd (Farmer EI, s.v. ‘Adb alKҙƗdir b. GhaybƯ; MunzawƯ (1348-1351 H.Š./1969-1972: 3906).
Nevertheless, Shiloah (1979: 174) introduces the treatise with the heading
Muxtas̜ar fƯ ‘ilm al-mǌsƯqƯ, writing that it is one of Ibn ƤaybƯ’s (‘Abd alQƗdƯr al-MarƗƥƯ’s) works. Tarbiyat (1314 H.Š./1935: 254), for his part,
states that the treatise was written by the son of ‘Abd al-QƗdir al-MarƗƥƯ,
Nǌr al-DƯn ‘Abd al-RahҖmƗn. It was dedicated to the Ottoman SultѽƗn,
BƗyazƯd b. MuhҚammad (1448 or 1453-1512). We know very little about
MahҚmǌd b. ‘Abd al-‘AzƯz b. ‘Abd al-QƗdir MarƗƥƯ. His father was
employed as a musician at the court of SultѽƗn MuhҚammad II (d. 1481), and
presumably his son took over his father’s position as a court musician.
The treatise is divided into an introduction and eight chapters.104 In the
Muqaddimah (introduction) the author is concerned with the beautiful voice
in the Koran reading. The first chapter is on the definition of the note
(naqmah), interval (bu‘d), melody system (ja‘m), the definition of the term
mǌsƯqƯ (music), and the purpose of music. The second chapter concerns
sound and causes of acuity and gravity. The third chapter deals with repartition of the frets on the strings and the causes of dissonances (mutinƗfir). In
the fourth chapter the author deals with intervals (ab‘Ɨd), and in relation to
intervals, the instruments of two, three and four strings, and genres (ajnƗs).
The fifth chapter concerns the common cycles of the twelve modes
104

All information here on MaqƗśid al-adwƗr is based on the information in Shiloah (1979:
174).
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(maqƗmƗt), the sub-modes (šu‘abƗt).105 The sixth and seventh chapters are
on the combination of different modes and the scales of transposition (šudǌdƗt) respectively. The last chapter concerns rhythm (ƯqƗ‘) and six rhythmic
modes.

Mss of undated works copied during the 15th century
Two Mss of anonymous authors from this century have also come down to
us. They are as follows:
BayƗn-i qat́a‘Ɨt-i þƯnƯ
The first undated work is a one-page treatise with the heading BayƗn-i
qat́a‘Ɨt-i þƯnƯ (The explanation of Chinese [metal] pieces [or rather bars]).
There are three Mss of the work which have survived and come down to us.
The oldest one, which is in IR-Tm with No. 832, was copied in 837/1433
(DƗnišpažǌh 1349/ H.Š./1970, no. 99: 43); MunzawƯ (1348-1351 H.Š./19691972: 3921). MunzawƯ (ibid.: 3898) introduces a treatise with the heading
SƗz-i þƯnƯ (Chinese intrument), mentioning that the author of the work is alMarƗƥƯ. It is probable that this treatise and BayƗn-i qat́a‘Ɨt-i þƯnƯ are the
same. This interesting work is about the construction of the percussion
instrument, Chinese metal bars.
Dar asƗmƯ-i dawƗzdah maqƗm
The second work is also a very short and concise treatise with the heading
Dar asƗmƯ-i dawƗzdah maqƗm (On the names of the twelve modes).106 The
only extant Ms of the work, which is in IR-Tss, with no. 565 (ff. 122a –
123a), has many mistakes and the list is confusing and, therefore, unreliable.
However, there are some pieces of information regarding the tarkƯbƗt
(combinations) in this treatise that are interesting, if they are correct. Parts of
the treatise (al-MarƗƥƯ 1370 H.Š./1991: 38 f.) are as follows:
ϢΘϔϫ .ϪϠ̴ϧί Ϣθη .̱έΰΑ ϢΠϨ̡ .Ϧ̰ϓ ήϳί ϡέΎϬ̩ .ϥΎϬϔλ Ϣϴγ .ϕήϋ ϡϭΩ .Ζγέ ϝϭ
.έΎ̰ϧ ϪΘδΑ ΕΎΒϴ̯ήΗ έΩ .ϕΎ˷θϋ ˺˻ .Ϯϧ ˺˺ .̮ϴϠγϮΑ ˺˹ .ίΎΠΣ ̂ .̶ϨϴδΣ ϢΘθϫ .̵ϭΎϫέ
.ϚϴϠγϮΑ .ϪϴϧΩή̯ .έΎ̰ϧ .ϥήϴθϋ .ϩΪϴθ̯ ήϳί .ϥέϮγ .ζ̰Ϡϳί .̮ϧΎϬϔλ .ϩΎ̰ΠϨΑ .ΰϳήϴϧ
.ΪϧϭΎϬϧ .ϝ˷ΰϋ .ϢΠϋ ̶ϨϴδΣ .ήϬ̢γ .ΖϔϬϧ έΎόΘδϣ ϕήϋ ̵ϭέ .Ύϐ̩ήϗ .̶ϨϴδΣ ϪΟϭ .ή˷ϴΤϣ
ΖΣέ .ϒϟΎΨϣ ίΎΠΣ .ϚϔϟΎΨϣ .ϙέΰΑ ίΎΠΣ .̶̯ήΗ ίΎΠΣ .έΎμΣ .ϙίΎϧ ήΤΑ .ϥϮϳΎϤϫ
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The number of the šu‘abƗt (auxiliary modes) were twenty-four, while in this treatise the
author has presented only twenty three of them. In addition, there are differences between the
names of šu‘abƗt in this work and other works written in Persian-speaking areas which can
indicate the differences in the musical systems of these regions. However, it should be pointed
out that there were disunity regarding the šu‘abƗt (auxiliary modes) among the music theorists
of that time.
106
MunzawƯ (1348-1351 H.Š./1969-1972: 3902) introduces the work under title QawƗ‘id-i
uśǌl wa furǌ‘ (The main and secondary rules).
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.ίϭέϮϧ ΐ̯έ .̵ϭέ ίϭέϮϧ .ϡΰϣί .ϊϗήΒϣ .ϝϭί .ϪϳΎϣ ϕήϋ .ϥήϴθϋ .Ϯϧ .Ρϭέϻ
.ΰΒγέΪϧΰΒγ .ϢΠϋ ίϭέϮϧ ϪϳΎϣ .Ζγέ Νϭ .έΎμΣ ̵ϭέ .ΪϧϭΎϬϧ .έΎ̯ίΎγ .Ϧ̰ϓ ήϳί
.ϢΠϋ ϝ˷ΰϋ .ϚϴϧέΎ̰ϧ .ϪϳΎϣ ϕΎ˷θϋ .ϪϳΎϣ .ϩΎ̯ Ϫγ .ϢΠϋ ίΎΠΣ .ϢΠϋ ϕήϋ .ϙέϭϭΎθϧ
One: rƗst; two: ‘irƗq; three: is̜fahƗn; four: zƯrafkan; five: buzurk
[buzurg], six: zangulah; seven: rƗhawƯ; eight: h̚usaynƯ; 9: h̚ijƗzƯ; 10:
bǌsalƯk; 11: nawƗ; 12: ‘uššƗq.
Concerning the tarkƯbƗt (combinations): bastah-nikƗr [bastahnigƗr]; nayrƯz; banjkƗh [panjgƗh]; is̞fihƗnak; zƯlkaš [zƯrkaš?]; sǌrƗn;
zƯr-kašƯdah; ‘ašƯrƗn; nikƗr [nigƗr]; kardƗniyah [gardƗniyah]; bǌsalƯk;
muh̚ayyir; wajh-i-h̞usaynƯ; qarþaƥƗ; rǌy-i ‘irƗq known as nahuft;
sipihr; h̚usaynƯ-yi ‘ajam; ‘uzzƗl; nahƗwand; humƗyǌn; bah̚r-i-nƗzuk;
h̚is̜Ɨr; h̚izƗz-i turkƯ; h̚ijƗz-i buzurk [buzurg]; muxƗlifak; h̞ijƗz-i
muxƗlif; rƗh̚at al-arwƗh̚; nawƗ; ‘ašƯrƗn; ‘irƗq-i mƗyah; zƗwul;
mubarqa‘; zamzam; nawrǌz-i rǌy; rakb-i nawrǌz; zƯrafkan; sƗzkƗr;
nahƗwand; rǌy-i h̚is̜Ɨr; awj-i rƗst; mƗyah-i nawrǌz-i ‘ajam; sabzandar-sabz; nišƗwǌrak [nišƗbǌrak?]; ‘irƗq-i ‘ajam; h̚ijƗz-i ‘ajam;
sikƗh [sigƗh]; mƗyah, ‘uššƗq-i mƗyah; nikarnƯk [nigarnƯk], ‘uzzƗl-i
‘ajam.

In the above-mentioned list the name nawƗ is mentioned first among the
twelve main modes (maqƗms) and then also among the combinations. In
addition, the combinations nahƗwand and ‘ašƯrƗn are mentioned twice. The
list, therefore, is confusing and to some extant unreliable.
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Chapter 7

Summary, conclusions and periodization

Summary and conclusions
The rise of Persian musical literature as a part of Persian learned literature
was a result of the political and cultural decentralization of the Abbasid
Caliphate. According to the treatises, tracts and works that have been found,
Persian writing on music took shape in the first half of the 11th century. In
comparison with other genres of Persian learned literature, writing on music
was, however, established fairly late. This perhaps indicates that the genre
was not established in the Middle Persian literature and in the region where
New Persian began to emerge, due to lack of interest in it. Like most other
genres of learned literature in Persian, translation and abridgements of and
commentaries (šarh̛̞) on Arabic works played a crucial role in the rise and
establishment of Persian musical literature.
Before we go further we need a system of classification of the works
presented in the six previous chapters in order to make it easier to understand
the process of development of the genre. This system can be essentially
based on the authors’ approaches to subjects. The types of subjects or texts
and the literary forms, i.e. prose or verse/rhymed prose, can be other
parameters in the classification of the genre.
As we have seen, the authors of this literary genre had different
approaches to music. We can identify two main approaches, that is to say the
religious approach and the non-religious approach.
As for the non-religious approach, we can, in my opinion, recognize and
classify five types or categories of texts. They are theoretical texts, didactic
texts, medical texts (both psychological and physical), texts in verse/rhymed
prose and finally collections of songs. The theoretical texts are the most
common type among these five types, while, in the four other categories
very few works have been written during the time-frame of this study.
The religious approach is, in contrast to Arabic where it has a wider
scope, confined entirely to the field of samƗ‘. Three main categories of texts
are also distinguishable in this type of approach, that is to say factual prose
texts, texts in verse/rhymed prose107 and collections of songs. The most
107

Meskoob (1992: 106) points out that the employment of verse/rhymed prose presumably
eased the memorization of the contents of the works.
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frequent type of texts among these three categories is factual prose texts,
whereas, according to our knowledge, in the two other types altogether less
than five works are to be found.
It is clear that each of these different approaches and categories of texts
respond to different demands of their times. However, two features bind
them together as a literary genre:
1. they are on music;
2. they are essentially written for enlightening, educational and learning
purposes.
Below, I am first going to summarize and draw conclusions from what
has been presented in the six previous chapters, and then I will suggest a
periodization of Persian writings on music in accordance with the
classification and the conclusions.

The 11th century
During the first century of the development of the genre, the 11th century
AD, a total of six works were written. Two of these works have the nonreligious approach to music and four the religious. In addition, two translated
works, which were presumably written during the 11th century, are also
extant. The first one is Mujmal al-h́ikmah, which is a rendering and
abridgement of RasƗ’il al-ixwƗn al-śafƗ, and the second one is a translation
of TaqwƯm al-śih̞h̞ah. Interestingly enough, all these Persian works on music
were written during a period when sweeping political, social, and cultural
developments began to result in the disappearance of local Iranian dynasties
and the establishment of Turkish dynasties in the Persian-speaking areas.108
The four surviving works of the non-religious approach (here I have also
included Mujmal al-h̚ikmah and TaqwƯm al-śih̞h̞ah among the works written
during this century) represent three different categories of texts, namely the
theoretical, the didactic, and the medical texts. They also exemplify two
different traditions, i.e. the Greek tradition and a more native tradition. All
these works form chapters or sections of larger works, namely of an
encyclopaedia, of a pand-nƗmah (book of counsels, [Rypka, 1968: 37]) and
of a medical work.
The works that represent the music theoretical texts, the chapters on
music in the DƗniš-nƗmah and Mujmal al-h̞ikmah, belong to a type of music
theory that has been termed musica speculativa, which has its roots in Greek
learned literature and the Greek philosophers’ approaches to music and
music theory. These two works also outline two different Greek traditions;
108

But it should not be forgotten that the two Turkish dynasties of the period, i.e. the
Ƥaznawids and Saljuqs, had Persian as their official language.
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the first one is the Aristotelian tradition, which is exemplified by DƗnišnƗmah, and the second is the Neo-Platonic, which is represented by Mujmal
al-h̞ikmah. The Aristotelian tradition that is presented in DƗniš-nƗmah has a
more strictly scientific and descriptive character than the Neo-Platonic
tradition, which has been presented in Mujmal al-h̞ikmah, and which
emphasized the “doctrine of ethos, cosmological speculation and
numerology” (Wright, EI, s.v. MǌsƯkҖƯ). The chapter on music in Mujmal alh̞ikmah is the only work in Persian which is entirely based on the NeoPlatonic tradition and approach to music. These two trends are clearly seen
in definitions, explanations, and the choice of topics. For instance, the topics
of various intervals and tetrachords, on the one hand, are lacking in Mujmal
al-h̞ikmah (even in the original Arabic work), whereas they are the most
significant topics in DƗniš-nƗmah, shaping the main part of the section. On
the other hand, DƗniš-nƗmah with its strictly scientific approach to music
theory avoids dealing with topics like the relation between the four strings of
the instrument barbat́ and the four body liquids (śafrƗ [yellow bile], xǌn
[blood], sawdƗ [black bile], balƥam [phlegm]) or the moral and medical
effects of music on people.
The most important topics that are dealt with in the theoretical texts of the
11th century are:
x the definition of the science of music and its scope (DƗniš-nƗmah, Mujmal al-h̞ikmah);
x the definition of sound (theory of sound, classification of sound, the cause
of acuteness and gravity) (DƗniš-nƗmah, Mujmal al-h̞ikmah);
x the psychological impacts of music on people and animals (Mujmal alh̚ikmah);
x the two main elements of music, i.e.
xmelody (note, interval, different types of intervals and tetrachords,
combination of tones [composition]) (DƗniš-nƗmah);
xrhythm (definition of rhythm, the various species of rhythm, beat,
rhythmic cycles [with the help of an onomatopoetic system])
(DƗniš-nƗmah, Mujmal al-h̞ikmah [very concisely]);109
x the most common musical instruments in connection with their tunings
and frets (DƗniš-nƗmah, Mujmal al-h̞ikmah);
x the various types of melodic and rhythmic ornamentation of melody,
(DƗniš-nƗmah);
x the music of the spheres (Mujmal al-h̚ikmah).
It should be borne in mind that the two written works on music theory are
translations and summaries of Arabic works and, in comparison with Arabic
109

The treatment of rhythm in Mujmal al-h̚ikmah is generally based on the ‘arǌz̛ (the Arabic
poetic metrics).
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works like al-FƗrƗbƯ’s KitƗb al-mǌsƯqƯ al-kabƯr or the section on music in Ibn
SƯnƗ’s al-ŠifƗ’ or RasƗ’il al-ixwƗn al-śafƗ, they are entirely colourless. The
works, however, clearly display the theoretical orientations, trends and
discussions of their time, a time when music theory was not an independent
subject but a part of the science of mathematics and philosophy, and
therefore the concern of scientists, philosophers and mathematicians and not
musicians.
According to our knowledge of Pre-Islamic times, in this case the
Sasanian period, music was not dealt with in any didactic work (pand-nƗmak
or andarz-literature).110 The first and at the same time the last such work in
Persian was written in the Islamic period and during the 11th century. The
work is QƗbǌs-nƗmah. It is a unique work in Persian musical literature.
Furthermore, the chapter is the only work prior to the 13th century that deals
with the practical aspect of music, containing very valuable and illuminating
pieces of information concerning practical music customs of that time. The
main topics that are treated in this chapter of the work, and thereby the topics
that are found in the didactic texts of the 11th century, are,
x how a musician should behave;
x how a musician should chose particular modes for different occasions;
x what rhythmic and melodic modes are proper for different peoples with
different colour of skin.
These topics were to be absorbed later in the theoretical treatises and works
written during the 13th and 15th centuries, like Kanz al-tuh̛af, and JƗmi‘ alalh̛Ɨn.
Significantly, the chapter on music of QƗbǌs-nƗmah is the only work on
music in Persian written prior to the 13th century and the rise of “the
Systematist School” that mentions the names of the modes (pardahs). In this
chapter is mentioned the names of ten modes most of which were to reemerge in both Arabic and Persian works of the mid- and late 13th century.
The names of modes which are mentioned in these works are either identical
with QƗbǌs-nƗmah, e.g. rƗst, nawƗ, ‘irƗq, ‘uššƗq, or with some
modifications, e.g. sipƗhƗn which is modified to is̚fƗhƗn, or bƗdah to mƗdah.
It perhaps hints that there is a concept of modes with somewhat clear
structures in XurƗsƗn and in nearby provinces already during this period. It
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It should be remembered that this category, the didactic category, was established in Arabic in the 9th century, and a number of works were written on this category by Arabic authors.
Among the earliest Arabic works on this category can be mentioned KitƗb al-tƗj fi axlƗq almulǌk by (attributed to) al-JƗhҚizѽ (b. 780 - d. 868) written during the reign of the Abbasid alMutawakkil (232/847-247/861), KitƗb adab al-nadƯm in verse by Abǌ’l Fathѽ Muhѽmǌd b. alSindƯ al-Ma‘rǌf bi-KušƗjim (d. 961 or 971) (for further information on these works see
Shiloah 1979).
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seems that these names and probably their structures gradually spread to
different parts of the region along with the Persian language itself.
Another unique work in Persian is the Persian translation of TaqwƯm alśih̞h̞ah which is the only treatise that deals with the medical effects of music
during the period this dissertation studies. This type of texts, as well as
didactic texts, did not manage to establish themselves in Persian musical
literature even after this period. The most significant topics which are treated
in this work and thereby this category of texts are:
the definition of music;
the explanation of two musical elements, melody and rhythm;
the medical uses of music;
the five moods or simple psychological states (joy, sorrow, timidity, anger, fear) that music arouses;
x the benefits and disadvantages of vocal music, instrumental music, and
dance and rhythm for people of different ages, temperaments and natures
in connection with the climate of the cities these people live in and the
different seasons of the year;
x the opinions of famous Islamic and Greek philosophers and scientists on
melody, rhythm, dance, the benefits of instrumental music and the psychological states of joy, sorrow, timidity, anger and fear.
x
x
x
x

To sum up what has been said about the non-religious approach and the
different categories of texts in which it occurs during the 11th century, it is
not musical practitioners who are the authors of the different categories of
this approach. This fact played a decisive role in the choice of topics. Thus,
it is not incorrect to state that the sections on music of DƗniš-nƗmah and
Mujmal al-h̚ikmah diverge from the musical practice of their time. But it is
difficult to judge to what extent. On the other hand, QƗbus-nƗmah, which
was written by a non-musical practitioner but definitely a person with
somewhat good knowledge of the musical practice of his time, which is
reflected in the treatment of topics, has a firmer basis in the musical practice
of the period. Because of the fact that the author was not a practitioner of
music, it is also difficult, however, in this case to judge to what extent the
work is based on the musical practice of its time.
Writing on samƗ‘ began in Arabic in the 10th century as a response to
intensive attacks on samƗ‘ and the samƗ‘-sessions by orthodox religious
leaders who claimed that it was an innovation and contrary to Islamic law
and therefore unlawful (PǌrjawƗdƯ 1367 H.Š./1988: 18). It must be also
added that the growth of Sufism itself and its rituals and the spread of it to
different parts of the region is perhaps another reason for this development
which we witness during the 10th century. At any rate, writing on samƗ‘ was
established during this period through works by Abǌ NasҚr SarrƗj TҏǌsƯ, Abǌ
’Abd al-RahҖmƗn SulamƯ and other Sufi authorities and leaders. Five frequent
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topics of this early stage of the development of the writing on samƗ‘ in
Arabic were:
the beauty of voice;
the definition of samƗ‘;
different opinions of religious leaders and authorities about samƗ‘;
defence of samƗ‘-sessions and its legality (through the Koran,
MuhҖammad’s Traditions, the early Islamic leaders and authorities);
x different classes of listeners.
x
x
x
x

As regards the religious approach and the category of factual prose texts
in Persian, in contrast to the theoretical category, at least one out of three
works in this approach written during this period, i.e. Kašf al-mah̛jǌb, shows
more originality and the work is among the most celebrated Sufi works
written in the region during this period (and even later). Nevertheless, the
limited spread of Persian at that time left it unknown to Arab-speaking
authors and readers.
The section on samƗ‘ in HujwƯrƯ’s Kašf al-mah̞jǌb indicates radical
changes in the treatment of the subject samƗ‘ and its topics during the
second half of the 11th century. This section is a milestone regarding Persian
writing on samƗ‘ because of its originality of ideas and the treatment of a
number of topics for the first time in this type of text in Persian. For
instance, the topic “the rules of good conduct in samƗ‘”, which later was to
be the central and the most important topic in this category, “the conditional
(religious) legality of dance in samƗ‘-session” and “the rending of the
garment” are treated separately and comprehensively for the first time in this
work. Broadly speaking, to deal with these topics shows a move from a
defensive attitude to a more offensive one. Yet, the four main topics of the
section, to wit: “the beauty of voice”, “the definition of samƗ‘”, “different
opinions of religious leaders and authorities about samƗ‘” and “defence of
samƗ‘ and its legality”, are based on earlier Arabic works, and therefore do
not introduce new ideas.
Although MustamlƯ’s commentary on KalƗbƗĪƯ’s Ta‘arruf li-maĪhab altaśawwuf is less important in the development of the factual texts on samƗ‘
in the region due to the fact that the work is based on an early Arabic work,
it is significant for New Persian and Persian musical literature. It is the first
treatise that deals with the subject samƗ‘ in Persian which has been found.
The author’s rejection of just translating the Arabic work suggests that he
considers that the original work has to be adjusted to the new time and new
tendencies.111 The change of the heading of the chapter from fƯ samƗ‘
(concerning samƗ‘) in the original Arabic work to qawlu-hum fƯ al-samƗ‘ wa
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ƗdƗba-hu (“their [Sufis’] doctrine on samƗ‘ and its rules”) (with a particular
emphasis on rules of samƗ‘ in the heading) reinforces the above-mentioned
idea. However, because the work was on the threshold of the new phase of
the treatment of subject samƗ‘ and its topics in the region, it cannot show
clearly the tendencies of the new era and stage of the development.
Furthermore, the commentator partly failed to deal with the topic “the rules
of samƗ‘” which was to feature in works written during the coming era.
The first translation of the RisƗlah-i Qušayriyyah by Abǌ ‘AlƯ al-Hҙasan b.
AhҖmad al-‘UtmƗnƯ, is of minor importance in the development of the
category in Persian due to the fact that it is merely a translation, and not even
a successful one, of an Arabic work which itself was not, in my opinion, a
successful work regarding the treatment of the topics of the subject samƗ‘.112
As has been noted, the translator omits paragraphs and sentences of the
chapter, but we do not know for what purposes and aims he does so. One
speculation, besides many others, is that the translator considers that a
number of the stories and anecdotes in the original Arabic work are
redundant and unnecessary, and by cutting them out he feels that he makes
the work easier to read.
The importance of the field (maydƗn) of samƗ‘ in AnsҖƗrƯ’s S̚ad maydƗn
does not lie in the treatment of the topics, but in the employment of rhymed
prose (natr-i musajja‘) in writing on samƗ‘. We can consider the work as the
first attempt to introduce the category of verse/rhymed prose texts in the
genre.
It is of interest to note that, from the evidence of the surviving works, no
treatise or tract was written on the banning of music,113 even though a
number of tracts and treatises on this subject had already been written in
Arabic during the 10th century, at a time when intensive discussions on the
lawfulness or unlawfulness of music and samƗ‘ was going on.
The locations of the composition of the works are also interesting. The
first Persian work on music, i.e. DƗniš-nƗmah, was written in IsѽfahƗn in the
central part of present-day Iran, one of the areas where PƗrsƯ-yi DarƯ was,
presumably, established relatively early. Nevertheless, the KƗkǌyids, who
ruled over this part of the region at that time, did not have PƗrsƯ-yi DarƯ as
their mother tongue but the T̞abarƯ, which was the language spoken by the
people who lived on the shore of the Caspian Sea. According to NuzhatnƗmah-i ‘AlƗ’Ư by ŠahmardƗn b. AbƯ al-Xayr, ‘AlƗ’ al-Dawlah, for whom the
work was written, was not satisfied with DƗniš-nƗmah, thinking that it was
too difficult to understand (MuhҖƯtѽ-TҜabƗtѽabƗyƯ 1359 H.Š./1980: 125). The
reason for ‘AlƗ’ al-Dawlah’s dissatisfaction was probably that he spoke
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T̚abarƯ and had T̚abarƯ as his mother tongue and was therefore to some
extent unfamiliar with PƗrsƯ-yi DarƯ, which was the language that Ibn SƯnƗ
and JǌzjƗnƯ had brought with them to his court (ibid.). However, this
linguistic circumstance changed rapidly, and forty years later, one of these
rulers who did not have Persian as his mother tongue but, like ‘AlƗ’ alDawlah, spoke T̚abarƯ, i.e. ‘Unsѽur al-Ma‘ƗlƯ KaykƗwǌs, wrote a book in
DarƯ or PƗrsƯ-yi DarƯ. Furthermore, thanks to the Ƥaznawids, Persian also
began to spread rapidly to the east. The place of composition of the Kašf almah́jǌb, which is Lahore, is an example of this development. The other three
works, viz. S̞ad maydƗn by AnsѽƗrƯ, the translation and commentary on KitƗb
al-ta‘arruf li-maĪhab ahl al-taśawwuf, and the first translation of al-RisƗlah
al-Qušayriyyah, were written in the area that has been known as the cradle
of New Persian (DarƯ). It should be remembered that it was during this
period that the province of XurƗsƗn began to lose its central role in the
development of Persian and thereby Persian literature.
It should be borne in mind that the 11th century was still the epoch of the
dominance of the Arabic language, and that Persian would only be able to
challenge Arabic first two centuries later.

The 12th century
As concerns the 12th century, four works about whose dates of composition
we are sure have been found. The two approaches employed in these works
are the non-religious and religious which are present in two categories of
texts, i.e. theoretical and factual prose texts respectively.
Regarding the non-religious approach and music theoretical category,
only one work from this century has survived. It is the section on “the
science of music” in H̓adƗ’iq al-anwƗr by Faxr al-DƯn al-RƗzƯ. The work is a
continuation of the encyclopedic tradition that was established by Ibn
SƯnƗ/JǌzjƗnƯ and Mujmal al-h̚ikmah in Persian. It shows, therefore, strong
influence from the approach to music of the Greek and early Islamic scholars
and philosophers, and is generally based on the Aristotelian tradition of
Greek writing on music theory. In a comparison with the Daniš-nƗmah, the
author of H̓adƗ’iq al-anwƗr deals, however, with topics that are less strictly
scientific and objective. For instance, the eighth principle of the section
where the author deals concisely with different types of melodies or songs
and their suitability for particular psychological conditions or the last
principle of the section, which is on the invention of the first instrument by
Pythagoras, clearly display this tendency in the work. It is interesting to
point out that the author did not mention anything about rhythm, and he
failed to deal with that topic, which was one of two main topics that almost
all music theoretical treatises and tracts had hitherto treated. We do not know
why RƗzƯ did not deal with rhythm. Nevertheless, the principles on the
intervals (5-7) shape the most important part of the section. These principles
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are based on the Ibn al-ZaylƗ’s theory of the intervals (PǌrjawƗdƯ, [Faxr alDƯn al-RƗzƯ, 1372 H.Š./1993]). The significance of the section lies in the fact
that it is the first original Persian work on music theory which is not a
commentary or a translation of an Arabic work.
It is of interest to note that no Persian work on music theory was written
in the territories that were ruled directly by the ƤaznawƯds or Saljuqs, the
dynasties that dominated the political scene of most of the Persian-speaking
area during the 11th and 12th centuries, and it seems that they showed no
interest in this type of texts in Persian, while writing on music theory in
Persian was the interest of local dynasties.114 However, the situation changed
during the period of the XwƗrazm-ŠƗhs and, as we have seen, the only work
about whose date of composition we are sure, i.e. H̓adƗ’iq al-anwƗr, was
written for ‘AlƗ’ al-DƯn XwƗrazm-ŠƗh MuhҖammad b. Takaš. During the 12th
century, the interest in music theory, and accordingly its development,
remained broadly the concern of the court, and it is still philosophers and
scientists who are the authors of the works on music theory.
During the 12th century, the religious approach and the subject samƗ‘ and
factual prose texts still continued to dominate the Persian writings on music,
and of the four surviving works from this century, three belong to this
approach and this category of texts, which was actually the most frequently
treated type of texts of writing on music both in Persian and Arabic during
the 12th century.
It is true that the section on samƗ‘ of KƯmiyƗ-yi sa‘Ɨdat is nothing more
than a rendering and abridgement of Ih̡yƗ’ ‘ulǌm al-dƯn, but it is still an
important work in Persian due to the fact that it was translated and
summarized by the author himself who was one of the most prominent
theologians of his time not only in Persian-speaking areas but also in the
whole region.115 He is the first Persian theologian to write on music, or rather
on samƗ‘, in Persian. KƯmiyƗ-yi sa‘Ɨdat also displays the growing
importance of Persian among theologians who had hardly considered Persian
a “proper language”. In comparison with earlier works written on samƗ‘
during the century, ƤazƗlƯ’s treatment of topics is more systematic and
methodical, showing a definite improvement in dealing with the category.
114

It should be noted that a decrease in the production of scientific treatises and works took
place after the seizure of power by particularly the Saljuqs, and these two dynasties did not
generally show any interest in scientific and encyclopaedic writings.
115
ƤazƗlƯ is considered to be an Islamic theologian rather than a Sufi writer, although he
played a very significant role in the development of Sufism. Bertel´s (1960: 525) emphasises
that ƤazƗlƯ was not a Sufi, writing:
ɏɨɬɹ ɜ ɝɨɞɵ ɭɱɟɧɢɹ ɜ ɇɢɲɚɩɭɪɟ ɨɧ ɢ ɛɵɥ ɫɜɹɡɚɧ ɫ ɦɟɫɬɧɵɦɢ ɫɭɮɢɣɫɤɢɦɢ
ɤɪɭɝɚɦɢ, ɧɨ ɫɚɦ ɫɭɮɢɟɦ ɨɬɧɸɞɶ ɧɟ ɛɵɥ, ɢ, ɤɚɤ ɨɧ ɝɨɜɨɪɢɬ, ɟɝɨ ɢɧɬɟɪɟɫɵ
ɛɵɥɢ ɧɚɩɪɚɜɥɟɧɵ ɩɪɟɢɦɭɳɟɫɬɜɟɧɧɨ ɜ ɫɬɨɪɨɧɭ ɬɨɧɤɨɫɬɟɣ ɚɲ‘ɚɪɢɬɫɤɨɝɨ
ɛɨɝɨɫɥɨɜɢɹ-ɫɯɨɥɚɫɬɢɤɢ.
Though during the years of study in NayšƗbǌr he was also connected with local
Sufi circles, he was not at all a Sufi, and as he says, his interests were directed
mainly to the subtleties of Aš‘arian theology – scholasticism.
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‘AbbƗdƯ is the second celebrated theologian to write on samƗ‘ in Persian.
His work, in comparison with that of ƤazƗlƯ is, however, less systematic and
methodical. All the same, this work shows the general tendency during the
century and indicates the increased significance of New Persian as an
appropriate language for religious usage and purposes. It also displays a
second important tendency regarding the factual prose texts during the
century namely, the arrival of a new type of writer, i.e. theologians, on the
scene. This development had a decisive effect in the religious legalization of
samƗ‘ in the region.
In conclusion, one would have expected that, regardless of their
approaches, the number of works written on music in the 12th century would
have increased, especially in view of the spread of Persian in the region. But
as we have seen, in this century only four works survived whose dates of
composition we are sure about. If this decrease had been confined to the
Persian-speaking areas, we would have been cautious in our conclusions, but
we also witness the same tendency regarding Arabic writing on music.116 It,
therefore, suggests that the 12th century there followed was, generally, a
period of stagnation concerning the production of this literary genre not only
in Persian-speaking areas but also in the whole region. Two possible
explanations for this decrease in production can be, 1) lack of support and
interest concerning this literary genre from especially the courts and higher
social classes and 2) the political and social unrest, which profoundly and
negatively affected intellectual activities in the region.

The 13th century
With the invasion of the Mongols, major political, economic, social, cultural,
religious and literary changes began to take place in the region during the
13th century. Under the first assault by the Mongols the area that is
considered to be the cradle of Persian language and literature, i.e. XurƗsƗn,
was badly affected. The shift of the cultural and literary centre from the
northeast to the central and south-western parts of the Persian-speaking
areas, i.e. the central part of present-day Iran had, however, already begun
during the 12th century. The second assault, which resulted in the conquest of
Baghdad and the fall of the Abbasids, interrupted cultural and literary
development for a short time. With the fall of Baghdad, Arabic also lost its
importance as the lingua franca among scholars in the region, and Persian
began in part to replace it. Towards the end of the 13th century cultural and
literary activities were accelerated and intensified once again.
116

According to Farmer (1940: 43-45) a total of 11 works were written during the 12th century, while during the previous century, i.e. the 11th century, the number of written works on
music is 18. However, Shiloah (1979: 14) mentions the number of works written during the
11th century as nineteen and during the 12th century also nineteen. It must also be pointed out
that there is obscurity in both catalogues regarding the dating of the composition of the works.
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A total of eight works on music for which we are sure about the dates of
composition were written during the century. Furthermore, a work which
was presumably written at the beginning of the 13th century, that is to say
Najm al-DƯn KubrƗ’s ƖdƗb al-s̚ǌfiyyah, and a very interesting Ms of a
Persian work on music theory, i.e. NayšabǌrƯ’s treatise on music, have also
come down to us. The three categories of texts represented by these extant
works are the categories of the theory of music, factual prose and
verse/rhymed prose.
Concerning the non-religious approach, three works on music theory were
written, of which the most significant one is the section on music in alŠƯrƗzƯ’s encyclopaedia, Durrat al-tƗj. This work manifests two crucial
developments that took place during the second half of the 13th century: 1)
the fusion of the musical practice of that time with speculative approaches to
music theory (see also below); 2) the establishment of writings on the theory
of music as a musico-literary activity. One important result of the abovementioned developments was a more comprehensive and detailed treatment
of music theory and its topics by authors. If we compare the topics treated in
three earlier works on music theory, viz. DƗniš-namah, Mujmal al-h̞ikmah
and H̝adƗ’iq al-anvƗr fƯ h̞aqƗ’iq al-asrƗr, with those of Durrat al-tƗj, we can
clearly see this development.
As for the fusion, we can, as has been pointed out above, distinguish
between two main sources in this fusion: firstly, the earlier speculative
approach to the theory of music, which was established by al-SaraxsƯ, alKindƯ, al-FƗrƗbƯ and Ibn SƯnƗ in Arabic and Ibn SƯnƗ-JǌzjƗnƯ in Persian and
which was generally developed in Baghdad and nearby provinces, and
secondly, the musical practice of that time. It will not be fallacious to state
that the foremost source of the musical practice in this fusion was the
musical practice of the province of XurƗsƗn (and its modal system) which as
it spread, adopted and assimilated other musical practices of the region.117
One fact that leads us to this conclusion is the appearance of fanciful names
of Persian modes (pardahs), which were mentioned in QƗbǌs-nƗmah 200
years earlier, in both Arabic and Persian works on music theory written after
1250.118 Doubtlessly, the Arabic tradition of musical practice, particularly
117

Like the New Persian language itself.
However, it was in al-ŠifƗ’ by Ibn SƯnƗ that for the first time in an Arabic work on music
theory the names of the four modes are mentioned. These four modes are salmakƯ, mustaqƯm
(Arabic translation of rƗst), is̞pahƗn and nawƗ. Three of these modes were mentioned in
QƗbǌs-nƗmah. Nevertheless, the number of modes mentioned in QƗbǌs-nƗmah is ten, and the
names of two other modes are lacking in the chapter on music. It is probable that the mode
salmakƯ is one of the two modes that have not been mentioned in QƗbǌs-nƗmah. It should also
be remembered that it was not the first time that the province XurƗsƗn, which was much wider
than the present province of XurƗsƗn in present-day Iran, contributed to the development of
the music of the region. For instance, al-FƗrƗbƯ in his celebrated work KitƗb al-mǌsƯqƯ alkabƯr based his theory of division of strings, which played a central role in his description of
intervals, on the instrument T̚anbǌr al-XurƗsƗnƯ. The adoption of this instrument in connec-
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rhythmical patterns or circles, are also adjusted and assimilated into the new
system.
Durrat al-tƗj is the first Persian work on music theory to deal with the
intervallic analysis of the modes in order to explain the modal system
practiced during that period. The importance of Durrat al-tƗj also lies in the
author’s critical approach to the modal system presented by al-UrmawƯ in alAdwƗr (for further information see Wright 1978). This critical approach puts
the work in sharp contrast to earlier works in the same category, which are
just shadows of the ideas that had been introduced in Arabic works (even a
work such as H̝adƗ’iq al-anvƗr fƯ h̞aqƗ’iq al-asrƗr). Consequently, the
section on music in Durrat al-tƗj contributed to the enrichment of
discussions on theory of music in the region. Hence, Durrat al-tƗj is the first
Persian work of such importance that it was acknowledged beyond the
Persian-speaking area. In other words, the work was the turning point
regarding the role of Persian writings on music in the development of the
music theory of the region, and indeed after this work the period of
dominance of Persian writings on music theory in the region began.
The attention to and interest in writing down music increased towards the
end of the 13th century, and it was from this period that a chapter in some
treatises was devoted to that topic, and Durrat al-tƗj was, in fact, the first
Persian music theory book that dealt with the topic “the recording
melodies”.119 One reason for this interest and attention can be the
composition of more complex musical pieces during that time. Munajjim
mentions this new compositional trend among the composers and musicians
of that time in a complaining tone (see chapter four). This trend contributed
presumably to more individualization of the musical language of composers
and musicians.
The shift from encyclopedism to specialization in writing on music theory
in Arabic was brought about as early as during the first part of the 13th
century by al-UrmawƯ’s two celebrated works, i.e. KitƗb al-adwƗr and
RisƗlah al-Šarafiyyah, while in Persian still during this century works on
music theory were written by philosophers and scientists who applied the
encyclopedic tradition. It is presumably an explanation of al-ŠƯrƗzƯ’s more
speculative approach to the modal system than al-UrmawƯ’s, which was to
be criticized by al-MarƗƥƯ later. Nonetheless, Durrat al-tƗj is, in my
judgment, the last successful work in the spirit of the encyclopedic tradition
in the whole region. That is another important aspect of this work. After this
work the role of encyclopedism in the development of music theory came to
an end.
tion with music theory was probably a significant contribution in the process of the fusion
which took place in the work of al-UrmawƯ.
119
The first attempt to write down music was made by al-UrmawƯ; however, he did not deal
with writing down music as a topic in music theory.
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It should be emphasized that the development of music theory, which
took place during this century, was a result of changes in the musical
practice of that time, and the newly-established Systematist School just
adjusted theoretical approaches to those practical changes.
Among the two other works in music theory, KƗšƗnƯ’s treatise, “On the
science of music” (Dar ‘ilm-i mǌsƯqƯ) is of major importance for the
development of Persian writing on music from the point of view that it is
among the first treatises, if not the first, that have been entirely devoted to
music theory. The contribution of KƗšƗnƯ in the development of Persian
writing on music is that through his treatise he aided the establishment of
writing on music as an independent literary genre. From this century
onwards, to write on music was recognized as an independent field of study
in Persian learned literature. This development had a direct impact on the
background of writers of this genre. (I shall return to this discussion later in
this chapter).
Concerning Munajjim’s work AšjƗr wa atmƗr, although the author’s
approach to music theory was based on encyclopedism, his definitions and
explanations differ in some respects from those of earlier works on the
subject. The work was written almost 45 years later after al-AdwƗr and
seven or eight years before Durrat al-tƗj, but the author’s approach to modes
diverges considerably from those of al-UrmawƯ’s and ŠƯrƗzƯ’s, even in the
most basic elements as the number and order of the main modes (pardahs).
Judging from Munajjim’s approach, the structure of the modal system he
introduces differs from that of al-UrmawƯ’s and ŠƯrƗzƯ’s. For instance, he
talks about seven main modes and later about seven secondary (far‘Ư) modes
derived from the seven main ones. It indicates the existence of other modal
systems that are used in various parts of the region, beside a dominant modal
system, during this period (and presumably even later). Nevertheless, the
rhythmic system that Munajjim introduces in this chapter is, in general,
similar to that of al-UrmawƯ. Interestingly, the work has pieces of practical
information that are unusual in this type of work, e.g. the reason why music
theory was popular during the period, how to accompany a female and a
male singer and what instruments are the most pleasurable and suitable for
different types of music.
As regards NayšƗbǌrƯ’s treatise, DƗnišpažǌh (NayšƗbǌrƯ 1344 H.Š./1965:
99) and PǌrjawƗdƯ (NayšƗbǌrƯ 1374 H.Š./1995: 36-40) state that it was
written prior to 1124 and that it is the first Persian treatise to be wholly
devoted to the theory of music. It seems that the author of the treatise had a
very good knowledge of the musical practice of his time and was
presumably a musical practitioner. The treatise however follows another
pattern or approach to music theory that drastically and radically differs from
the period that DƗnišpažǌh has suggested for the composition of the work.
As we have seen, almost all works on the theory of music written prior to
this work follow a clear pattern and treatment of certain topics, which almost
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always begin with the definition of sound, acuteness and its gravity,
definition of notes, melody, and at the end a definition and explanation of
ƯqƗ‘ (rhythm or the rhythmic modes), whereas this treatise does not follow
this pattern. Besides, the employment of the key term bƗng that began to be
used, according to works that have been found, first at the beginning of the
16th century,120 is very confusing. Another problem regarding the date of
composition proposed by DƗnišpažǌh is that this is the only work written in
this way and manner at this time, and no other work of this kind from the
suggested century by DƗnišpažǌh has come down to us. Therefore, we have,
in my judgment, reasons to doubt the date proposed by DƗnišpažǌh for the
composition of the work. Even if we assume that the treatise was written one
or two years before copying the extant Ms, which was copied in the 13th
century, it is, to some extent, still an unusual work for its time in Persian
writings on music in view of its totally practical based approach to music
theory and the employment of the key term bƗng. In any case, NayšƗbǌrƯ’s
treatise, together with al-ŠƯrƗzƯ’s Durrat al-tƗj, is a milestone regarding
writing on music theory in Persian. Another important aspect of the treatise
is that it is written by a musical practitioner for people who want to learn to
practice music. Indeed, it is the first Persian treatise written by a musician
for musicians, which has come down to us. In other words, the treatise
represents another tradition regarding writing on music that Shiloah (1979:
6) describes as a “written form of an oral course provided by the author for
musicians and laymen”.
Briefly, the second half of the 13th century is one the most important
periods in the development of writing on music theory in Persian. In the
words of Wright (1978: 1),
The latter half of the thirteenth century constitutes one of the most
important periods in the history of Arab and Persian musical theory. It
witnessed the emergence of a corpus of theoretical writings that not
only demonstrate a considerable degree of originality, but also provide
the framework within which all the major theorists of the following
two centuries were to operate.

This century is also very significant in the development of the religious
approach to music and the subject samƗ‘. During the century the only
120

In no other work prior to the end of the 15th century is the term bƗng mentioned. This term
was to be of central importance for the description of the modal system presented in the treatises written after the 15th century. Among the works which were written after the 15th century
and which employed the term bƗng can be mentioned Bihjat al-rǌh̞ by ‘Abd al-Mu’min b.
ŚafƯ al-DƯn, written some times during the 16th century, and a treatise on music probably by
‘Abd al-Rah̞mƗn Sayf ƤaznawƯ, written probably at the beginning of the 16th century. To this
extent, in my opinion, we can date it among the work written much later than DƗnišpažǌh has
suggested, but exactly when, I regard as a major question.
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treatise that was entirely devoted to samƗ‘, i.e. RisƗlah-i sirr-i samƗ‘ by
‘AlƗ’ al-Dawlah SimnƗnƯ, was written. It suggests the increasing importance
and interest in this subject. Furthermore, it suggests a tendency to more
specialization of the treatment of the subject samƗ‘ in Persian.
Although XwƗrazmƯ’s translation of Ih̚yƗ’ ‘ulǌm al-dƯn, and Abǌ Mansѽǌr
MƗšƗĪah’s translation of ‘AwƗrif al-ma‘Ɨrif are merely renderings of two
celebrated Arabic works, they have contributed to the establishment of the
category and thereby Persian as a religious language in India. Another
interesting and significant development which generally speaking began
during the 13th century was the increased contribution of Indian-born authors
in the development of Persian musical literature (I shall return to this
discussion later in this chapter).
During the 13th century a new stage in the treatment of the topics of the
factual prose texts takes shape. The authors from this period begin to deal
with the rules and manner of samƗ‘ as the main and central topic of their
works, while topics like “the various opinions of religious leaders and
authorities on samƗ‘” and “the legality or illegality of samƗ‘” lose their
importance. As a result, these topics are often dealt with either in the last
part of the section/chapter (e.g. FƯ jawƗz al-samƗ‘ in H̝adƯqat al-h̛aqƯqah) or
very briefly and concisely or have disappeared from the works (ƖdƗb als̚ǌfiyyah, see also below).
Probably the most important contributor to the establishment of the new
tendencies in the category is Najm al-DƯn KubrƗ with his work ƖdƗb als̚ǌfiyyah. At first sight Najm al-DƯn KubrƗ’s work seems too short and
concise to have any crucial significance for the development of the factual
prose texts. But closer consideration reveals that the author’s treatment of
only one topic, i.e. “the rules of good conduct in samƗ‘” (ƗdƗb-i samƗ‘) was
revolutionary, and it was indeed a turning point regarding the treatment of
the topics in this category in Persian (and even in the region). Interestingly,
the author did not at all bother to defend samƗ‘ and samƗ‘-sessions even in a
few words at the beginning of the chapter, which was, as mentioned, a
feature in earlier stages of the development of the subject. Therefore, the
chapter definitely suggests the beginning of a new phase of the development
not only in Persian but also in the whole region regarding the writings on
samƗ‘.
After the section on samƗ‘ in S̚ad maydƗn no attempt was made to apply
either rhymed prose or verse to write a work in Persian musical literature
until the second half of the 13th century and by HarawƯ in his Kanz al-rumǌz.
After this work the authors began to apply this category more frequently and
a number of poems on samƗ‘ and even theory of music were to be composed
during the coming centuries.
To sum up, we witness an increase in production (quantitative
development) in this literary genre after a period of stagnancy during the 12th
century. The increase was partly a result of the intensification of literary
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activities after a period of decline and partly a result of support from the
courts, aristocrats and other patrons from higher social classes.121 We can
observe four characteristic tendencies during the century:
x the treatment of only one topic (ƖdƗb al-s̚ǌfiyyah);
x a more detailed and comprehensive treatment of the topics (Durrat altƗj);
x the first sign of the shift from encyclopedism towards specialization
(KƗšƗnƯ’s treatise Dar ‘ilm-i mǌsƯqƯ);
x the establishment of the genre (musical literature) as an independent genre
in Persian literature (Dar ‘ilm-i mǌsƯqƯ, RisƗlah-i sirr-i samƗ‘).
The 13th century was just a “prelude” to the coming century and the first
Golden Age of Persian musical literature.

The 14th century
Despite the political and social unrest, which characterizes the 14th century,
the cultural and literary activities not only continued but were also
intensified thanks to support from the courts of different principalities in the
region. Persian strengthened its dominance as a literary and scientific
language in the region, and the production of Persian literature and scientific
writings outside the present Persian-speaking areas, that is, in present-day
Turkey, India and Pakistan, increased remarkably. Generally, we also note a
considerable increase in the production of Persian writings on music in the
whole region. The period between ca 1330 and 1380, when a large part of
the Persian-speaking areas was ruled by different principalities who were
eager patrons of art and culture, was the most productive period of this
century.
Perhaps the most important work written on music theory during the 14th
century is Kanz al-tuh̞af. This treatise has already drawn the attention of
many specialists due to its comprehensive treatment of musical instruments
and unique illustrations of them. However, this treatise deserves more
attention. The work is one of the landmarks in Persian writing on music due
to the fact that it is the first Persian treatise written by new categories of
authors, that is to say musicians and musician-poets (I have not taken into
accounted NayšƗbǌrƯ’s treatise because of the ambiguities concerning the
date of composition of the work which were discussed earlier in this
chapter). Moreover, this treatise is among the earliest works, if not the first
work, that manifests the impact of Indian musical literature on Persian (I
return to this discussion later). The treatment of new topics in the treatise is
121

It should be noted that during the 13th century, according to Shiloah (1979) and Farmer
(1940), the number of Arabic works on music increased considerably too.
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another significant aspect of the work. The two first discourses (maqƗlahs)
in this treatise, which were written under the influence of the al-UrmawƯ and
his theory concerning the systematization of the modes, are of minor
importance. In these discourses almost all the theoretical discussions of
music treated in al-UrmawƯ’s books were considerably simplified and
summarized. However, the most interesting and significant parts of the
treatise are the third and fourth discourses where new topics, i.e. “musical
instruments” and “practical advice to music students”, are introduced (see
also below). Moreover, Kanz al-tuh̞af is the first work that returns to the
tradition of QƗbǌs-nƗmah and the pre-Islamic tradition of pand-nƗmah, in
treating such topics as “how a musician should behave before audience”,
“what a musician should play in different situations”. In other words, the
work is the first surviving treatise on music theory in Persian that absorbs the
didactic texts in texts on musical theory.
As noted above, Durrat al-tƗj was the climax of encyclopedism in Persian
writings on music theory, and after this work the tradition almost died out,
and only one work worth mentioning was to be written in this tradition,
namely ƖmulƯ’s NafƗ’is al-funǌn fƯ ‘arƗ’is al-‘uyǌn. Although the work is,
generally, nothing but a concise version of Durrat al-tƗj, in one aspect
ƖmulƯ’s work, nevertheless, diverges from that of ŠƯrƗzƯ, namely in its
treatment of the topic “musical instruments” which is lacking in ŠƯrƗzƯ’s
Durrat al-tƗj. To treat this topic separately reflects the increased interest and
importance of this topic during the 14th century.
Anther significant development during the 14th century is that musica
speculativa is adjusted more to musica practica in treatises on music theory.
This trend is an outcome of the engagement of musical practitioners in
writing on music theory and theoretical discussions. Some clear signs of this
development, besides the discussions of modes and scales based on music
practice, are the interest in instruments and other musical practical aspects of
music in the works written during the 14th century. The discourses “on the
construction of musical instruments and tuning them” and “on the advice
that is useful for students of this art and in the mention of poems that are
suitable for composition” in Kanz al-tuh̞af, and the chapter “on musical
instruments” in NafƗ’is al-funǌn, well exemplify this development.
One general tendency among 14th century’s Persian authors was, as
mentioned above, the relatively comprehensive treatment of musical
instruments in a distinct chapter. It is obvious that dealing with the
instruments and particularly the classification of them was a necessity of that
time, since there had been an increase in numbers of musical instruments
adopted from China, India and Mongolia during the previous century.
Presumably, dealing with this topic partly reflects the impact of Indian
musical literature on the Persian one. According to our knowledge, the
Sanskrit book NƗt́yaĞƗstra, is the oldest treatise in the world to deal with
musical instruments comprehensively in connection with their constructions,
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tunings, classification, etc. (for more information about the work see chapter
one).122 And we know, during this period many works in Sanskrit, among
them even musical treatises, were translated into Persian. These translated
works provided a good basis for knowledge about Indian (Sanskrit) musical
literature among Persian authors. These facts can support our above-stated
hypothesis that the influence came partly from India and Indian musical
literature to Persian. However, it should not be forgotten that at least in two
early important Arabic works, i.e. KitƗb al-mǌsƯqƯ al-kabƯr by al-FƗrƗbƯ and
al-ŠifƗ’ by Ibn SƯnƗ, the topic is treated comprehensively, and therefore we
can add that the interest in the topic is also partly a resumption of a trend that
was established three centuries earlier in Arabic but was abandoned until the
14th century.
To write on “musical instruments” indicates probably that music itself, or
to be exact instrumental music, had undergone changes, and that the role of
instrumental music in music increased during the century. Some
instrumental music forms, which were to be described in the musical
treatises from 15th century, e.g. zaxmah, pišraw, were possibly created
during this period (see also below).
Another outcome of the intensification of the cultural exchange with the
Indian sub-continent was an increase of production of Persian musical
literature in India. It was during this century that the first Persian treatise on
Indian music theory, i.e. Ƥunyat al-munyat, was written. As has been
pointed out, it was through this type of work that many Persian theorists and
writers were to get in touch with Indian music and Indian music theory and
thereby Indian musical literature.
Al-UrmawƯ’s approach to modes (adwƗr, maqƗms) and sub-modes
(šu‘bahs) and his new modal system had aroused many discussions among
music theorists and musicians already during the 13th century. One result of
these discussions was that the names of the modes, secondary modes and
sub-modes and their grouping became a subject of interest among the writers
of music treatises, and a number of very short works (often one or two
pages, and often in verses but also in prose), in which the authors grouped
and listed the names of modes and sub-modes, came into existence from the
14th century onwards.123 The first work of this type is a QaśƯdah by an
anonymous poet in 45 verses, which belongs to the verse/rhymed prose
category.
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This work had a crucial role in the establishment and development of Indian musical literature and was presumably the most referred to work and celebrated work on music in India.
123
The importance of grouping modes shows itself in Iranian art (classic) music in the form of
different radƯfs (order, grouping of dastgƗhs and their gǌšahs) by different musical authorities. It seems that this difference in opinions on grouping the modes decreased in Iran during
the 19th century through the dominance of MƯrzƗ ‘AbdallƗh’s radƯf. We can, however, still see
differences in grouping and order of gǌšahs in MƯrzƗ ‘AbdallƗh’s radƯf which are taught by
Iranian musicians today.
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Furthermore, as a consequence of the intensive discussions on alUrmawƯ’s treatise, al-AdwƗr, and his theory, a new type of treatise of
theoretical texts on music, which were called šarh̛̛ (commentary), began to
develop during the 14th century. According to the treatises and works that
have come down to us, writing šarh̞ within this category of texts began
during this century with one of the most important Persian commentaries on
al-AdwƗr (MašhҚǌn, 1373 H.Š./1994, vol. 1, p. 185), that is to say ‘ImƗd alDƯn YahҚyƗ b. AhҚmad KƗšƯ’s KitƗb al-AdwƗr and continued with XulƗśat alafkƗr fƯ ma‘rifat al-adwƗr by ŠihƗb al-DƯn ‘AbdallƗh SҚayrafƯ and alSamarqandƯ’s KitƗb al-AdwƗr.
This century was a notably productive and creative period as regards the
religious approach, and a number of prominent treatises on samƗ‘ were
written in Persian. Probably the most significant treatise written on samƗ‘
during this period is, in my judgment, the section on samƗ‘ of BƗxarzƯ’s
AwrƗd al-ah̞bƗb wa fuśǌs al-ƗdƗb, in which the author deals with almost all
aspects of the subject. For instance, there are separate chapters on such
topics as “the rules governing what garments should be put on in samƗ‘”,
“the explanation of crying in samƗ‘”, “the definition of terms used in samƗ‘
by musicians (qawwƗls)”. Dealing with these topics shows clearly a further
development of the treatment of the factual prose texts. This work is in fact
the most comprehensive work on samƗ‘ in Persian, and it can be regarded as
an encyclopaedic work on the subject samƗ‘.
Another important work written during the period is the chapter on samƗ‘
in MiśbƗh̞ al-hidƗyat wa miftƗh̜ al-kifƗyat by KƗšƗnƯ. This work is the most
quoted Persian work regarding samƗ‘. Even though the work is based on
SuhrawardƯ’s ‘AwƗrif al-ma‘Ɨrif, the chapter on samƗ‘ from the point of
view of contents, form and treatment of topics diverges remarkably from that
of SuhrawardƯ, which has made MiśbƗh̞ al-hidƗyat wa miftƗh̞ al-kifƗyat a
relatively good representative of the tendencies of its time. For example,
while some of the topics that were central in the earlier periods of the
development such as “the opinion of the religious leaders on samƗ‘”, “the
legality or illegality of samƗ‘” were treated very briefly in the work, the
topic “the rules of good conduct in samƗ‘” was treated comprehensively.
The subject samƗ‘ and the factual prose became so important and popular
that even in a biographical work like The Firaydǌn b. Ah̞mad SipahsƗlƗr’s
treatise on MawlƗnƗ JalƗl al-DƯn MawlawƯ’s biography (RisƗlah-i Firaydǌn
b. Ah̞mad SipahsƗlƗr dar ah̛wƗl-i MawlƗnƗ JalƗl al-DƯn MawlawƯ) or an
encyclopedic work like NafƗ’is al-funǌn, a whole chapter was devoted to the
subject. The chapter on samƗ‘ in the last mentioned work is, however, a
summarizing and rewriting of KƗšƗnƯ’s work MiśbƗh̞ al-hidƗyat wa miftƗh̜
al-kifƗyat. It should be pointed out that NafƗ’is al-funǌn is the only
encyclopaedia in Persian that deals with the subject samƗ‘ prior to the 16th
century.
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The newly-established category in both approaches of the genre, the
verse/rhymed prose category, was further developed through the two works,
i.e. a qaśƯdah by an anonymous poet and FaqƯh KirmƗnƯ’s matnawƯ.
With the collection of songs of the Mawlawiyyah path (t́arƯqah) another
new category of the religious approach, i.e. the collections of songs, was also
established. The work is the first and only work in this type of text of the
religious approach.
Briefly, according to the works that have come down to us, the 14th
century shows the following tendencies:
x an increase in the production of musical literature, particularly with nonreligious approach; 124
x the musical and musical literary exchanges with India and China intensified;
x as a result, particularly Indian and Persian musical literature affected each
other to a much larger extent than the previous century;
x the categories of the authors began to change and new types of authors,
e.g. musician-poets, musicians, music theorists and Sufi-poets, began to
participate more and more in the composition and writing of works in the
genre;
x the theoretical works on music reflect more the musical practice of their
time;
x commentary (šarh̛) writing theoretical treatises on music was established;
x the new category of texts “collections of songs” in the religious approach
was formed and established;
x the last period of the development of writing on the subject samƗ‘ came to
an end towards the close of the century;125
x new topics began to be treated in the both approaches of the genre.
All these developments suggest that the first Golden Age of Persian writing
on music begins with the 14th century.

The 15th century
Under the patronage of the Timurid court the development of court art
accelerated at the beginning of the 15th century. It was during the first half of
this century that the most important Persian treatises hitherto on music
124

During the 14th century as many works were written as throughout the whole of the 12th
and 13th centuries together.
125
After this century, which was one of the most important periods for the development of the
non-religious approach and its different categories in the region when some of the most celebrated works on samƗ‘ were written, the production in this class of approach almost totally
stopped, and it seems that it was to hibernate until the middle of the 16th century when once
again the discussions on the legality and illegality of samƗ‘ and music were to reawaken.
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theory were written, and despite the dominance of just one musician and
music theorist, namely ‘Abd al-QƗdir al-MarƗƥƯ, the first three decades of
the century represent the climax of the development that began with alŠƯrƗzƯ’s Durrat al-tƗj on music theory.
If the 10th century was the epoch of al-FƗrƗbƯ, and the 13th century the
epoch of al-UrmawƯ and consequently the epoch of Arabic writing on music,
the 15th century is undoubtedly the epoch of al-MarƗƥƯ and Persian writing
on the theory of music. Nevertheless, this century indeed marks the end of an
epoch concerning writing on music theory (see also below). During this
century the Greek-Islamic speculative, scientific and mathematically based
tradition, which was developed by al-KindƯ, al-FƗrƗbƯ and later al-UrmawƯ,
came to an end. With the beginning of the 16th century this approach to
music, which mainly focuses on topics such as intervals and the derivation of
intervals from strings of string instruments like barbat̛ and ‘ǌd, almost
vanished, and was replaced by a less speculative approach which produced
works that were easy to understand, e.g. by employing anecdotes, poems and
tas̜nƯfs.126
During the previous centuries the main groups of authors of treatises and
tracts on the theory of music consisted of scientists, encyclopedists,
philosophers, like al-RƗzƯ, al-ŠƯrƗzƯ, ƖmulƯ, whereas in the 15th century, in
particular, we witness a striking change in this regard, namely that musicians
and poet-musicians have totally taken over this literary activity and have
become the only classes of authors of theoretical treatises on music. It was,
to some extent, a result of the change in attitude towards music and writing
on music, in which music theory was no longer considered to be a part of
“the science of mathematics” but a musico-literary activity. After the 15th
century and as a consequence of the changes and developments during the
period, the musica practica approach was to be the dominant approach to
music theory, while the musica speculativa was to die out completely. We
can already see such tendencies in the treatises and tracts written during the
15th century.
Among the new topics that came to be more focussed on by music
theorists and writers during the 15th century can be mentioned:
126

A comparison between the topics treated in the treatises written prior to the 16th century
and after it will show this change of thinking about music theory. The first two treatises with
such a new way of writing on music theory in Persian are Bihjat al-rǌh̜ (in some Mss with the
heading Bihjat al-arwƗh̞) by a certain ‘Abd al-Mu’min SҘafƯ al-DƯn and a treatise on music
(RisƗlah-i mǌsƯqƯ) that is attributed to ‘Abd al-RahҖmƗn Sayf al-DƯn ƤaznawƯ. The use of
popular folk elements in other genres of art can also be seen in poetry and painting. (For
further information see Morrison [ShafƯ‘Ư KadkanƯ’s article] 1981; Canby 1999; Savory 1980;
ŠamƯsƗ 1362 H.Š. /1983). This development in musical literature was, partly, a result of the
engagement of poet-musicians and musicians in the writing of musical theoretical treatises.
This different way of writing on the theory of music has often been interpreted as the decline
of scientific writing on music in Persian by most scholars, among others Farmer (1940: 9),
BƯniš (1376 H.Š. /1997: 56), Farhat (1989: 5).
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x the musical forms [JƗmi‘ al-alh̞Ɨn, Šarh̛ al-AdwƗr, MaqƗśid al-alh̞Ɨn,
Mi‘mƗr’s treatise on music];
x practical instructions for performing music [JƗmi‘ al-alh̞Ɨn, Šarh̛ alAdwƗr, MaqƗśid al-alh̞Ɨn];
x different instrumental and vocal techniques [Šarh̛ al-AdwƗr];
x the names and short memoirs of the most celebrated music theorists and
musicians (Šarh̞ al-AdwƗr).
As was mentioned above, interest in musical form was enhanced, and
almost all significant treatises written during the century have a chapter on
that topic. The interest in form in music theoretical treatises can, in my
opinion, be a result of developing a more practically oriented music theory.
Moreover, it was, probably, a result of a strong demand among musicians of
that time for a clearer structure in music. This development can also be a
result of an increased diversification between instrumental and vocal forms
during this period. At any rate, the establishment of form as a significant
musical parameter in this category took place during this century.
Towards the end of the 15th century interest in the topic “musical
instruments” declined considerably. This tendency was to show itself
distinctly in treatises written in the 16th century, in which this topic almost
vanished. We can already observe this development in the works written
during the second half of the century and in the works of Mi‘mƗr and JƗmƯ.
These works hardly mention any other instrument than the ‘ǌd and then only
in connection with the intervals in their treatises.
Concerning the category of collections of songs of the non-religious
approach, only one work which was written by al-MarƗƥƯ has survived from
the century. This work, in which the melodic modes and rhythmic modes
that are employed for each song are mentioned, is, even in its present shape
and form, one of the most valuable works from this century. It was to be a
model for the works that were to be written during the 16th, 17th and 18th
centuries.
Judging by the works which have come down to us, the production of
tracts and treatises on samƗ‘ stopped almost totally. Even a poet-SufƯ like
JƗmƯ preferred to write on music theory rather than on samƗ‘. The
disappearance of the religious approach, that is to say samƗ‘, is to some
extent expected, because after the 14th century there was no longer any
reason to write on samƗ‘ which was accepted by almost all religious leaders
and authorities.127 However, I prefer not to draw any other conclusion before
further studies.
127

It is necessary to remember that the subject samƗ‘ emerged and was formed during the
religio-social circumstance of its being attacked by orthodox religious leaders, but during the
15th century, when the region enjoyed a religiously relaxed atmosphere, was different, and
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It should be pointed out that the development during the 15th century was
qualitative rather than quantitative, because, as we have seen, the number of
the works written during this century, judging by what has survived, did not
increase. Furthermore, four works were written by just one music theorist,
i.e. ‘Abd al-QƗdir al-MarƗƥƯ, and three out of these four works are so similar
to each other that they can be considered as one monumental work written
and revised by one person during different periods of his life.
Geographically, almost all significant treatises on music which were
written during the 15th century were produced in the northeastern part of the
Persian-speaking area, that is the area which was ruled by the Timǌrids. If
this area was the most important centre for the production of the treatises on
samƗ‘ during the 11th century, during the 15th century it again became the
most significant centre for the production of treatises on music theory. It is
obvious that the Timurid court played a decisive role in this regard.
To sum up, the first half of the century was the climax of Persian writing
on music theory. New topics, e.g. “musical forms” (the most important of
these new topics), “the explanation of beginning and ending a musical
piece”, “the names of virtuosos of this art”, began to be treated during this
century.
Nevertheless, the production of musical literature was reduced during the
second half of the century. It was a consequence of the almost total stop in
the production of works with the religious approach. One significant
development was the intensification of the mutual influences between
Persian and Turkish musical literature through the composition of the first
Persian music theoretical treatises in the Ottoman realm. The end of the
century was indeed the end of a period which can be called the classical
period of writing on music which had lasted for almost five centuries.

Periodization: Time and feature
In this final part of the last chapter I will suggest a time division in the
development of Persian musical literature written from the beginning of the
11th century to the end of the 15th century. The periodization which will be
suggested here is based on the classification that has been introduced at the
beginning of the chapter. Here, I shall attempt to define the most common
tendencies in each period of the development of each approach and category
of texts in order to trace the general features that are valid for the
development of the genre as a whole. It should be emphasized that the

almost all opposition to samƗ‘ had stopped. The subject was to re-emerge during the 16th
century when once again music and listening to music and thereby samƗ‘ were considered
unlawful activities.
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suggested periodization is based on works that have come down to us and on
our present knowledge of these works.

Micro periodization: periodization of the approaches
and their categories
Non-religious approach
Below, I am first going to deal with the periodization of the non-religious
approach and its five categories of texts and then the religious one and its
three different categories of texts.
Theoretical texts
This category of texts forms the main body of the works and treatises written
in the non-religious approach of the genre. According to my suggestion, we
can divide the development of the theoretical texts on music into two main
phases;
x the period from the first half of the 11th century and the writing of DƗnišnƗmah up to the second half of the 13th century or rather before the writing of Durrat al-tƗj;
x the period from the writing of Durrat al-tƗj up to end of 1500.
Here, I will borrow two terms from European music history to name and
distinguish these two main phases in the development of the theoretical texts
on music in Persian, namely the terms ars antiqua and ars nova.128 In my
opinion, these two borrowed terms well describe the developments that took
place during the period of almost five centuries that this dissertation has
studied. It should be emphasized that I will employ the terms in connection
with theoretical development in the first place. In other words, here the term
ars antiqua partly indicates the old music theory and ars nova the new music
theory. As regards the term ars nova, I believe, however, that the theoretical
development that took place during this period were the results of practical
developments in music as well as the changes of attitude towards writing
music theory. As far, however, as the practical developments in music are
concerned, it is difficult to prove that these developments took place due to
the lack of written music in the form of notes.
Ars antiqua

The ars antiqua period which began with the first Persian work on music
theory, DƗniš-nƗmah, is not a completely homogeneous period and during
128

In European music the terms ars nova is used of practical and theoretical development that
took place particularly in French music during the 14th century, as opposed to the ars antiqua
of the 13th century France.
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this period we witness different tendencies. Therefore, it can, in its own turn,
be divided into two different phases, an early phase which begins with
DƗniš-nƗmah during the first half of the 11th century and ends in the first
half of the 12th century, and a second phase which begins from the second
half of the 12th century up to the end of the 13th century, yet before the
composition of Durrat al-tƗj.
Perhaps the most general feature of the early phase of the ars antiqua is
the total dominance of musica speculativa and Greek-Arab developed music
theory. The two works from the first phase, DƗniš-nƗmah-i ‘AlƗ’Ư, Mujmal
al-h̞ikmah, clearly show this general characteristic tendency. Due to the fact
that Arabic musico-literary works were the main source of inspiration and
information for Persian authors during this phase. The direct impact of the
Arabic musical literature including its treatment of topics is constantly
present in the works written during this phase. Furthermore, translation was
the only way to write treatises and works during this early period of musical
writing in Persian.
As we have seen, no separate treatise or tract that was fully devoted to
music theory was, as far as we know today, written during this phase, and
the two surviving treatises formed parts of a larger encyclopedic works. This
is another striking feature of the first phase of the ars antiqua period. The
Persian authors not only translated from Arabic, but they also summarized
and abridged these works and this made conciseness another characteristic
feature of the works written during this phase.
In addition, we can clearly see the existence of two different and separate
views on music theory, i.e. the Aristotelian one which was to a large extent
employed in DƗniš-nƗmah-i ‘AlƗ’Ư and the Neo-Platonic one which was
applied in Mujmal al-h̞ikmah. In other words, in the first phase of the ars
antiqua the differences between the two existing views, i.e. the Aristotelian
and Neo-Platonic, in speculative music theory was clear.
The category of authors can also be a factor to be considered in the
characterization of the phase, because if we look at the background of the
authors we can observe that they were not professional musicians, but rather
scientists, mathematicians and philosophers. As a consequence, the works
were often written for students of science and philosophy and not for
musical students.
The second phase of the ars antiqua, which began during the second half
of the 12th century, can be considered as an intermediate phase between the
ars antiqua and the coming ars nova. The most characteristic feature of the
second phase is, in my judgment, the considerable decrease of the direct
influence and impact of Arabic music theoretical literature on Persian works.
I speak of direct influence because the works and treatises from this phase
are no longer direct translations or summarizations of Arabic works.
However, the indirect influence of Arabic music theoretical works, at least in
the early part of the phase, continued to a large extent. We can have a good
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example of such an indirect influence of Arabic works in H̓adƗ’iq al-anwƗr
fƯ h̞aqƗ’iq al-asrƗr and the discussion on intervals which forms a major part
of the work, and which, as already mentioned, is based on Ibn al-ZaylƗ’s
theory of the intervals. It should be pointed out that also the indirect Arabic
influence was to decrease considerably towards the end of the phase.
One interesting tendency during the second phase was that the Persian
authors from this phase began to discuss their local musical traditions as an
alternative to the dominated speculative approach to music theory in the
region. We can clearly see this tendency in works like AšjƗr wa atmƗr by
‘AlƗ’ Munajjim and RisƗlah-i musƯqƯ by NayšƗbǌrƯ. As a consequence of the
above-mentioned development, the first signs of a decrease in the dominance
of musica speculativa manifest themselves too. The two above-mentioned
works also display this characteristic feature.
The second phase of ars antiqua also shows another significant
development. It was during this phase that writing on music theory began
establishing itself as an independent musico-literary activity. MaraqƯ
KƗšƗnƯ’s treatise “On the science of music” (Dar ‘ilm-i mǌsƯqƯ) and RisƗlah-i
musƯqƯ by NayšƗbǌrƯ distinctly show this development which also
characterizes the phase.
Judging by the surviving treatises and works, the second half of the 13th
century was the most productive period of the second phase of the ars
antiqua period, while the production of works almost totally ceased between
1180 and 1260.
Ars nova

As has been discussed earlier, new approaches to music and music theory
appeared in the works written during the second half of the 13th century in
Arabic and later in Persian. This was presumably partly the result of the
fusion between the Greek-Arab-Islamic music theory tradition, which mainly
developed in Baghdad, and Persian music practice that had its base in the
local traditions of the area that today includes the XurƗsƗn province in Iran,
parts of Afghanistan and Transoxania. In other words, a new era in the
treatment of music theory dawned during this time.
The period ars nova begins with al-ŠƯrƗzƯ’s epoch-making section on
music theory in the encyclopaedia Durrat al-tƗj. This work, as pointed out
earlier, is a milestone in Persian writing on music theory. The work shows
some of the characteristic features of the earlier period, i.e. ars antiqua, of
which the most important are, the scientific and philosophical background of
the writers and the fact that it is part of an encyclopaedia. The work,
however, can be considered as the first work written during the ars nova
period, due to the following factors: 1) the comprehensive treatment of the
topics; 2) the originality of the ideas in the work and its independent attitude,
as well as the critical approach to the broadly accepted modal system in the
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region that was introduced by al-UrmawƯ; 3) its more music-practical based
approach to music theory than the three earlier encyclopedic works.
As for the whole period, we can characterize it in the following way:
x notable increase in production;
x considerable increase in the number of new topics (Durrat al-tƗj, NafƗ’is
al-funǌn fƯ ‘arƗ’is al-‘uyǌn, Kanz al-tuh́af, Ƥunyat al-munyat, JƗmi‘ alalh̞Ɨn, MaqƗśid al-alh̞Ɨn, Šarh̞-i AdwƗr, Mi‘mƗr’s music treatise);
x a more comprehensive treatment of the topics (Durrat al-tƗj, Šarh̞-i AdwƗr, MaqƗśid al-alh̞Ɨn, JƗmi‘ al-alh̞Ɨn);
x a noteworthy growth in the contribution of Persian music theoretical
works in the development of the category in the region (Durrat al-tƗj,
MarƗƥƯ’s treatises);
x encyclopedism definitely dies out;129
x the rise and dominance of new classes of the authors, i.e. poet-musicians,
musicians, poets, music theorists (the authors of Kanz al-tuh̞af, JƗmi‘ alalh̞Ɨn, MaqƗśid al-alh̞Ɨn, Šarh̞-i AdwƗr, NaqƗwat al-adwƗr, MaqƗs̞id aladwƗr, and two treatises on music, i.e. Mi‘mƗr, JƗmƯ);
x as a result of the above mentioned development, musica speculativa lost
its importance and dominance on a large scale and musica practica gained
much more ground among the authors130 (Kanz al-tuh̞af, JƗmi‘ al-alh̞Ɨn,
MaqƗśid al-alh̞Ɨn, Šarh̞-i AdwƗr, NaqƗwat al-adwƗr, MaqƗs̞id al-adwƗr,
al-Muxtaśar al-mufƯd fƯ bayƗn al-musƯqƯ wa uśǌl ah̞kƗm);
x the intensification of music theoretical exchanges with China and especially with India and, later, Anatolia (Ƥunyat al-munyat, FarƯd al-zamƗn
fƯ ma‘rifat al-alh̞Ɨn, Šarh̞-i AdwƗr,131 NaqƗwat al-adwƗr, MaqƗśid aladwƗr);
x the category of music theory became the most written category of all the
categories of the genre;
x the insertion of didactic and partly medical texts into the theoretical ones
(Kanz al-tuh́af, JƗmi‘ al-alh̞Ɨn, MaqƗs̞id al-alh̞Ɨn, Šarh̞-i AdwƗr.
Verse/rhymed prose, medical and didactic texts and collections of songs
The four texts categories which are here labeled as verse/rhymed prose,
medical, didactic and collections of songs are less frequent in the genre. A
total of five works were written in these four categories of texts, that is to
say one work in medicine (A Persian translation of TaqwƯm al-śih̞h̞ah), one
work in didactics (QƗbus-nƗmah), one work containing collection of songs
(al-MarƗƥƯ’s collection of songs), and two works in verse/rhymed prose
(RisƗlah-i þang and a Qas̛Ưdah). These works individually do not show any
129

NafƗ’is al-funǌn fƯ ‘arƗ’is al-‘uyǌn is the last encyclopedic work in Persian.
The treatment of new topics was a result of this development.
131
The presentation of a number of Chinese instruments.
130
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development of their own categories due to the fact there are too few works
to base a judgement concerning changes in the categories, but they give us a
better picture of the whole development of the non-religious approach.
As for medical texts, the only work of this type of text is just a translation
of a famous Arabic work; no original work was written in this category of
texts in Persian. The only treatise in the didactic category of texts, i.e.
QƗbǌs-namah, is, however, an original work and has its roots in Middle
Persian literature in a type of text that has been named pand-nƗmak and
andarz-nƗmak (book of counsels) literature. But to our knowledge music
was not treated in this type of text until the 11th century, i.e. in QƗbǌsnamah. These two categories of non-religious approach disappeared after the
first century of Persian musical literature, but most of the topics treated in
them (especially in the didactic texts) were to be absorbed in theoretical texts
of the 14th and 15th centuries.
The verse/rhymed prose category and the collections of songs were
established much later than the two above-mentioned categories in Persian
musical writing. Their emergence was a result of the rise of new classes of
authors in the genre, i.e. poet-musicians and professional musicians, which
took place during the 13th century.
Religious approach
Factual prose texts
As we have seen, the factual prose texts were the most common category
within the religious approach during the centuries under discussion. In terms
of my suggestion, we can divide the development of factual prose texts into
two distinctive phases:
x the initial period which covers nearly the whole of the 11th and 12th centuries;
x the climax of the factual prose texts which begins with Najm al-DƯn KubrƗ’s short but significant treatise ƖdƗb al-śǌfiyyah and lasts to the end of
the 14th century.
According to the works and tracts available to us, at the beginning of the
15th century all activity regarding writing on samƗ‘ ceased and a period of
silence began which lasted to the middle of the 16th century.
Initial period

The early period of the development of the factual prose category began
during the first half of the 11th century and ended in the late half of the 12th
century. In order to get a more correct picture of the development, we can
divide the initial period into three separate phases.

217

The first phase, which can be regarded as the opening phase of the initial
period, began with the composition of the earliest treatise on samƗ‘ (i.e.
MustamlƯ’s commentary on KalƗbƗĪƯ’s Ta‘arruf li-maĪhab al-taśawwuf)
during the first half of the 11th century and ended in ca 1070, to be exact,
before the composition of Kašf al-mah̛jǌb. During this phase, the impact of
Arabic works is more or less obvious on Persian ones. Beside the abovementioned work, the first Persian translation of QušayrƯ’s treatise also
belongs to this early period.
The second phase, which can be considered as the zenith of the initial
period, began with the composition of Kašf al-mah̛jǌb and lasted to the
middle of the 12th century, or rather, down to the composition of al-Tas̚fiyah
fƯ ah̚wƗl al-mutas̜awwifah by ‘AbbƗdƯ. The most important works of the
initial period, to wit Kašf al-mah̛jǌb and KƯmiyƗ-yi sa‘Ɨdat, were written
during this phase. One noticeable development which took place at this time
was the emergence of a new class of writers, i.e. theologians, writing factual
prose on samƗ‘.
The third and last phase of the initial period was a period of inactivity and
silence which lasted ca fifty years or the whole of the second half of the 12th
century. According to our present knowledge, no work or treatise was
written during this period.
As a whole, we can characterize the initial period of the development of
the factual prose texts in the following way. The category of factual prose
texts was the most common category of the genre. Contrary to the theoretical
category of the non-religious approach, the factual prose texts from the
beginning played a relatively important role in the development of the
religious approach and the genre in the region. The direct impact of Arabic
in this category is less noticeable in comparison to music theoretical texts.
The class of authors of the works consists of two types of writers, namely
theologians and Sufis. As we have seen theologians dominated the classes of
writers on sama‘ in the later part of the period and actually the two last
works of the period, KƯmiyƗ-yi sa‘Ɨdat and al-Taśfiyah fƯ ah́wƗl almutaśawwifah, were written by theologians. All the works written during the
initial period were parts of larger works on Sufism and indeed no treatise or
work which was entirely devoted to the factual prose texts was written
during the period.
The most common topics in this category during the period were: “the
definition of samƗ‘”, “different opinions of religious leaders and authorities
about samƗ‘”, “defence of samƗ‘-sessions and their legality (through the
Koran, MuhҖammad’s traditions, the early Islamic leaders and authorities)”
and “the rules of (good conduct in) samƗ‘”. The last-mentioned topic always
formed the last part of the chapter or section of the works and it was almost
always treated briefly. If we look at the three surviving works from this
period, Kašf al-mah́jǌb, KƯmiyƗ-yi sa‘Ɨdat, al-Tas̚fiyah fƯ ah̛wƗl almutis̚awwifah, we can notice this tendency.
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The climax

The second period of the development of factual prose texts was the most
productive and creative period of the category in Persian, and indeed the
production of works was redoubled in comparison to the earlier phase. The
period began with a section on samƗ‘ of Najm al-DƯn KubrƗ’s concise
treatise ƖdƗb al-s̚ǌfiyyah and lasted into the second half of the 14th century.
One of the most significant features of the period was that the authors made
less use of the Koran and Muhammad’s Traditions and the speeches of
religious and Sufi leaders, and instead focused on the social and ritual
aspects and rules of samƗ‘. Furthermore, the authors of the 13th and 14th
centuries argued more rationally (During EI, s.v. SamƗ‘).
It was during this phase that there was written the first and only Persian
factual prose work that was entirely devoted to the subject samƗ‘, “The
treatise on the secret of samƗ‘” (RisƗlah-i sirr-i samƗ‘) by ‘AlƗ’ al-Dawlah
SimnƗnƯ. The development indicates that the factual prose category was
definitely established and was recognized as a religio-musical literary form.
Another noticeable development was the introduction of this category in
India through works like the first Persian translation of ‘AwƗrif al-ma‘Ɨrif
and Ma‘dan al-ma‘ƗnƯ. Nevertheless, it should be pointed out that the works
written in India were generally not appropriate representatives of the
tendencies of their time.
One of the main characteristics of the period was the comprehensive
treatment of the topic “the rules of good conduct in samƗ‘-sessions”. The
authors began to deal with this topic much more comprehensively and
exhaustively than in the earlier period and it became the main topic of the
category. As a consequence, topics like “the beauty of song”, “the positive
opinions of religious leaders and Sufi authorities on samƗ‘”, “the legality of
samƗ‘” lost their central roles in this category and they were either treated
briefly in the beginning of the works, for example in MiśbƗh̜ al-hidƗyat wa
miftƗh̜ al-kifƗyat by ‘Izz al-DƯn MuhҖammad b. ‘AlƯ KƗšƗnƯ and AwrƗd alah̛bƗb wa fus̛ǌs̛ al-ƗdƗb by Abǌ al-MafƗxir YahҖyƗ BƗxarzƯ, or disappeared
totally from the works, for instance in ƖdƗb al-s̚ǌfiyyah by Najm al-DƯn
KubrƗ, or were shifted from the initial part of the work (chapter or section)
to the last part where they were treated briefly, for example in H̕adƯqat alh̚aqƯqat by AhҖmad JƗm. Moreover, new topics begin to be taken up and
discussed during the period. Among these topics can be mentioned “the
commentary on the terms (that are used by) the singer and musician at
samƗ‘”, “the explanation of the true nature of tearing at samƗ‘” in YahҖyƗ
BƗxarzƯ’s treatise and “the benefits of samƗ‘” in ‘Izz al-DƯn MuhҖammad b.
‘AlƯ KƗšƗnƯ’s work.
Broadly speaking, the treatises and works from this period are either more
comprehensive or focused more on one or two specific topic/s. And indeed

219

the most comprehensive work on samƗ‘ in Persian, viz. YahҖyƗ BƗxarzƯ’s
treatise, was written during the phase.
New classes of authors also appeared and the subject samƗ‘ began to be
treated in other type of works than religio-Sufi works, to be exact, in the
encyclopaedic work NafƗ’is al-funǌn fƯ ‘arƗ’is al-‘uyǌn by ƖmulƯ. It
displays the increased popularity of the subject and of factual prose texts
among the writers of the genre in this period.
As we have seen, the production of factual prose treatises and tracts on
samƗ‘in Persian almost ceased during the 15th century.132
Texts in verse/rhymed prose and collections of songs
A total of four works in two other categories of texts of the religious
approach, i.e. texts in verse/rhymed prose and collections of songs, were
composed between the 11th and 15th centuries. In these two categories,
collections of songs were the least frequent ones, while a few tracts were
composed in the verse/rhymed prose category.
As early as during the first century of Persian musical literature the first
attempt to introduce the category of verse/rhymed prose texts was made by
al-AnsҖƗrƯ in S̚ad maydƗn. Even though we come across verses in the prose
works from the 11th century onwards,133 we have to wait almost two
centuries for the next work entirely written in verse on samƗ‘, i.e. Kanz alrumǌz. During the 14th century another work in verse, viz. T̚arƯqat-nƗmah by
FaqƯh KirmƗnƯ, was written in Persian. After this century, this category of
texts ceased to exist. Generally, we can state that the category was
established during the 13th century when the class of authors began to change
and a new class, Sufi-poets, established itself. The topics treated in this
category were under the strong influence of the factual prose texts of the
period in which they were composed.
As for the category of collections of songs, only one work of this type
was written during the five centuries this study has dealt with, and it is, as
mentioned, the least written category using the religious approach. Although
we are not altogether sure about the exact date of composition of this
collection, it was probably written during the second half of the 14th century
when the only Ms of the work was copied and when writing on samƗ‘
became very popular.

132

The production of works in Arabic, however, continued even during the 15th century and a
few insignificant works were written. Among these works can be mentioned: Al-AnsҘƗrƯ’s
commentary on the al-RisƗlah al-Qušayriyyah, Ibn Zaƥdǌn’s Farah̚ al-samƗ‘bi ruxs̜ al-samƗ‘
(for more information about these works see Shiloah 1979: 59 and 227).
133
For example, there are verses in Kašf al-mah̚jǌb (Arabic verses), KƯmiyƗ-yi sa‘Ɨdat,
H̚adƯqat al-h̚aqƯqah (both in Persian and Arabic).
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Macro periodization: periodization of the genre
Despite different parameters and models in periodization of each of the two
above-mentioned approaches and their categories of texts, there are some
prevalent features which bind them together and which make them constitute
a literary genre. We can with the help of these characteristic features
periodize the development of the genre regardless of its approaches and
categories.
According to my suggestion, the development of the genre can be divided
into five distinctive periods:
1. The initial period: ca 1000-1110
The most distinctive features of the period are, as we have seen, that the
direct impact of Arabic musical literature was perceptible during the whole
period. Consequently, most of the works were translations or abridgements
of Arabic works and treatises. Because of social, religious and even political
circumstances, the religious approach and the category of factual prose texts
were predominant in this period.134 The genre had not yet been recognized as
an independent literary genre, and all the works written during the period
formed minor parts, sections or chapters of larger works. As a result, almost
all works from this period were brief and concise in comparison to later
periods.135
Last but not least, the writers of the genre consist of scientists,
philosophers and Sufi authorities.
2. The first intermezzo: ca 1110 up to 1175
This period which lasted ca sixty years was a period of decline. The
production of works and treatises in both approaches was remarkably
reduced. The only work of which we are sure about its date of composition
during the period is al-Tas̚fiyah fƯ ah̚wƗl al-mutas̜awwifah by ‘AbbƗdƯ.136
3. The period of establishment: ca. 1175-1299
This period began with the first Persian original work on music theory which
was not translation or abridged Arabic work, namely H̓adƗ’iq al-anwƗr fƯ
h̞aqƗ’iq al-asrƗr by Faxr al-RƗzƯ and Najm al-DƯn KubrƗ’s significant
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Of a total of eight works surviving from this period five belong to the religious approach
and three to the non-religious.
135
The only exception in this regard is HujwƯr’s Kašf al-mah́jǌb.
136
The average time distance between the composition of works and treatises during the
earlier period was 15 years (regardless of their approaches).
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treatise “The rules of good conduct (ƖdƗb) of the Sufis” on the subject
samƗ‘.
The most notable feature of the period was that Persian musical literature
became more and more independent. This development particularly
accelerated by the fall of Abbasid Empire and the capture of Baghdad by the
Mongols, when the Arabic language and its influence and dominance
reduced considerably in the region, and Persian began to play a more
creative and important role in the development of musical literature. As a
result of the decreased influence of Arabic musical literature on particularly
the musical theory category of texts, more original works were written in
Persian. Thanks to this development, musical literature was established as an
independent genre in Persian through the writing of treatises and works that
are entirely devoted to one of the categories of the genre.
There was a tendency among some of the authors of the period to treat the
topics more individually137 and the focus shifted from some topics to other
ones.
Another development, which would clearly manifest itself later in the
next period, was the emergence of new classes of writers, i.e. Sufi-poets and
musician-poets. As a result, a new category of texts, texts in verse/rhymed
prose, was established. The development was to have a significant impact on
the choice of topics and the treatment of them.
4. The first Golden Age: ca 1300-1435
In my periodization of the Persian musical literature, the period which began
with ŠƯrƗzƯ’s Durrat al-tƗj and BƗxarzƯ’s AwrƗd al-ah̞bƗb wa fuśǌs al-ƗdƗb
and ended with the death of al-MarƗƥƯ forms the first Golden Age of the
genre in Persian literature. The period, which lasted ca 130 years, had as
characteristic features that the variety of the topics increased and many new
topics in both the religious and non-religious approach began to be dealt
with by the writers.
From this period, the impact of Persian musical literature on neighbouring
regions began.138 The area that was deeply affected by Persian influence was,
in the first place, the Indian sub-continent, but the influence even reached
parts of Minor and Central Asia.
The changed political, religious and social circumstances in the region
resulted in the dominance of the non-religious approach and specifically of
the theoretical category.
Generally, it was the most productive period during the five centuries that
this dissertation has studied. The average time distance of composition
137

The ƖdƗb al-s̛ǌfiyyah by Najm al-DƯn KubrƗ is the clearest example of this tendency.
This impact was to endure for almost four centuries or to be more exact before the emergence of European influence.
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between the works was ca eight years during the period, while during the
most productive earlier period it was 15 years.
One of the most noticeable changes and at the same time a characteristic
feature of the period was that poet-musicians, poet-Sufis and musical
practitioners almost totally replaced the earlier classes of writers of the
genre. The immediate consequence of this development was that new topics
began to be treated.
Furthermore, the most comprehensive and influential and important
works in the genre, not only in Persian-speaking areas but in the whole
region, were written during the period.
5. The second intermezzo: ca 1435-1500
The period which began after the death of al-MarƗƥƯ and ended with the
death of JƗmƯ in 1497 was a period of decline in production. Probably, one
of the most significant changes which took place during the period was the
total stop in the production of works and treatises in all categories of the
genre except the musical theoretical one. In addition, no new ideas or
theories were introduced during the period, and all treatises and works were
based on the ideas and theories that were presented during the previous
period.
As we have seen, the number of topics treated in the works was also
considerably reduced. However, it was during this period that the impact of
Persian musical literature on Ottoman Turkish became clearer. As a result,
the two first treatises on musical theory, i.e. NaqƗwat al-adwƗr by one of alMarƗƥƯ’s sons and MaqƗśid al-adwƗr by the grandson of al-MarƗƥƯ, were
written within the territory of the Ottoman Empire.139
This “intermezzo” led up to a period of intensification concerning the
production of Persian musical literature which runs from the 16th century to
the beginning of the European influence towards the end of 19th century.
Already from the end of the 15th century we can observe the beginning of
crucial changes and developments that will determine the direction of
musical writing in coming centuries.

139
It is possible that these two works are just another versions of al-MarƗƥƯ’s main work
‘JƗmi‘ al-alh̚Ɨn, re-written by his son and grandson in order to find a job at the court of the
Ottomans sultans.
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Epilogue

At the beginning of the 16th century, the region was divided into three main
political zones, i.e. the Ottoman realm, the SҖafawƯd realm and the Mogul
realm, and interest in the Persian language and its literature was to be a
common cultural characteristic and tendency within these three realms from
the 16th century up to the 19th century.140 This geographical expansion of
Persian literature is an explanation of the increase in the production and the
flourishing of new ideas in Persian literature after the 16th century.
Concerning writings on music, we shall meet new tendencies within the
musical theoretical texts, which were to diverge radically from the GreekIslamic-Arabic scientific and mathematical tradition. After a period of tacet,
the religious approach appeared once again, and this time other subjects of
approach, e.g. the religious illegality of music, were treated. The impact of
Persian on its neighbouring regions was to continue and even grow,
particularly in northern India. Shortly, a new important and exciting period
in the development of Persian musical literature was to begin, a period which
was, according to Massoudieh’s catalogue, to be the most productive one in
Persian musical literature, and at the same time a period that has been the
least studied and the most prejudged. This was a period when neighbouring
regions were to play a more pivotal role in the development of the genre than
the earlier periods, and a period when the European impact was to begin.
I hope that the existing prejudice against this period will successively
decrease, and more serious research about the period will begin. As the first
step, it is crucial that more works from this period be critically edited and
published. This important step will help us towards a better understanding of
the period and thereby the process of the development of Persian writings on
music in particular.
I also hope that the libraries where these treasures have been lying for
decades will use new technology and be more willing to allow scholars and
specialists to have access to manuscripts of these works, and that they do not
let these treasures lay there year after year and century after century without
being used. They are part of mankind’s intellectual achievement and do not
140

Perhaps, we can add a minor political zone in these main zones, i.e. Transoxania and parts
of the Central Asian area, which was ruled by Turkish-Uzbek dynasties and which was also to
play a minor role in the development of Persian during some periods of the time between the
16th and 18th centuries.
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belong only to a nation, a country or a group of people, but are also a legacy
that has been left to all of us humans.
My hope is that this study will be continued and include the period from
1500 up to 1800 AD. Although such a study seems very problematic just
now because of the huge bulk of materials and works from this period and
the lack of enough edited and published works, I believe that such a study
will remove many ambiguities and prejudgments as well as answer many of
our questions about the rise and decline of Persian writing on music. As long
as we do not have such a total picture of the development, which also
includes the period between 1500 and 1800, our understanding of the
development of Persian writings on music is incomplete.
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 Theoretical texts
 Didactic texts
 Medical texts
 Verse/rhymed prose texts
 Collections of songs

Categories of texts

Non-religious approach

Persian writing on music

 Factual prose texts
 Verse/rhymed prose texts
 Collections of songs

Categories of texts

(SamƗ‘)

Religious approach

A chart of the classification of Persian writing on music

Appendix 1

Appendix 2

A list of the most frequently treated topics
in Persian writings on music
(1000-1500 AD)
Non religious approach
Theoretical category
x
x
x
x
x
x
x
x
x

x
x
x
x
x
x
x
x
x

x
228

Etymology of the word music
Definition of the science of music
Origin/definition of music
Innovators of music
Definition of sound
Production of sound (by musical instrument and human beings)
Causes of acuteness and gravity of notes
Definition/explanation/names/rank of modes, scales, cycles of
modes (maqƗm, pardah, ƗwƗz, šu’bah)
Definition of intervals/explanation of different types of them
(ab‘Ɨd, jins, jam‘,dissonance, consonance, iz̛ƗfƗt), transposition
of intervals (t̞abaqƗt)
Connection between strings and intervals and derivation of intervals from the musical instruments
Notes/combination of notes (ta’lƯf)
Ornamentation
Instructions on composition of melody
Definition of rhythm
Various types of rhythm
Connection between melody and rhythm
Musical forms
Musical instruments (construction of musical instruments/ tuning
of musical instruments/ names of strings of musical instruments/
classification of musical instruments)
Advice on performance and practicing of music (advice on performance of different types of music/ advice on the time of per-

x
x
x

formance of music/advice on performance of music for different
races and persons/advice on exercising music
Impact of music on the soul
Connection of music with other subjects
Recording of music

Category of collections of songs
x

Secular Songs (non-religious approach)

Didactic category
x
x
x
x

The behaviour of a musician
The choice of modes for various occasions and times of the day
The choice of modes in a performance
The choice of rhythmic and melodic modes for different types of
people (races, ethnic groups) and with different natures

Medical category
x
x

The definition of melody and the effect of various types of
melodies on soul and body
The definition of rhythm and the effect of various types of
rhythm on soul and body

Verse/rhymed prose category
x
x

The Names of main modes, auxiliary modes (non-religious approach)
The names of instruments (non-religious approach)

Religious approach
Factual prose category
x
x
x
x
x
x
x

The beauty of voice
The definition of samƗ‘
Different classes of listeners and to which classes the samƗ‘are
permitted or forbidden
Different degrees of samƗ‘
The opinions of religious leaders and authorities on samƗ‘
The legality or illegality of samƗ‘
Classification of various types of samƗ‘
229

x
x
x
x
x
x

The rules of good conduct in samƗ‘
The rules of dance in samƗ‘-sessions
The rules of the tearing of garments in samƗ‘-sessions
SamƗ‘ of sufi leaders
Benefits of samƗ‘
The effect of samƗ‘on people in different psychological conditions

Category of collections of songs
x

Sufi Songs

Verse/rhymed prose category
x
x
x
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The definition of samƗ‘
On appreciations of samƗ‘
The rules of good conduct in samƗ‘

Appendix 3

Classification of Persian works on music
(1000-1500 AD)

The Initial Period: ca 1000-1110
Total: 9
1
DƗniš-nƗmah-i ‘AlƗ’Ư
Abǌ ‘AlƯ al-HҚusayn b. ‘Abd-AllƗh b. SƯnƗ & Abǌ ‘Ubayd ‘Abd al-WƗhҚid b.
MuhҚammad b. al-JǌzjƗnƯ
Approach:
Category:
Date:
Place:
Dedicated:
Mss:
Published:

non-religious
theoretical
between 1023 and 1046
IsѽfahƗn
‘AlƗ’ al-Dawlah of the KƗkǌyids
18
1941, 1992

2
Šarh̞-i KitƗb al-Ta‘arruf li-maĪhab Ahl al-Tas̞awwuf
Abǌ IbrƗhƯm IslmƗ‘Ưl b. MuhҚammad b. ‘Abd-AllƗh al-MustamlƯ
Approach:
Category:
Date:
Place:

religious
factual prose
during the first half of the 11th century
BuxƗrƗ
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Written for: the author’s companions
Ms:
1
Published: in India 1912

3
S̓ad MaydƗn
Abǌ IsmƗ‘Ưl ‘Abd-AllƗh al-AnsҚƗrƯ al-HarawƯ
Approach:
Category:
Date:
Place:
Written for:
Mss:
Published:

religious
verse/rhymed prose
448/1057
HarƗt
the author’s disciples
4
1962

4
Kašf al-Mah́jǌb li-ArbƗb al-Qulǌb
Abul-Hҏasan ‘AlƯ b. ‘UtmƗn b. ‘AlƯ al-ƤaznawƯ al-JullƗbƯ al-HujwƯrƯ

Approach:
Category:
Date:
Place:
Written for:
Mss:
Published:

religious
factual prose
between 1065 and 1076
(probably) Lahore
a certain Abǌ Sa‘Ưd al-HujwƯrƯ
4
in Russian 1926

5
QƗbǌs-nƗmah
‘UnsҚur al-Ma‘ƗlƯ KaykƗwǌs b. Iskandar b. QƗbǌs b. WušmgƯr b. ZiyƗr
Approach: non-religious
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Category:
Date:
Place:
Written for:
Mss:
Published:

didactic
475/1082
the province of TҏabaristƗn
the author’s son, GƯlƗn-ŠƗh
53
1868, 1916, 1922, 1951(in England), 1963, 1964, 1985

6
Tarjumah-i RisƗlah-i Qušayriyyah
Abǌ ‘AlƯ al-HҚasan b. AhҚmad al-‘UtmƗnƯ
Approach: religious
Category: factual prose
Date:
during the second half of the 11th century
Place:
(probably) NayšƗbǌr
Translated for: Ms:
1
Published:
1967

7
KƯmiyyƗ-yi Sa‘Ɨdat
Abǌ HҏƗmid MuhҚammad b. MuhҚammad b. MuhҚammad b. AhҚmad al-ƤazƗlƯ
(al-ƤazzƗlƯ) al-TҏǌsƯ
Approach:
Category:
Date:
Place:
Written for:
Mss:
Published:

religious
factual prose
(finished) 1106
NayšƗbǌr
ordinary people
189
1862, 1871, 1874, 882, 1894, 1976

8
233

[A Translation of] TaqwƯm al-S̞ih̞h̞ah
Translator: anonymous
Approach:
Category:
Copied:
Place:
Dedicated:
Mss:

non-religious
medical
? (written before 1123; probably during the 11th century )
?
?
3 (the oldest copy is from 517/1123)

9
Mujmal al-H̓ikmah
Translator: anonymous
Approach:
Category:
Date:
Place:
Written for:
Mss:

non-religious
theoretical
before 608/1211; presumably during the 11th century
(probably) the province of XurƗsƗn
?
42 (the oldest Ms was copied in 608/1211)

The First Intermezzo: ca 1110-1175
Total: 1
1
Al-Taśfiyyah fƯ Ah̞wƗl al-Mutis̞awwifah
Qutѽb al-DƯn AmƯr MansҚǌr al-Muzaffar b. AbƯ al-Hҏusayn b. ArdašƯr b. AbƯ
MansҚǌr al-‘AbbƗdƯ
234

Approach:
Category:
Date:
Place:
Written for:
Ms:
Published:

religious
factual prose
during the first half of the 12th century
?
ordinary people
1
1968

The Period of Establishment: ca 1175-1299
Total: 10
1
H̞adƗ’iq al-AnvƗr fƯ H̝aqƗ’iq al-AsrƗr or JƗmi‘ al-‘Ulǌm
Faxr al-DƯn Abǌ ‘Abd-AllƗh MuhҚammad b. ‘Umar b. Al-Hҏusayn al-RƗzƯ
Approach: non-religious
Category: theoretical
Date:
the last redaction was completed 575/1179 (Tauer, 1968:
480)
Place:
the province of XurƗsƗn
Dedicated: written at the command of the KhwƗrazm-ŠƗh ‘AlƗ’ al-DƯn
Takaš
Mss:
40
Published: 1993

2
Tarjumah-i RisƗlah-i Qušayriyyah
Translator: Anonymous
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Approach:
Category:
Date:
Place:
Written for:
Ms:

religious
factual prose
during the second half of the 12th century
KirmƗn
1

3
ƖdƗb al-S̞ǌfiyyah
Abǌ ‘AbdallƗh AhҚmad b. ‘Umar b. Muhѽammad b. ‘AbdallƗh XaywaqƯ
XwƗrazmƯ (known as Najm al-DƯn KubrƗ)
Approach: religious
Category: factual prose
Date:
towards the end of the 12th century and more probably at
the beginning of the 13th century
Place:
the province of XwƗrazm
Written for: Mss:
6
Published: in France 1960, in Iran 1984

4
[A translation of] Ih́yƗ’ ‘Ulǌm al-DƯn
Translation: Mu’ayyid al-DƯn MuhҚammad XwƗrazmƯ
Approach:
Category:
Date:
Place:
Written for:
Mss:
Published:

religious
factual prose
620/1223
Delhi
Abǌ Sa‘Ưd Muhѽammad al-JunaydƯ
18
1972, 1973, 1980, 1986

5
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Dar ‘Ilm-i MǌsƯqƯ
AfzҖal al-DƯn Muhѽammd b. Hҏusayn MaraqƯ KƗšƗnƯ or KƗšƯ (known as BƗbƗ
AfzҖal)
Approach:
Category:
Date:
Place:
Written for:
Mss:
Published:

non-religious
theoretical
before 1268
KƗšƗn
?
5
1952-1958

6
H̓adƯqat al-H̓aqƯqat
Abul-FathҚ MuhҚammad b. Mutѽahhar b. AhҚmad-i-JƗm
Approach:
Category:
Date:
Place:
Written for:
Mss:
Published:

religious
factual prose
642/1244
the province of XurƗsƗn
?
2
1944

7
RisƗlah-i Sirr-i SamƗ‘
Ahѽmad b. MuhҚammad b. Ahѽmad BiyƗbƗnƯ (known as ‘AlƗ’ al-Dawlah
SimnƗnƯ)
Approach:
Category:
Date:
Place:
For:
Ms:

religious
factual prose
(probably) toward the end of the 13th century
SimnƗn
one of the author’s pupils
1 (copied in 687/1288)
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8
[A translation of] ‘AwƗrif al-Ma‘Ɨrif
Translator: IsmƗ‘Ưl b. ‘Abd al-Mu’min Abǌ MansҚǌr MƗšƗĪah
Approach: religious
Category: factual prose
Date:
665/1266 (MunzawƯ [vol. II: 1])
Place:
India
Dedicated: ‘Abd al-SalƗm SƯxƯ KƗmnawƯ
Mss:
6

9
AšjƗr wa AtmƗr or AtmƗr wa AšjƗr also Tamarah wa Šajarah
‘Ala’ al-DƯn ‘AlƯ-ŠƗh b. MuhҚammad b. QƗsim al-XwƗrazmƯ al-BuxƗrƯ
Approach:
Category:
Date:
Place:
Written for:
Mss:

non-religious
theoretical
between 679/1280 and 691/1292
?
Šam al-DƯn MuhҖammad b. Sayf al-DƯn AhҖmad MubƗrakšƗh
79

10
Kanz al-Rumǌz
AmƯr HҏusaynƯ HarawƯ
Approach:
Category:
Date:
Place:
Written for:
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religious
verse/rhymed prose
towards the end of the century
(probably) Mǌltan
-

Mss:
35
Published: 1989

The First Golden Age: ca 1300-1435
Total: 23
1
Durrat al-TƗj li-Ƥurrat al-DubƗj (al-DabƗj)
Qutѽb al-DƯn MahҚmǌd b. Mas‘ǌd al-ŠƯrƗzƯ
Approach:
Category:
Date:
Place:
Dedicated:
Mss:

non-religious
theoretical
between 693/1293 and 699/1299-1300
the province of GƯlƗn
DubƗj b. FƯl-ŠƗh
52

2
RisƗlah-i MǌsƯqƯ
(A certain) MuhҚammad b. MahҚmǌd b. MuhҚammad NayšƗbǌrƯ
Approach:
Category:
Date:
Place:
Dedicated:
Ms:
Published:

non-religious
theoretical
?
the province of XurƗsƗn
1 (copied in 663/1264)
1965, 1995
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3
RisƗlah-i Firaydǌn b. Ah̞mad SipahsƗlƗr dar Ah̞wƗl-i MawlƗnƗ JalƗl alDƯn MawlawƯ
Firaydǌn b. AhҚmad known as SƯpahsƗlƗr
Approach:
Category:
Date:
Place:
Written for:
Mss:

religious
factual prose
720/1320 (according to Nicholson and NafƯsƯ)
Qawniyah
3

4
AwrƗd al-Ah̞bƗb wa Fus̞ǌs al-ƖdƗb
Abu al-MafƗxir YahҚyƗ BƗxarzƯ
Approach:
Category:
Date:
Place:
Written for:
Mss:
Published:

religious
factual prose
724/1323
BuxƗrƗ
sufi disciples and devotees
2
1946

5
Mis̞bƗh̞ al-HidƗyat wa MiftƗh̞ al-KifƗyat
‘Izz al-DƯn MuhҚammad b. ‘AlƯ KƗšƗnƯ
Approach:
Category:
Date:
Place:
Written for:
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religious
factual prose
before 1334
(probably) IsҖfahƗn
-

Mss:
9
Published: 1944

6
RisƗlah-i ýang
SirƗj al-Millat wa-al-DƯn QamarƯ QazwƯnƯ
Approach:
Approach:
Date:
Place:
Written for:
Ms:

non-religious
verse/rhymed prose (?)
during the first half of the 14th century
?
?
1

7
NafƗ’is al-Funǌn fƯ ‘ArƗ’is al-‘Uyǌn
Šams al-DƯn MuhҚammad b. ƖmulƯ HҏanafƯ
Approach:
Category:
Date:
Place:
Dedicated:
Mss:
Published:

religious/non-religious
factual prose and theoretical
between 740/1339 and 742/1341
ŠƯrƗz
JamƗl al-DƯn Abǌ IshҚƗq Ʈnjǌ
28 (which have the chapters on music theory and samƗ‘)
1959

8
KitƗb al-AdwƗr
Translator: ‘ImƗd al-DƯn YahҚyƗ b. AhҚmad KƗšƯ (KƗšƗnƯ) al-QƗzѽƯ
Approach: non-religious
Category: theoretical
Date:
746/1345
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Place:
For:
Mss:

probably ŠƯrƗz
JamƗl al-DƯn abǌ IshѽƗq Ʈnjǌ
4

9
T̓arƯqat-nƗmah
XwƗjah ‘ImƗd al-DƯn ‘AlƯ FaqƯh KirmƗnƯ
Approach:
Category:
Date:
Place:
Dedicated:
Mss:
Published:

religious
verse/rhymed prose
ca 756/1355
?
AmƯr MubƗriz al-DƯn Nuhѽmmad Muzaffar
2
1995

10
Kanz al-Tuh̞af
Hҏasan KƗšƗnƯ
Approach:
Category:
Date:
Place:
Dedicated:
Mss:
Published:

non-religious
theoretical
between 1340-1362 or 1387
ŠƯrƗz or IsѽfahƗn
ƤiyyƗt al-DƯn
5
1992

11
XulƗs̛at al-afkƗr fƯ ma‘rifat al-adwƗr
By a certain ŠihƗb al-DƯn SқayrafƯ
Approach: non-religious

242

Category:
Date:
For:
Ms:

theoretical
some times between (757/1356 – 776/1374)

SultѽƗn Uways
1 (missing)

12
Ƥunyat al-Munyah
Anonymous
Approach:
Category:
Date:
Place:
For:
Mss:

non-religious
theoretical
776/1374
Gujarat (India)
IbrƗhƯm Hѽѽasan Abǌ RajƗ
2

13
KitƗb al-AdwƗr
Lutѽf-AllƗh b. MuhҚammad b. MahҚmǌd b. MuhҚammad b. As‘ad al-SamarqandƯ
Approach:
Category:
Date:
Dedicated:
Mss:

non-religious
theoretical
778/1376
AmƯrzƗdah SayyadƯ
2

14
Ma‘dan al-Ma‘ƗnƯ
Šaraf al-DƯn AhҚmad b. YahҚyƗ ManƝrƯ
Approach: religious
Category: factual prose
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Date:
Place:
For:
Mss:

before 1380
the province of Bengal (India)
7

15
A Qas̞Ưdah
Anonymous
Approach:
Category:
Date:
Place:
Dedicated:
Ms:

non-religious
verse/rhymed prose
785/1383
?
1

16
TarƗnah-hƗ-yi Mawlawiyyah
Collector: anonymous
Approach:
Category:
Date:
Place:
For:
Ms:

religious
collections of songs
presumably during the 14th century
?
1 (copied in 799/1396)

17
Al-Muxtas̞ar al-MufƯd fƯ BayƗb al-MǌsƯqƯ wa Us̞ǌl Ah̞kƗmah
Anonymous
Approach: non-religious
Category: theoretical
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Date:
Place:
For:
Ms:

presumably during the 14th century
?
1 (copied some times between 750/1350 and 812/1409)

18
A Collection of Songs
(Probably by) ‘Abd al-QƗdir b. ƤaybƯ al-HҏƗfiz al-MarƗƥƯ
Approach:
Category:
Place:
Date:
For:
Ms:

non-religious
collections of songs
?
presumably between 1425-1435
?
1

19
JƗmi‘ al-Alh́Ɨn
‘Abd al-QƗdir b. ƤaybƯ al-HҏƗfiz al-MarƗƥƯ
Approach:
Category:
Date:
Place:
For:
Mss:
Published:

non-religious
theoretical
816/1413
HarƗt
Author’s son Nǌr al-DƯn ‘Abs al-RahѽmƗn
5
1987

20
MaqƗs̞id al-Alh́Ɨn
‘Abd al-QƗdir b. ƤaybƯ al-HҏƗfiz al-MarƗƥƯ
Approach: non-religious

245

Category:
Date:
Place:
Dedicated:
Mss:
Published:

theoretical
821/1418
(probably) HarƗt
to different person in different Mss
12
1966

21
Šarh̞-i al-AdwƗr also Zubdat al-AdwƗr
‘Abd al-QƗdir b. ƤaybƯ al-HҏƗfiz al-MarƗƥƯ
Approach:
Category:
Date:
Place:
For:
Mss:
Published:

non-religious
theoretical
between 1419 and 1433
(probably) HarƗt
7
1991

22
BayƗn-i [SƗz-i] Qat́a‘Ɨt-i ýƯnƯ
Anonymous
Approach:
Category:
Date:
Place:
For:
Mss:

non-religious
theoretical
(probably) 1433
?
?
3 (the Ms of MK was copied in 837/1433)

23
Dar AsƗmƯ-yi DawƗzdah MaqƗm or QawƗ‘id-i Uśǌl wa Furǌ‘
Anonymous
246

Approach:
Category:
Date:
Place:
For:
Ms:

non-religious
theoretical
?
?
1 (copied some times in the 9th Islamic century H. Q. [15th
century])

The Second Intermezzo: ca 1435-1500
Total: 4
1
NaqƗwat al-AdwƗr
‘Abd al-‘AzƯz ‘b. Abd al-QƗdir b. ƤaybƯ al-HҏƗfiz al-MarƗƥƯ
Approach:
Category:
Date:
Place:
For:
Mss:

non-religious
theoretical
between 855/1451 and 886/1481
Ottoman realm
SultѽƗn Muhѽammad II
2

2
A Music Treatise
‘AlƯ b. Muhammad al-Mi‘mƗr (known as BanƗ’Ư or BannƗ’Ư also BanƗyƯ)
Approach: non-religious
Category: theoretical
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Date:
Place:
For:
Ms:
Published:

1483
HarƗt
1
1989

3
RisƗlah-i MǌsƯqƯ
Nǌr al-DƯn ‘Abd al-RahҚmƗn JƗmƯ
Approach:
Category:
Date:
Place:
For:
Mss:
Published:

non-religious
theoretical
890/1485
(probably) HarƗt
53 (see also below)
1965, 1912, 1933, 1960

4
MaqƗs̞id al-AdwƗr
Mahmǌd b. ‘Abd al-‘AzƯz b. ‘Abd al-QƗdir b. ƤaybƯ al-HҏƗfiz al-MarƗƥƯ
Approach: non-religious
Category: theoretical
Date:
towards the end of the 15th century or the beginning of the
16th century
Place:
Ottoman realm
Dedicated: SultƗn BƗyazƯd b. Muhammad – XƗn of the Ottomans
Mss:
3
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Appendix 4
The only founded Ms of NayšƗbǌrƯ’s treatise on music

RF-SPan, C612 (ff. 27b-28b).
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Appendix 5
An Ms of the Persian translation of TaqwƯm al-s̚ih̚h̚ah

S-Uu, Ovet 23, fol. 32.
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Avicenne (1958) Le Livre de Science, vol ii, trans. Achena M. & Massé H.; Paris.
‘AwfƯ, M. (1903) LubƗb al-AlbƗb, ed. Browne, E., vol. i; London.
BadawƯ, A. ‘A. (1335 H.Š./1956) Bah̞t DarbƗrah-i QƗbǌs-nƗmah bi-z̛amƯmah-i
Matn; Tehran.
BahƗr, M. T. (1369 H.Š./1990) Sabk-šinƗsƯ, vols. i-iii, 5th ed.; Tehran.
Barker, A. (ed.) (1984, 1989) Greek Musical Writings, vols. 1&2, Cambridge.
BƗxarzƯ, A. Y. (1345 H.Š./1946) AwrƗd al-Ah̞bƗb wa Fuśǌś al-ƖdƗb, ed. AfšƗr, Ʈ.,
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