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The ouds‟ composition “Midnight Meditaion” by Issa Boũlos, 1999© 

  

 

 V: 1: 4 Soũhiel Yoũnes
290

 

 

 Soũhil Yoũnes was born in Beirut, Lebanon from a musical family.  He started singing 

with the choir of his church and playing the bũzoq at early age.  When Yoũnes finished his high 

                                                   
290 Observation and personal interview was conducted with Soũhiel Yoũnes March 2010-Jan 2011. 
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school diploma, he joined the choir of the famous Lebanese singer Majidā al-Roũmi during her 

tour in North America.  During the musical tour, he decided to stay and obtained a Doctoral 

degree in medicine.  In addition, he performed on the bũzoq and the oud with his brother, who 

was an oud player.  Later, he moved to the United States of America to work for the National 

Institute of Health (NIH) in Maryland.  

 

 I met Soũhil Yoũnes about two years ago when my wife Christina Campo-Abdoun 

invited him to Mosaic Café in College Park, Maryland to interview him for her research on 

“Arab Musicians and Identity” in the  Washington, D.C. area.
291

  My wife also invited Yoũnes 

to perform Arabic traditional music at the Café.  Between September 2009 and July 2010, 

Yoũnes performed more than thirty times.  I observed all these performances and joined Yoũnes 

in some of his performances by playing on the violin (kāmān).   

 

 The performances included Arabic traditional music and songs such as doũlāb, sāmāie‟, 

longā, and mũwāshāt as well as classical songs by famous Arab musicians and singers.  In the 

performances, Yoũnes used the traditional Arabic technique and tuning his six-stringed oud.  

  

 According to Yoũnes, he enjoys performing live and engaging with the audience; 

however, he uploads many files on the web to share his music, talent, Arabic culture, and 

compositions with a larger audience.  Also, he communicates with other oud players around the 

world through “Paltalk” to share his music and exchange knowledge and different techniques 

relating to the oud performance.   Yoũnes, Dr. Eliot Bates (oud player), Dr. Adel Ibrāhim (oud 

                                                   
291 Mosaic Café is located in College Park, Maryland and   features Lebanese cuisine and live entertainment.  It is 

owned by Christina Campo-Abdoun, Mousa Abdoun, and Seifed-Din Abdoun. 
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player), Mousa Abdoun, and I sat until late one night to discuss music, māqām, oud repertoire 

and technique, tuning, and performance.  Because of his appreciation and love of music, Yoũnes 

considers himself a full-time musician and part-time doctor.  

 

 
 

Seifed-Din Abdoun, Dr.Eliot Bates, Dr. Elie Kesrouani, Hābib Yoũnes, 

Genevieve abũ Khālil, Soũheil Yoũnes, Nicholas Ragheb, 
Photo by Adel Ibrāhim-Mosaic café (2010) 

 

V: 2 The oud and Tarab: Improvisation and Ornamentation 

 

 Improvisation in the Arab world is one of the highly creative and instinctive forms of art 

in musical practice and tends to engage the listeners directly with the performer. Some Arab 

scholars as well as Westerners refer to improvisation as an instrumental. Burno Nettl stated that 

in the Arabic tāqsim:
 292

 

  “…Various levels of building blocks can be observed.  We have, first of all, the tones of the 

 maqām, from which the performer draws more or less at will, in any order as long as the melodic 

 movement is largely scalar.  At a higher level, there are motifs of three to five tones that are 

 associated with each maqām; these evidently must appear at least occasionally.  Beyond this, the 

 tāqsim is composed of different types of sections.  Most are easily identified by length and, - the 

 section-types, which are building blocks.”  

 

                                                   
292 Burno Nettl.  “Thoughts on Improvisation: A Comparative Approach.”  In The Musical Quarterly, Vol. 60, No. 1 

(Jan., 1974), p. 14 
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 The improvisation material is divided into a chain of sections, the number, shape, and 

length of “which depend largely on the musician‟s individual abilities, state of mind, to some 

extent, the circumstances surrounding the performance.”
293

   Burno Nettl described the 

improvisation and its modulation as “…A musician can arrange them in certain kinds of order 

and carry them out in a characteristic musical function; the long sections contain modulations to 

subsidiary māqām.  The shorter ones serve to establish the main māqām, and the shorter ones 

provide a kind of dramatic relief.”
294

 It is important to note that improvisation in Arabic music 

has survived for many centuries through oral transmission. 

 

 I argue that improvisation in Arabic music is both instrumental and vocal.  Instrumental 

improvisation includes three different types: improvised-memorized, tāqsim, and irtijāl.  The 

improvised-memorized type is when the performer organizes his thought of the mood Iin 

specific maqām and performs his music on the stage, in concert, or in a studio for recording 

purposes.  For example, the oud player, composer, and singer Farid al-Atrach performed his 

famous song al-Rabei امٞ٪ح إشت٪ـ (the spring song), as well as the song أ٣ٓ ١ٚغح awel hamsā (the 

first whisper) in live performance many times and repeated the songs in many events.  These 

songs contain tāqsim named after each song: taqsimat al-rabei and tāqsim awel hamsā.  I have 

observed many oud players perform the tāqāsim of al-Atrāch as if they are a musical 

composition and not a tāqāsim.  In addition, Ahmād al-Hafnawi (kāmān - kāmānjā player), who 

performed with Ūmm Kolthoũm for many years improvised taqāsim (singular: tāqsim) and 

many kāmān players played his improvisations as if they were part  of the composition and not 

as a tāqsim.  Thus, I consider this type of performance as improvised by the first soloist (the 

                                                   
293 Amnon Sholoah.  Music in the World of Islam A Socio-Cultural Study.  Detroit: Wayne State University Press, 

1995, p.127 
294 Burno Nettl.  “Thoughts on Improvisation: A Comparative Approach.”  p. 14. 
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inventor) and memorized by others who perform the same improvisation.  In addition, I have 

experienced many performers, including myself, memorizing the tāqsim and performing it 

flawlessly.   

  

 The second type of instrumental improvisation is tāqsim, in which the performer plays 

the improvisation “on the spot,” which means composing the tāqsim while performing as a solo 

or accompanying a musical ensemble (tākht).  Jihād Ali Racey stated, “…the modal improviser 

is an artistic custodian whose talent enables him to gain access to the hidden affective powers of 

the maqāmāt.”
295

  In a conversation with the oud player Mũnir Bāshir in the early 1990‟s in 

Amman-Jordan, he informed me that when he goes on stage “he looks around the venue and the 

audience and improvises according to his mood at that moment.”
296

  Of course, the soloists must 

have the skills, the technique, and the knowledge of the modulations of the maqāms to be able 

to perform such a composition.  In addition, modulation is the process of changing the tonal 

center; it can also create a bold, colorful effect when the keys of the māqām seem to lie 

musically far apart.  The performer must also be “innovative in order to make representational 

sense…the Arab tāqsim has been of common musical knowledge and uncommon artistic 

sensibility.”
297

 Moreover, the tāqāsim is a phenomenon of great interest and calls for a detailed 

study, as “perfect synthesis achieved in Oriental [Arabic] music, of originality and tradition, 

freedom and convention.”
298

 

 

                                                   
295 Ali Jihad Racy.  “The Many Faces of Imrovisation: The Arab Taqasim as a Musical Symbol.” In the 

Ethnomusicology, Vol. 44, No. 2 (Spring-Summer, 2000), p. 310. 
296 I met with Mũnir Bāshir a few times during his visits to Jordan in 1992. 
297 Ali Jihad Racy.  “The Many Faces of Improvisation,” p. 310. 
298 Samha el-Kholy.  The Traditional of Improvisation in Arab Music.  Giza, Egypt: Imprimerie Rizq, 1978, p. 17.   
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 The third type is irtijāl, in which the performer improvises his tāqsim and in most cases 

does not remember it or plays the same tāqsim again like the improvised-memorized type.  The 

meaning of ghinā‟ murtajāl (extemporaneous singing) is considered as irtijāl according to 

George Farmer.
299

  I have had experience-performing irtijāl accompanying a live Arabic poetry 

recitation, where I performed on the oud as the recitation, without remembering or needing to 

perform the irtijāl again.   In addition, after tuning the instruments, Arab musicians usually do a 

“warm-up” by performing irtijāl behind the stage and before their appearance in front of the 

audience.  Similar activities can found in Western music, when the members of the orchestra do 

practice scales and some musical theme. Once I was invited to record Arabic music for a short 

documentary film called “The Return to Baghdad” for the Discovery channel in early 2004.  In 

the studio, I asked the sound engineer to give me a few minutes to tune my oud and prepare 

myself. After I was done with this “ritual practice,” I informed the engineer that I was ready to 

start the recording session…he told me “We are done. I just captured and recorded everything 

you did!” 

 The Syrian musician and composer Tawfiq Ṣabā al-Ṣabbāgh (1892-1964) described the 

techniqual acpect of the modulation of improvisation as: 

 “…when improvising in whatever mode and one wants to modulate to another mode, it is 

 necessary that one does not moves suddenly from a mode to another distant mode.  

 Rather, one modulates from the mode to the mode, which is closest to it, and then one can 

 modulate from this last mode to a mode that closes to it.  Moreover, in a manner one 

 modulates step by step until one reaches a mode that completely distant from the original 

 mode in which one was improvising and which, if one had modulated to it suddenly, 

 whold have creat an explsion in the ears of the listeners.  After this, whenever one wants 

 to return to the original mode, one must do so by the same process, that is return step by 

                                                   
299 Farmer.  History of Mulim Music, p. 14. 
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 step from one mode to the mode, which is the closest to it until one reaches the original 

 mode.”
300

 

 

 Vocal improvisational practices include mawāl (prl. mawāwil), lāyāli, zājāl, and ātābā w- 

mijānā, in which the singer or poet improvises the text according to the occasion to express a 

joyful or sad mood.  The mawāl, for instance, is considered one of the most widespread poetic 

and vocal arts in Arab society.  It has preserved its rhythmic and its authentic poetic tafilāt 

(prosody) through many centuries.  It was founded by al-Hāggāg al-Thāgāfi, the governor of the 

Umayyad in Iraq around 662 A.D.  They invented it by composing two verses in the bāsit form 

(type of rhythmic mood: simple), so that its four shāṭr (hemistich) follow the same rhythm.  

They called such a composed piece a ṣawṭ, which indicated the relation between this art and 

singing.
301

 This type is very popular in Bilād al-Shām.  For instance, Ishāq al-Māũṣeli 

improvised a poem and set it to music when the Caliph al-Mũtasim reminded him of his old 

age.
302

  

 

 Ātābā is a folk poetic genre and consists of four to eight lines of poetry.  Folk poets call 

these lines khānāt (singl. khānih, i.e. house), shāṭrat (half), and raddāt (a refrain or an echo). 

The number of syllables in each line of ātābā is determined by the number and the length of the 

words used.
303

  

 

 An example of ātābā is by the Palestinian poet Hannā Sbait is as follows:
304

 

                                                   
300 Tawfiq Ṣabā al-Ṣabbāgh. Al-Dalil al-Mũsiqi al-„Amm fi Tārāb alAnghām [The geneal music manual on the most 

pleasing mode].  Syria: Matba‟at al-Ihsān li-Maytam al-Rom al-Kāthũlik, 1950, p. 54. 
301 Hũssein Nassār.  Ash shi‟r al-Arabi al-Maktabah ath-Thaqāfiyyah.  Cairo, 1962, p. 27. 
302 Al-Asfāhani.  Kitab al-Aghāni, vol. 5: 314. 
303 Dirgham Ḥannā Sbait.  The Improvised-Sung Folk Poetry of the Palestinians, 1982.  Unpublished doctoral 

dissertation, University of Washington, Washington. 
304 Ibid, p. 65. 
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  Of 

i. Izzaman yā nās_mā marrah_fatar-bi (Time has never been easy with me) 

ii. Wyāmā a‟kas ili marrah fi ṭarabi (How many times he reversed my joy) 

iii. W-ilā Slimān barham fi turbih (I ask [God] to have mercy upon Slimān in  

     his grave) 

iv. W-ijit ilyũm hannilũ-Shshabāb (I came today to congratulate him for his  

     sons) 

ayā bāy āh yā bāy   (O father of mine! Ah, father of mine) 

 

 Ornamentation is an integral part of the structure of improvisation in Arabic music, but 

the New Grove Dictionary of Music and Musicians has no entry for ornamentation; its place is 

taken by “embellishment”: that element in music,- which is decorative rather than structural, 

and in particular includes both free ornamentation and specific ornaments.  The ornamentation 

can be “notes or signs in the notation or left to be improvised at the discretion of the 

performer.”
305

  In his book Kitāb al-mũsiqa al-kābir, al-Fārābi emphasized the aesthetic of 

ornaments as bringing to a melody ت٨٢ bahei (brilliance), أٝاٍح anāqāh (elegance), ٘٪ذيخ tafkhim 

(enrichment), ذْص٪ش takthir (abundance), ٜ٪ذض٩ tazyeen (embellishment), and ٔإرثذ٩ al-tābdil 

(replacement):
306

 

 

 The takthir is when the notes whose rank in another kind is similar to that of the 

fundamental notes in the kind assumed.  When the note is second in a kind, it is multiplied by 

means of a note that is also second in another kind.  If one of the fundamental notes is the 

second note in a second kind of a group, it is multiplied by means of another note that is also 

second in a different kind that is second in a group.   This is achieved from both the sharpness 

side and thickness side of the kinds, if it is feasible.  If the ajans are mixed with ajans, groups 

with groups or tonality with tonality - will then be multiplied.
307

 

                                                   
305 Stanley Sadie.  The New Grove Dictionary of Music and Musicians.  London: MacMillan, 1980. 
306 KMK, 490, 1058, 1060, 1173. 
307 KMK, p. 1059. 
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 The tafkhim is affected by means of َٙاستاخ mũgāribāt (approximating notes) to the notes 

of the fundamentals that are sharper or thicker.  The ٙعا٣ساخ mũgāwirāt (adjacent notes) are 

played by means of adjacent notes one diwān higher or lower, from mixed kinds, mixed ajnās or 

mixed tonalities.  The tazyeen is affected by means of notes forming with the fundamentals 

medium consonances (diwān +fourth, diwān + fifth, and sometimes a fourth) or, - great 

consonances (diwān, double diwān).
308

  The tābdil replaces some of the fundamental notes in 

order of preference: the diwān, the fifth, and the diwān+fifth, and sometimes the fourth.  For the 

neighboring notes that are mixed in a group such as by the mũjanāb to the sābābeh to replace the 

sābābeh, the most successful replacements are those that occur in the middle of a composition.  

The best melody is produced when the parts are small, medium, and large.
309

 

                                                   
308 KMK, pp. 159-161. 
309 KMK, pp. 1060-1. 
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Tāqsim on the oud by Farid al-Atrach from awel hāmsā, māqām kār kũrd. Trans. By Seifed-Din Abdoun 
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V: 3 The oud in the Arabic Musical Ensemble (al-tākht al-Arābi - al-sharqi ) 

 

 In Arabic, al- tākht means bench; it usually consists of four musical instruments; two of 

which are stringed: the oud and the qanoun; the third is a rhythmic instrument (daff: 

tambourine), and the fourth is the nay.  Later, the violin (kāmān: kāmājā) was added to al-tākht 

with a different tuning.
310

  The singer in the performance is the head of al-tākht.  Al-tākht al-

Arābi was considered the vocal system until the middle of the   twentieth century.  Each singer 

during that era had his own tākht.
311

  Moreover, al-tākht al-Arābi, in general, is consistes of a 

select group of highly technical skilled musicians.  Al-tākht al-Arābi was traditionally placed in 

the middle of the concert venue surrounded by the audience.  

 

 The first tākht al-Arābi was famous in Egypt in the early twentieth century and was 

named after the leader of the tākht, Ibrāhim Sālwān, who was accompanied by many singers 

including Ūmm Kũlthoũm (1900-1975).  Another tākht was tākht aqād, which was named after 

the qanoun player, Mũḥammād al-Aqād (1850-1931). In addition, other tākht were known such 

as tākht Abdũ el Ḥamouly (1845-1901), Daoũd Ḥosni (1870-1937), Sayd Darwish, and 

Mũḥammed Abdel Wahāb (1902-1991), etc. Many musicians were known as the leaders of al-

tākht al-Arābi such as Tawfiq Ṣābagh and al-Jamil Ūways (in Syria), al-Galighi al-Bāghdādi in 

Iraq, which included Aḥmād Zidān (singer), Nāsim Bṣoũn (jawzeh), Shaoũl Bṣoũn (santour), 

Ḥasqil Shaoũl (dāff), and Shaoũl Zinki (oud).  Also, another Iraqi tākht was led by the singers 

Ḥassan al-Shakragi and Jāmil al-Bāghdādi, and they performed daily in the “Sabie‟ al-Midan 

Café” in downtown Baghdad.  The Iraqi oud player, Jāmil Bāshir was the leader of another 

                                                   
310 The violin in Arabic music tune as G D G D instead of the western one G D A E. 
311 Khayri al-Malt.  Tarikh wa Tadhweq al-Mũsiqā  al-Arabyiā.  Egypt: al-Haia‟a al-Misryia al-Amah lil Kitab, 

2000, p. 53. 
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tākht, with which he recorded a significant number of traditional songs using the oud, kāmān, 

nāy and dāff. 

 

 There were various forms of al-tākht al-Arābi of the so-called إصؽثع٪ح al-Ṣaḥbajiyā 

(friends) in which one tākht starts singing about an existing subject, and the other one provides a 

response (similar to a call and respondse form).  The al-tākht al-Arābi performance is usually 

long; for instance, the Iraqi māqām includes five sections; maqām bayāti, hijāz, rāst, nāwā, and 

hũsieni.  The first section of māqām bayāti includes māqām bayāti, nari, ṭahir, sikah, and 

ḥlilawi. The second includes māqām ḥijaz diwan, qũryiat, ariboũn ajām, ariboũn arāb, 

ibrāhimi, and ḥadidi. The third includes māqām rāst, mansouri, ḥijāz ajigh, khinbāt, and sharqi 

rāst.  The fourth includes māqām nāwā, masjin, ajām, ṣabā, rashidi, and mādmi.  The last one 

includes māqām ḥũsieni, dũsht, arwaḥ, āwj, ḥkimi, and bũnjakāh. 

 

 In most cases, the tākht starts the performance by a musical introduction called doũlāb, 

tāqāsim, samāie‟ thāqil, longā, and group of songs and mũwashahāt (singular: mũwashāh); see 

examples below: 
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 The oud players have a very important role in al-tākht al-Arābi; most al-tākht leaders 

play-and-or have knowledge of the oud as an essential instrument.  In many cases, one can find 

that the singer is the oud player in al-tāhkt al-Arābi, such as Sāyd Dārwish, and Mũḥammed 

Abdel Wahāb.   It is important to note that the poets of the pre-Islamic Era, during the 

Umayyad, and Abbasid periods, mentioned the Arabic musical ensemble.   For example, al-

Armāwi al-Baghdādi, who was an oud player, described his performance for the leader of the 

Mongol Hulagu Khan with ten singers and instrumentalists in which each one was playing 

different musical instrument.
312

 

 

 The formal performances (majlis ٙعٖظ) in the court of the Caliphs, as well as the informal 

performances, consisted of Arabic musical ensembles.  Musicians and singers such as Ibrāhim 

and Ishāq al-Māũṣeli performed with their musical groups/ensembles; a conductor with a baton 

directed some of these ensembles.  Moreover, Ibrāhim al-Māũṣeli was the first musician to beat 

the iqā‟ ا٩َاؿ (rhythm) with a gādib ٍض٪ة (wand).
313

 

 

V: 4 The Social Functions and Uses 

 

 Before discussing the role and function of the oud, we should ask the following 

questions:  

 Why do people organize and conduct musical performances? 

 Why do people attend musical performances? 

 Do people‟s reasons have anything to do with the outcome of these performances? 

 

                                                   
312 Ghatass Abdel Malik Khāshabeh.  Kitab al-Adwār  fi al-Mũsiqā.  Cairo: Mārkis Taḥqiq al-Tũrāth, 1986, p. 5-8. 
313 Sāyed Amir Ali. A Short History of the Saracens.  London, 1899, p. 451. 
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 Kaemmer emphasizes how musical meaning is transformative: that its musical meaning 

is transformed into individual and social action.  The issue of the use and function of music 

concerns the sources of these motivations and whether or not they are satisfied.  The 

motivations and goals of the participant constitute the use of the music.  Whether or not the 

goals (or uses) are realized is a matter of the success of the function.  Kaemmer stated, “…the 

basic functions of expressive or taste culture have been described as art, entertainment, and 

information.  In terms of music, these functions or uses are more usually referred to as aesthetic, 

play, and communication.”
314

 

 

 The performance participant can be on two levels of perspective: the first level is the 

“emic” perspective, in which the main interest of the insider is what will be obtained from the 

musical performance.  From this, they anticipate certain uses.  The second is the “etic” 

perspective, in which the main interest of the outsider‟s view lies in the viewing of a musical 

performance and reporting on the results (without prior intention or use).  Therefore, the 

function (or resulting goal) is the primary concern.   

 

 Ikhwān al-Ṣāfā (Brethren of Purity) divided melody into: composed spiritual influences, 

such as the Qurān recitation and religious songs; music for both martial and encouragement 

purposes in the military; funeral music; music advocating action such as songs of fishermen, 

porters, and builders; and music events such as weddings.   However, the oud can be use to 

create music, entertainment, tārāb (ecstasy), communication, rituals, political power validation, 

advertisement, and healing. Throughout history, the oud was the tool for inventing and 

                                                   
314 John Kaemmer.  “The Uses and Functions of Music.”  In Music in Human Life: Anthropological perspectives on 

Music. Austin: University of Texas Press, 1992, p. 151. 
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developing Arabic musical theory.  Scholars such as al-Kindi, al-Fārābi, ibn al-Mũnājim, al-

Armāwi al-Baghdādi, and others used it to develop the Arabic musical system.  In addition, it is 

still a tool to create and compose instrumental and vocal music. From the early known history of 

the oud until contemporary times, many composers have used it to create melody.  Names such 

as Sayid Darwish, Mũhammad Qāsābji, M. Abd al-Wahab, Riyād al-Sũnbati, Farid al-Atrāch, 

M. al-Moũji, Bāligh Hāmdi, M. Sũltan, etc. were oud players.  It is also considered a solo 

instrument; and also: played phrases accompanying the singer in the traditional style.  Also, it 

continues to be heard playing lawāzim or fāwāsil when it is part of al-tākht al-Arābi.  However, 

when al-tākht al-Arābi became larger and more instruments were added with the increase of the 

texture of the sound production, the oud had little to add to the quantitatively thick texture.  For 

example, in his song Yāmā banayt, which is considered “new” or “modernized,” Mũḥāmmād 

abd al-Wahāb“showed no enthusiasm for giving the oud any parts that required fast 

technique.”
315

  

 

 Also, the oud is used to entertain an audience and in social gatherings for different 

purposes such as weddings, births, and life celebrations. Kitāb al-aghāni mentioned many in-

door and out-door musical performances to entertain audiences. Oud players and singers play 

and sing to greet guests to impart to them the feeling of happiness and hospitality. In addition, 

musicians were used to communicating love messages from one event to another.
 316

  

 

                                                   
315 Nabil Azzam.  Mũhamad abd al-Wāhab in Modern Egyptian Music. Unpublished Ph.D. Dissertation, University 

of Californa, Los Angeles, 1990, p. 131. 
316 George Sawa.  “The Status and Roles of the Secular Musicians in the Kitāb al-Aghāni of Abu al-Faraj al-

Asfāhāni.”  In the Asian Music, Vol. 17, No. 1 (Autumn-Winter, 1985), p. 75. 
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 As for tārāb, the oud is considered the “king instrument of tārāb” because it is associated 

with lyrics, singing, and feeling.  The tārāb is the “the traditional urban music, especially the 

qādim (old), ecstatically oriented repertoire; also the ecstatic feeling that the music 

produces.”
317

  Ethnomusicologists have described tārāb as an emotional state aroused in 

listeners because of the dynamic interplay between the performer, the music, song lyrics, the 

audience, and certain other factors.
318

 

 

 The strength of music to stir the feelings is at the center of the musical experience. This 

strength is more art than science.  The psychologist Verna Kast has defined feeling as “an 

emotion that can be perceived and named, accompanied by images that can be 

communicated.”
319

  In fact, many Arab listeners prefer to listen to the song dārit al-ayām from 

Abd el-Wāhab (the composer) and the famous song al-atlāl from Riyād al-Ṣũnbāti (the 

composer) instead of listening to Ūmm Kũlthoũm with a large ensemble, in order to hear the 

richness of sound of the oud, the emotional effect, and the state of tārāb.  

 

 The oud also plays a very important part of Ṣufi musical ensembles for ritual ceremonies.  

Through ritual, many Ṣufi orders throughout the world of Islam have been able to articulate 

doctrines and beliefs through artistic traditions such as sung poetry, instrumental music and 

dance-like movements (samā' or spiritual concerts) and have utilized meditation patterns that 

combine corporeal techniques and controlled breathing (dhikr: remembrance) to induce or 

conduct trance and ecstatic states.  There are three different types of dhiker in Egypt: “the first, 

                                                   
317 Ali Jihād Racy.  Making Music in the Arab World: The Culture and Artistry of Tārāb.  Cambridge University 

Press, 2003, p. 229. 
318 Jonathan Shannon.  “Emotion Performance in Arab Music: Reflections on Tārāb.”  In the Cultural Anthropology, 

Vol. 18, No. 1 (Feb., 2003), p. 75. 
319 Joy Verna Kast. Inspiration and Hope.  College Stattion: Texas A and M University Press, 1991, p. 164. 
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formal ḥadras are closed events that welcome only initiated members of a specific Ṣufi order.  

The remaining two categories of ḥadras are both open events; anyone can come and participate 

in the dhiker ritual.”
320

  

 

 The oud is used to validate a ruler‟s socio-political power by praising the leaders and the 

members of political parties. In Arab media, one can note many compositions and songs 

praising leaders across the region.  For example, Ibrāhim al-Māũseli received a hundred 

thousand dirham from Hāroũn al-Rashid and half as much from his Visir when he praised them 

both saying:
321

   

 Haven‟t you seen that the sun was ill? 

 But when Hāroũn began to rule, its light shone 

 Enrobing the world with beauty by reason of his countenance 

 Hāroũn is its Sovereign and Yaḥyā its Vizir 

  

 The oud is also used for advertisement.  Kitāb al-Aghāni mentioned the story of a 

merchant from al-Kũfā who arrived in Meccā to sell women‟s veils; he sold all the different 

colored veils, except the black ones.
 322

  He complained to his friend al-Dārāmi, who was a poet, 

oud player, and singer, who perhaps find a way to enforce to mortify and left music and singing.  

Nevertheless, at the insistence of his friend, he composed a special poem about black veils 

(khimār) and sang it until they had been sold.  The poem was: 

 

ٙارا صٞقد تضا١ذ ٙرقثـذ ؟ ٍٔ ٕٖٖٚ٪ؽ٠ ى٨ إخٚاس الأع٤د  

 . ٍذ ّاٛ شٚش ٕٖصلاج  ش٪اتـ٠ ؼر٦ ٣ٍيد ٠ٕ تثاب إٚغعذ

 سد٧ فٖ٪٠ صلاذ٠  ٣ص٪ا٠ٙ لا ذَرٖ٪٠ تؽٌ د٩ـٜ  ٙؽٚـذ

 

  Gol lilmalihāti fi al-khimār al-asqad … madhā fa‟lti bi nāsikin mũta‟bidi 

Gād shāmarā li-salāti thiyābaho… hattā wa qāfti lāho bi bāb el-māsjidi 

 Rodi „alāhi ṣālātaho wa ṣiyāmāho… la taqtolihi bi hāqi dini Muhammadi 

 
                                                   
320 Scott Marcus.  Music in Egypt. Oxford University Press, 2007, p. 50. 
321 George Sawa.  “The Status and Roles of the Secular Musicians in the Kitāb al-Aghāni of Abu al-Faraj al-

Asfāhāni,)  p. 77. 
322 Al-Asfahani.  Kitāb al-Aghāni, Vol. 3, p. 45. 
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Say to the pretty woman who is wearing a black veil  

What did you do to the worshiper? 

He was ready for his prayer 

Until you stood on the door of the mosque 

Return to him his prayer and fasting 

Do not kill him for the sake of Mũḥāmmad‟s religion! 

 

It is important to note that this poem is one of the most popular mawāl in Arabic music and was 

performed by the Syrian singer Sabāh Fakhri (b. 1933).  

 

 The oud, along with dancing, can also used for healing.  The healing process depends on 

the use of ecstatic music by the performer and the patient.  One of the common practices 

especially in Egypt and Sudan is the zār, which is divided according to human categories of age, 

sex, social class, education, religion, and ethnicity.
323

   The zār is best described as “a healing 

cult,” which uses drumming and dancing in its ceremonies.  It also functions as a sharing of 

knowledge and charitable society among the women of these very patriarchal cultures.  Most 

leaders of zār are women, and most participants are women.  Many writers have noted that while 

the majority of the possessing spirits are male, those possessed are generally female.  This is not 

to say that the men do not contribute to zār ceremonies: they may help with drumming, the 

slaughter of ritual animals, or may themselves be a husband or relative required to make 

offerings to the possessing spirit.  In fact, it is perhaps an unfortunate trend that in cultures where 

the zār becomes more visible, there is more of a tendency for men to co-opt the ceremonies, and 

for men to become zār leaders…the escalating of this practice, release and arousal attained by 

drumming, clapping, stamping, and beating of body.
324
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324 Christina Campo-Abdoun.  “The Zār Ritual.”  Unpupliched Article, 2000, p. 1-2. 



198 

 

 In his book Risāla fi shirā‟ al-raqiq wa-taqlib al-„bid (Treatise on How to Buy Slaves 

and How to Detect Body Defects), ibn al-Hassan ibn Abdoun ibn Batlān (d. 1068), praised the 

blacks‟ inherent sense of rhythm in the following colorful manner: “if a black were to fall from 

the sky to the earth he would fall in rhythm.”
325

  When melody and rhythm rise, it can suggest 

increasing “energy or tension,”
326

 but when they drop steadily, it can suggest “relaxation or a 

sense of settling.”
327

  Ikhwān al-Safā mentioned the use of the oud in hospitals to relieve the 

pain and diseases of the patient, who had two nurses-servants.  They clean the patient every 

morning, put clean clothes on him, and walk him to the Morning Prayer. Then, the patient 

listens to beautiful voice reciting the Qurān,
328

 then walk outside in the garden were he/she 

listens to beautiful melody of the oud.
329

   

 

V: 5 Gender in Musical Performance 

 

 

 By examining the history of Arab music, one can find that females played a very 

important role in musical performances.  Female musicians_ singers and oud players_ have been 

a part of musical life since the pre-Islamic Era.  Women appear to have enjoyed as much liberty 

as men.
330

 Ḥassan ibn Thābit (563-683) described ten or more singing girls who were singing at 

the court of Jabalā ibn al-Aihām (623-37), He said, “I saw ten singing girls, five of them 

Byzantiens, singing the songs of their land to the accompaniment of the oud.  Five others from 

al-Ḥira, who been given to king Jabalā by ibn Qabisa, singing the songs of their land.  Arab 
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199 

 

singers also came from Mecca and elsewhere for his pleasure.
331

 Moreover, Bishr ibn „Amr 

described a skillful songstress who “sang antiphonally with another like her, and struck the 

resounding oud.”
332

  During the pre-Islamic Era, music appeared in Arab private, public, and 

social life.  The poet also described musical performance; for example al-„Ashā said: 

   

  And we saw the roses and jasmine 

  And the songstress with the qasaba (nay) 

  And the mizhār (oud) paying permanently 

  In which one of the three (instruments) to be blamed 

  You see the sanjs crying from nostalgia 

  Fearing it will be invited 

 

 During the time of the Orthodox Caliphs, professional musicians such as Ṭuwais, Sa‟ib 

Khathir, Ḥunain al-Ḥiri were found.  The female musician Azza al-Mailā (d. 705) was “usually 

represented playing on the old Arabian mizafā and mizhār, although she could also play the 

oud.”
333

   

 

 During Umayyad‟s Era, the oud continued to be in favor with musicians in their musical 

performances: to some extent, music was no longer a profession for mere slaves.  The leading 

musicians appear to have made a comfortable living, and they were in “constant demand at court, 

the houses of nobility and rich middle class, as well as at the innumerable festivities connected 

with Islam and social life generally.”
334

 Many musicians; singers and oud player became popular 
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during this era, such as Yũnus al-Kātib, ibn Misjaḥ, ibn Muḥriz, ibn Suraij (634-726) Ma‟bād, al-

Gharid, abũ Kāmil al-Ghũzāyil, ibn Ṭunbũra, abu Ḥārũn Atarrad, Sāib Khāthir, and ibn Ḥunāin 

al-Ḥiri, etc.  There were four outstanding names among the female musicians of Umayyad‟s Era: 

Jāmilā (d. 720), Salmā al-Qass, Ḥabbāba, and Sallāmā al-Zarqā. Some of the Caliphs during this 

period had a passion for music, such as Yazid I (680-83), al-Walid I (705-15), Yazid II (720-24), 

and al-Walid II (734-44) who was a poet, singer, oud performer, and composer.      

 

 Musical performances included solos as well as large ensembles.  One of the great 

musical performances during this period was “the pilgrimage of the famous songstress, Jāmilā, to 

Mecca, and the consequent fetes.  All the principal musicians, male and female, of al-Madina, 

took part in this affair, as well as the poet al-Ahwas, ibn abi Atiq, abũ Miḥjan Nuṣaib, and a 

crowd of dilettanti, together with some fifty singing-girls (gaināt).”
335

  

 

 In the return to al-Madinā, “a series of musical fetes were held for three days, the like of 

which had not been experienced in al-Ḥijāz before.  During the first two days, performances were 

given either singly or by two or three together, by Jāmilā, ibn Misjaḥ, ibn Muḥriz, ibn Sũraij, al-

Gharid, Ma‟bād, Mālik, ibn A‟ishā, Nāfi‟ ibn Ṭunbũrā, Nāfi‟ al-Khair, Fānd, al-Dalāl Nāfidh, 

Naũmā al-Duḥā, Bard al-Fũa‟d, Budaiḥ al-Maliḥ, Hibāt Allāh, Raḥmat Allāh, and al-Hũdhali.  

On the third day, Jāmilā assembled fifty of the singing-girls, with their ouds, behind a curtain, 

whilst she herself, oud in hand, sang to their accompaniment.”
336
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  During the Abbasids Era, palaces were crowded with professional musicians and singing-

girls. The patrons rewarded musicians for satisfying performances with money, gold, silver, and 

other forms of gifts.   For instance, Haroũn al-Rashid rewarded the performer Ḥakām al-Wādi 

with nearly 600,000 pieces of silver on two occasions.
337

  Some famous performers during this 

period were Ibrahim al-Māũseli, Ishaq al-Māũseli, Zālzāl (who invented the perfect oud known 

as shāboũt and credited for the wũṣtā Zalzal), ibn Suraij, Ziryāb, Siyyāt (d. 785), and Yaḥyā al-

Mākki.  The female musicians were more famous “than those of the Umayyad days, as we know 

from the pages of The Thousand and One Nights.”
338

   

 

 Some of the female musicians were Baṣbāṣ, Uraib (d. 841), Ubaidā, Shāruya, Badhl, 

Danānir, Atikā, Mutayim, and Qalām, etc.  In addition, many of the Caliphs and their children 

were musicians and oud players: al-Mũntaṣir, al-Mũ‟tazz, al-Mũhtadi, al-Mũ‟tamid, and al-

Mũ‟tadid.  The prince Ibrahim al-Māhdi (brief regime: 816-818), had distinguished himself as 

“one of the most important musicians of the age.”
339

 Instrumental music, especially the oud, in 

general, were developed and described during this period, such as Kitāb al-mũsiqā al-kābir by 

al-Fārābi.    

 

 In contemporary Arabic musical performances and practices, one can find a strong male 

orientation.  By examining these practices and from my experience in musical performance, I 

have been able to enumerate tens of oud players-performers across the Arab world, in Europe, 

and the Western Hemisphere, but it is difficult to find a female oud performer. Most female 

graduates from music schools prefer to work as music teachers in public or private schools rather 
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than be stage performers.  In some cases, female musicians and oud players decide to change 

career and attend different colleges to obtain degrees in law, education, computer science, and 

other disciplines.  For instance, my sister Riḥāb, who was a skillful violin player, graduated from 

Yārmoũk University in Jordan, and chose to obtain her Master‟s degree in Technology of 

Education.  Another example is when Ūmm Kolthoũm “saw her picture at the center of an 

advertisement announcing her performances, she reportedly cryied of embarrassment.”
340

  Her 

father, Shāykh Ibrāhim, refused “to allow her performances to take place until the performance 

manager had removed her picture from the advertisement.”
341

   

    

V: 6 Traditional vs. Modern technique 

 

 

 By examining the technique of playing the oud in Arabic contemporary practice, one can 

find two methods; first, is the traditional technique, which is very popular among oud players 

who are part of Arabic ensembles, composers, and singers.  The second is the modern technique, 

which is popular among solo oud players.  The traditional technique is usually accompanied by 

signing while the modern one is used when playing the oud as solo instrument.  According to 

Soũheil Yoũnes, the traditional technique can appeal to a wider audience because of its 

association with lyrics.   

 

Therefore, the lack of the dāsātin, the narrow distance between strings, the tuning, and 

the shape of the neck make it hard to produce many chord positions harmonically. The oud's 

sound is delicate and rich, and it is a relatively soft instrument.  It important to note that the 

Arabic oud‟s sounds are an octave lowers than they actual written notation.  Therefore, the 
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written music for the oud, especially the traditional, serves as “melodic guide” because most 

performers use their technique skills, experiences, and personal feelings to produce composition.   

    

 The right hand plucks the strings, controls the dynamics, and produces several special 

effects.   The distance between the bridge and the point of plucking affects the timber of the 

sound.  A deeper sound is produced as the rishā strikes further from the bridge.  Usually, oud 

players try to play as far from the bridge as possible while maintaining a horizontal wrist for best 

control and speed.  When I asked the oud players whom I interviewed about playing closer to the 

bridge, they all agreed that playing farther from the bridge should be done only for slow section; 

also, it might require them to move the whole arm into a new position. 

 

 Leaping between different strings requires special right hand techniques called إصذ ٣إشد 

ṣād and rād (up and down).  However, it remains difficult to do so quickly when having to skip 

over strings to execute a large descending interval.  Well trained oud players are able to play 

through fast parts with ease, especially relatively conjunct parts. 

 

 There are some of special effects used when playing the oud; the first effect is tremolo, 

which is a rapid succession of up and down plucking that is unique to the Arabic oud traditional 

technique.  However, it is rarely used in modern technique.  Oud players often use several 

flavors of this technique to produce a variety of dynamics and tone colors: the faster the tremolo, 

the slower the rishā that goes in between strings and the smaller the overall hand movement.  

The second effect is short tremolo, which is a series of three or four fast plucks.  This special 

effect is used frequently in both the Arabic traditional and modern technique.  The third one 

effect is an octave with a hort tremolo that used for coloring a slow note.  It is a series of two 
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actions; the oud player plays the note diwān below the note being ornamented, and immediately 

a short tremolo on the actual note.  In addition, two varieties of these special effects are in use: 

the first in which the diwān below is treated as a grace note and can serve to decorate the 

melody, and the second where the diwān below receives half the duration of the ornamented 

note, and the short tremolo the other half.  The fourth effect is un-plucked ornaments, which 

come immediately after plucking; the oud player can rapidly finger and release another note on 

the same string that produces a soft ornament.  The last effect is the glissando, which slides up 

and down the scale, or making a quick uninterrupted passage up and down the scale.  Also, it is 

performed by combining the slide and tremolo.  One can note this technique in the modern 

technique rather than the traditional.   

 

 Other special technique effects are used in the oud‟s performance, such as vibrato, which is   

typically characterized in terms of two factors: the amount and the speed of the pitch.
342  In his 

interview, Issa Boũloṣ stated that he incorporates both traditional and modern technique in 

performing and teaching the oud for ear training, rhythm, and māqām theory.  Rāhim al-Ḥaj 

usually performs the oud as a solo or with western musical ensembles such as quartets and large 

orchestras.   

 

 It is important to note that each technique has an advantage or disadvantage.  The 

traditional techniques are widely used and can accompany the singing and the tākht.  

Nevertheless, the modern technique is used for solo instruments and it is not a practical 

accompaniment to singing.  The traditional technique usually uses a five-stringed oud, while the 
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modern one uses a six, seven, or eight-stringed oud.  I argue that the modern technique of the 

Arabic oud has influences from Western music.  In fact, most oud players of this style have been 

trained and have studied Western music first; for instance, Moḥyed-Din Ḥaider (1892-1967), 

who invented the Arabic modern technique, was a cellist; Jāmil Bāshir was a violinist, and Mũnir 

Bāshir was a cellist.  

  

 The traditional style of the oud can be performed in many different occasions such as in 

concert halls, on stages, and at weddings, and pop-cultural events, while the modern style is 

usually be performed in a concert hall.  Therefore, the traditional style is more accessible to a 

general audience, while the modern one is limited to a specific audience. 

 

 In addition, some oud players own more than one instrument with different tunings for 

different purposes.   For example, Soũheil Yoũnes has a collection of four ouds made by the oud 

maker Fādi Māttā, while Adel Sālameh has a collection of more than twenty-five ouds that he 

uses for recording, stage and hall concerts, and for practice purposes. 

 

V: 7 Musical Repertoires 

 

 Of course, improvisation is one of the most important forms of musical repertoire of the 

oud, but also other forms appear to be very popular in Arabic musical practice.  In this section, I 

will be examining these forms with some musical examples of each one.  These forms are 

instrumentals performed by al-tākht al-Arābi (al-shārqi) in contemporary Arabic musical 

practice: 
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 V: 6:1 The Doũlāb (plural Dawālib)  

 

 The د٣لاب doũlāb literally means "wheel", and is an “introductory short instrumental 

piece [composition].”
343

  It consists of simple musical themes, which is used for establishing the 

mood, or feeling” of a specific māqām,
344

 and is intended to reveal its special character such as 

its intervallic structure and the emotions attached to it.  The doũlāb melodies are “based on a 

māqām row and are performed to the rhythmic accompaniment of the wāzn wāhdah.”
345

 It is 

usually performed in the beginning of the wāṣlā (suite form).
346

  The time signature of the 

doũlāb is 2/4 and the rhythmic pattern used along with it can be bālādi. 

 

 
 

 V: 6: 2 The Tāhmilā (plural Tāhāmil)  

 

 The tāhmilā is one of the most fascinating Arabic musical genres performed by the tākht 

“native to Egypt that has been forced into the background today by newer, non-authentic musical 

form.”
347

  The basic rhythmic pattern is usually simple throughout the tāhmilā, which is 

generally 2/4 or 4/4 in moderate tempo.  The tāhmilā is based on a traditional and it is “easily 
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doũlāb.”  Scott L. Marcus.  Music in Egypt, p. 100.  
347 Ibid, p. 105. 
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remembered melody in two -part time, which extends over eight to twlve measures and is 

composed in an easily recognizable māqām row.”
348

 

 

 Samha El-Kholy described the tāhmilā form in performance practice as:  

 

 “…the group [tākht] would begin with the principal melody, in unison…next each instrument in 

 turn would improvise freely, to the accompaniment of the short rhythmic melodic ostinato.  The 

 improvised phrases should correspond in rhythmic structure to the principal melody, beig: of the 

 same length, half, or twice as long…when the tāhmilā is played by two instruments only…the 

 two performers answer each other [call and reponse] in short modulatory phrases, the limitations 

 imposed by strict rhythm are stimulating to the imagination.”
349

  

 

 The tāhmilā in musical practice consists of two parts form: the first part is similar to the 

doũlāb.  It consists of short themes that disclose the primary māqām.  The second part constructs 

short improvisational in which features the alternation between the instrumentalist and the full 

tākht (call and response).  The call is an improvised section, which is played by the virtuoso 

instrumentalists (oud, qānoun, nāy, and kāmān), which extends up to twelve measures.  

However, the “call” is follow by a “response” of equal length, which is played by the tākht.  

 
mālfoũf 

 
māqsũm 
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 V: 6: 3 The Bāshrāf (plural Bāshārif)  

 

 The bāshrāf is “a pre-composed instrumental genre that is metric and follows a rondo-

like structure.”
350

  It is comprised of four to five different segments in which four segments 

known as khānā (plural khānāt), and the fifth one known as tāslim (refrain) that repeated after 

each khāneh.  The word bāshrāf means, “proceed”, which refers to a musical composition 

performed as an opening in a wāṣlā (suite).   Throughout the bāshrāf, all musicians play the 

same melody as unison.  The main aim of the bāshrāf is to set the mode, mood, and melodic 

phrases of the wāṣlā.  In Arabic musical practice, the bāshrāf rerpresents “an unsuccessful 

synthesis between oriental melody and musical elements of Western musical cultures.”
351

   

 

 The bāshrāf usually performed by by an instrumental ensemble (tākht), with 

accompanying rhythmic pattern played on the dũrbakkāh and the riqq, these rhythmic pattern 

such as dāwr al kābir (28/4), shānbār (24/4), al-fākhit (20/4), and mũkhāmmās (16/4).
352

  The 

musical intensity increases from khāneh to khāneh, but balanced out again each time in the 

tāslim parts.  The first khāneh and the tāslim are composing in the same primary māqām known 

as bishro.   

 
Dāwr al-kābir 
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Shānbār 

 

 
Al-Fākhit 

 

 
Mũkhamās 
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 V: 6: 4 The Sāmāi’ (plural Samā'iyat)  

 

 The sāmāi‟ is “a pre-composed instrumental genre that has a rondo-like structure and 

follows a specific ten-beat pattern [sāmāi thāgil], except for the last khānā before the final 

tāslim.”
353

 The rhythmic pattern of the sāmāi‟ is based on a combination of binary and tertiary 

elements.  The ten-part rhythmic pattern of the first four khānāt (prl. khānā) of the sāmāi‟ has the 

form 3+2+2+3 (10/8) known as sāmāi‟ thāqil followed throughout the tāslim. The last khānā 

follows by three or six-part measure scheme (3/4 or 6/4) known as sāmāi‟ dārij or yũrũk sāmāi‟.  

The first three khānā of the sāmāi‟ consist of four to six measures; the last khānā varies from six 

to twenty-four measures. 

        
                 sāmāi‟ thāqil           yũrũk sāmāi‟ 
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 The first khānā usually displays the selected māqām and is composed in the lower jins of 

the māqām.  While the second khānā demonstrates the modulation to the primary māqām, which 

expands the melodic range to the higher jins of the māqām in the third khānā. 

 

 Several arab composers have distinguished themselves with sāmāi‟ compositions such as 

Tawfiq Ṣābbagh (1892-1964), „Ali Darwish (1884-1952), and Ibrāhim al-„Aryān (1850-1950) in 

which the sāmāi‟ named after the compoer, for example, one of the most popular sāmāi‟ on 

māqām bāyāti by al-„Aryān known as sāmāi‟ bāyāti al-„Aryān. The following example shows 

the khānāt and the structure of the sāmāi‟ composed by Seifed-Din Abdoun in early 1990. 
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 V: 6: 5 The Longā  
 

 The longā is a musical form usually in simple 2/4 rhythmic pattern.    It is considered in 

Turkey as mũgādimah (prelude).  Usually, it consists of musical themes similar to bāshrāf genre 

in some extend, but each theme consider as khānā.   It consists of two to four khānā, follow 

tāslim, which each khānā and tāslim of the longā consists of eighteen to sixteen measures, 

mainly in 2/4 (al-waḥdā al-basiṭā), except for the last, which occasionally follows the 3/4 or 6/4,  

sāmāi dārij rhythmic sāmāi‟.
354

 The tempo of the longā is usually allegro or allegretto. The 

following two longā are very popular among Arab musicians; however, I performed them with 

several groups in Jordan such as al-Fuhais, Yarmouk Arabic Tākht, and The Jordanian 

Musicians Association Tākht.   

 
Longā ḥijaz kār kũrd by Ṣaboũg Afāndi, Trans. By Seifed-Din Abdoun 

                                                   
354 Sālim al-Hilow. al-Mũsigā al-Nathāriyā.  Bierout, Dār Māktābāt al-Hayāt, 1972, P. 183. 
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Longā al-Sũnbati, Trans. by Seifed-Din Abdoun  
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 V: 6: 6 Other Musical Forms: 

 

 In contemporary Arabic musical practice, one can find the influence of Western music in 

some oud compositions.  The Egyptian musician Dr. Sāyed Awād (1926-2000) was the first to 

compose a musical piece for the oud and the orchestra.
 355

  The title of the composition is 

Fantasia al-Oud, and it consists of four movements based on the sonata form. The Jordanian oud 

player and cellist „Amer Mādi (1953-2009) performed Fantasia al-Oud many times in Jordan 

with the Yārmoũk Orchestra, which was part of the Music Department at Yārmoũk University.
356

  

In fact, Dr. Awād dedicated this composition and Violin Capriccio to me: he wrote “to my best 

student and son, Seifed-Din.”  Other instrumental compositions for the oud are given specific 

titles by the composer, such as Zāt el-khelkhāl by the Iraqi oud player Jāmil Bāshir, and Zikrāyāti 

by the Egyptian oud player M. al-Qāssabji, etc.  Also, Issā Boũlos has many compositions for the 

oud and Western ensemble such as Rāqs al-Jānũb; for the oud, clarinet, violin, cello, bass, 

guitar, and percussion.   

 

                                                   
355 Sāyed Awād was an Egyptian composer of contemporary classical music. He began his career as a violinist for 

the orchestra of the Cairo Opera House and later lived from 1983-1989 in Jordan teaching music at Yārmoũk 

University.  He was my violin teacher during that period at Y. University. He studied in Moscow with the Russian 
violinist and conductor David Oistrakh and received a Ph.D. in music there in 1968.  He is best known for his 

Yārmoũk Symphony, Fantasia al-Oud, Symphonic poems, Chamber music, works for violin and orchestra, and 

three-act opera The Death of Cleopatra in Arabic, which is based on the epic poem by Ahmed Shawqi.  
356 Yarmoũk Orchestra was the continuous of Yarmoũk Quartet Ensemble that consisted of first violin (Dr. Sāyd 

Awād), second violin (Seifed-Din Abdoun), viola (Prof. Anwār Bākir), and Cello (Dr. Robert Gordon). 
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Zāt el-Khelkhal by Jāmil Bāshir

357
 

 

                                                   
357 Jāmil Bāshir.  Al-Oud wa Ṭariqāt Tadreeseh [Oud Method], Vol. 2.  Iraq, 1989, p. 67. 
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Zikryāti by al-Qassābji, Trans. By Seifed-Din Abdoun 
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V: 8 Analysis of Oud Composition: Tāqsim Oud on Māqām Sikāh by Riyād al-Ṣũnbāti 

 

 In the section, I will be examining tāqsim sikāh on the oud by Riyād al-Ṣũnbāti (1906-

1981).  Al-Ṣũnbāti was as an oud player, singer, and composer, who composed large number of 

songs for other singers and performed oud improvisation regularly.  For instance, he composed 

one hundred and five songs for Umm Koũlthom alone.  

 

 The examination will discuss length, arrangement, modulation, melodic movement, 

melodic sequence, and rhythmic pattern.  In addition, a full transcription will be attached 

following the analysis.  From listening to this tāqsim, it indicates that al-Ṣũnbāti has a six-

course oud in which he uses the lower string for drone purposes.  In addition, he uses the 

fermata key for the three types of duration in which:
358

 

 

 Short Duration 

 Medium Duration 

 Long Duration 

 

  Touma described the Arabic modern tāqsim as “an instrumental realization of the modal 

framework of the māqām, which is not subject to any rhythmic-temporal organization, i.e., it 

has neither a regularly recurring and established bar scheme nor an unchanging tactus.”
359

  

However, the tāqsim has a strong musical element, and “characterizes the performer‟s style and 

is dependent upon his manner and technique of playing.”
360

 The Arabic tāqsim usually begins 

with an exploration of the lower jins of the māqām and moves up through higher jins. Scott 

Marcus stated, “The choice of notes is based on the degree of compatibility understood to exist 

                                                   
358 Fermata Key refers to hold a tone or rest held beyond the written value at the discretion of the performer. 
359 Habib Hassan Touma. The Māqām Phenomenon: An Improvisation Technique in the Music of the Middle East. 

In Ethnomusicology Journal, Vol. 15, No. 1 (1971), p. 43.  
360 Ibid, p. 39 
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between the various notes and the tonic [qārār] pitch.  The range of possibilities has been 

addressed in the existing Arab music theory…”
361

 

 

 The length of tāqsim sikāh is about five minutes and eight seconds, in which the tempo 

changes twenty-six times; the slowest tempo is 50 at 2:42 and its length about two second.  The 

fastest tempo is ninety-three at 1:41 which a length of eight seconds.  The tāqsim consists of 

eight phrases that vary from one to another; the shortest phrase is number seven, which is about 

seven seconds long, and the longest one is phrase number five, which is about two minutes and 

eleven seconds long.  The first phrase starts at 0:00 seconds; the second at 0:48; the third at 

1:07; fourth at 1:41; fifth at 1:49; sixth at 2:49; seventh at 4:03; and the eighth phrase at 4:12.  

The first four and the seventh are shorter phrases, while the fifth, sixth, and eighth are longer 

phrases.   

 

Phrase Number Time per second Tempo: 

1 0:00 88 

 0:42 76 

2 0:48 82 

3 1:07 75 

 1:27 88 

4 1:41 93 

5 1:49 74 

 2:10 72 

 2:12 88 

 2:15 86 

 2:31 74 

 2:37 86 

 2:42 50 

6 2:49 90 

 3:00 86 

 3:22 80 

 3:24 86 

                                                   
361 Scott Marcus.  “Modulation in Arab Music: Documenting Oral Concepts, Performance Rules and Strategies.”  In 

Ethnomusicology Journal, 36, 2 (1992), p. 177.   
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 3:28 48 

 3:30 82 

 3:45 70 

 3:47 82 

7 4:03 82 

8 4:12 75 

 4:13 68 

 4:18 77 

 4:34 90 

 

 The arrangement of the tāqsim form is associated with the māqām concept, which 

gradually ascends from low to high registers.
362

 The range of the tāqsim consists of two diwān.  

 

 

  

 Al Ṣũnbāti used the same jins as a point of departure and final arrival, however, the first 

modulation in this tāqsim starts in the first phrase at 00:33 second.  The interesting point of the 

tāqsim is the use of two transposing māqām ṣābā on D at 4:03 (phrase seven) and the beginning 

of phrase eight at 4:12, which is uncommon in Arabic music and, results in māqām bāstnikār.  

Also, at 2:49 (phrase six), al-Ṣũnbāti used māqām ṣābā on D. 

 

 

 One can note that al-Ṣũnbāti used four modulations throughout the tāqsim: māqām 

nāhāwānd, bayāti, ṣābā on D, and ṣābā on A, and the primary māqām sikāh.  However, the 

                                                   
362 Toũma Hābib.  “The Māqām Phenomenon: An Improvisation Technique in the Music of the Middle East,” p. 41. 
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primary māqām consists of two ajnās (tetra-chords): sikāh on E  and rāst on G.  The following 

figure shows the modulation of the tāqsim: 
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 Al-Ṣũnbāti used many techniques effects and ornamentation such as tremolo, trill, 

glissando, vibrato, appoggiatura, and acciaccatura, throughout the tāqsim.  In addition, he used 

the lower string as a drone many times in his performance.
363

  

 

 

 

 
 

One of the most characteristic devices of the melodic development in the tāqsim is the 

sequence, which can be identified in the structure of the tāqsim.  One can note the repeated 

notes throughout the tāqsim as the main theme of the rhythmic pattern (see example below): 

 

 
 

 

 

                  

                                                   
363 Drone refers to a continuous low-pitched droning sound.  Roget‟s II: The New Thesaurus.  Edited by Fernando de 

Mello Vianna. Boston: Houghton Mifflin Company, 1980, p. 297. 
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Tāqsim sikāh on the oud by Riyād al-Sũnbāti 

Trans. By Seifed-Din Abdoun 
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Conclusion 

 

 There is no doubt that the oud is one of the oldest musical instruments known to 

humankind, and mystery still surrounds its early history and origin.  Archeological discoveries 

indicate the use of the oud for the first time in the Akkad Era (2370-2083 BCE); it was described 

as a small instrument in size that was easy to carry while walking in processions, for worship, 

and in religious rituals. 

 

 For many years, scholars described the oud as “wood” or as a “flexible stick.”  However, 

in this study; I offer two theories to clarify the origins and meaning of the name “oud.”  Firstly, I 

propose that the name “oud” may be derived from the Arabic word oud ( ف٤د)  that means, “come 

back.” Secondly,   the oud is an instrument made of flexible sticks from the oud tree (scientific 

name Aquilaria SPP).  

 

 In this study, I explore the oud as the perfect instrument, designed originally by 

philosophers, who noted close associations and connections between the instrument and other 

disciplines such as cosmology, astronomy, mathematics, and anatomy.   

 

 Many Arab poets mentioned the oud in their poetry as early as the fifth century.  Arab-

Muslim philosophers considered the oud to be the basis for the writing and interpretation of the 

Arabic musical system (māqām).  Al-Kindi (The Arab philosopher) and Ikwān al-Ṣāfā 

demonstrated strong understanding of music, especially the oud, using musical theory such as the 

harmony of the spheres, ethos, and the affinities in the universe.  The oud was for them 

manifestation of the order of the universe, formulated by mathematical calculations and 
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mathematical ratios.  They saw the oud as a scientific device constructed with the purpose of 

displaying these mathematical proportions.  

 

 Al-Fārābi discussed the oud and saw the oud as a human project, developed in a historical 

context by individuals of different nations over time. According to him, the oud was a scientific 

tool with which anyone interested in understanding the nature of music could experiment.  His 

discussion of the oud was focused on explaining its basic acoustic features and the different 

levels produced by each, while al-Kindi and others discussed the oud in detailed descriptions of 

its measurements and dimensions.  

   

 Throughout the instrument‟s history, the measurements, shape, and the strings of the oud 

became perfectly proportioned.  The long neck of the oud became shorter, the sound box became 

larger, and the face of the oud changed from animal skin to wood, to enrich the power of its 

sound production.  However, some scholars discussed the measurements of the oud as mentioned 

in Kitāb ḥawi al-funũn wa salwāt al-maḥzũn by ibn al-Ṭāḥḥān (eleventh century) and Kitāb kinz 

tũhaf (eleventh century) without any analysis. In this study, I found these measurements of the 

oud were disproportionate: ibn al-Ṭāḥḥān Kitāb, for example, described the oud as 180 cm for the 

length and 72 cm for the width.  Meanwhile, Ikhwān al-Ṣāfā suggested harmonious proportions: 

the length is one-and-a half times the width, the depth is half the width, and the neck is one 

quarter of the overall length.  Therefore, if the neck measured only twenty cm, the total length 

would be eighty cm.  
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 As for the strings, the four strings of the oud are mathematically proportioned between 

fixed ratios in order to ensure accurate resolution.  There was an acceptable tonal sequence when 

moving from one string to another.  At a time of al-Kindi, the descent ratios between the four 

strings on the arithmetic progression were 4/3/2/1.  For example, the bāmm was made of four 

layers of gut; the mithlāth from three layers of gut; the māthnā was made from silk equivalent 

thickness in two layers of gut; and the zir was made from silk, but had equivalent thickness in 

one layer of gut.  In addition, he associated the four strings, four frets, and four tuning pegs with 

the twelve signs of astrology: the four double-course strings correspond to Gemini, Virgo, 

Sagittarius, and Pisces because they each consist of two stars. 

 

 Al-Fārābi described the strings as “…the bāmm string is made of sixty-four threads; the 

mithlāth of forty-eight, the māthnā of thirty-two, and the zir of twenty-four, and the second zir 

string (al-zir al-thani or al-ḥadd) of sixteen.”
364

  The series numbers, I believe, were chosen from 

mathematical proportions (2:4:8:16:32:64).   Ikhwān al- Ṣāfā stated that the thickness of the 

strings should be in excellent proportion to each other; the thickness of the bāmm should be in 

the proportion of 4:3 with the mithlāth; the thickness of the māthnā in proportion of 4:3 with the 

zir.  The bāmm should be composed of sixty-four threads, the mithlāth of forty-eight, the māthnā 

of thirty-six, and the zir of twenty-seven threads. The numbers of the strings of the oud have 

been developed from two to three, four, five, and six courses.   

 

 One of the most important developments on the oud was the change from a fretted 

instrument to a fretless one.  Moreover, the method of playing the oud has developed; the use of 

rishā has replaced the use of the fingers of the right hand for striking the strings.   

                                                   
364 KMK, p. 69-70. 
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 With regard to the dābt ضثظ or dozān ٛد٣صا (tuning system), I examined and clarified the 

developments and theories of the oud by al-Kindi, Isḥāq al-Māũsely, al-Fārābi, and al-Armāwi 

al-Bāghdādi.  Al-Kindi was the first to utilize abjād as a pitch notation and to name the notes of 

the Arabic scale, using the oud.  He also recognized two diwān (octaves) in the Arabic musical 

scale in which he proposed a fifth string in order to obtain the second diwān on the oud.  While 

he used four frets on the oud starting with the sābābeh (the index finger), al-Fārābi invented a 

new fret called mũjānāb al-sābābeh (above the index finger or anterior to the sābābeh).  

Moreover, al-Armāwi al-Bāghdādi added another fret on the oud, which is above the mũjānāb 

known as zāyed.  Al-Kindi, al-Fārābi, and al-Bāghdādi considered the first note on the oud to be 

mũtlāq al-bāmm (lowest open string: A), while, al-Māũsely considered māthnā (the third open 

string) to be the first note.   

 

 Many scholars who dealt with the tuning system of the oud gave descriptions that 

differed from the original treatises.  For example, Farmer included al-Kindi‟s musical scale of 

two mũjanāb; one mũjanāb is between the mũtlāq (open string) and the sābābeh distān (the 

index finger fret), and he recognized two distān for the wũsṭā instead of one.  Another issue, 

which I examined and clarified in detail, was the interpretations and transcriptions of al-

Māũseli‟s modes that varied from scholar to scholar:  Coolangettes and Sachs gave only five 

modes of differential intervallic structure within the eight modes; Shawqi (an Egyptian scholar), 

Wright, and Farmer gave six, seven, and eight respectively.  Ibn al-Mũnājim described al-mājāri 

(courses) as follows: four mājāri were in the course of the wũṣṭā (minor third from the mũtlāq), 

and the other four were in the course of the bonṣor (major third).   In addition, Farmer
365

 and 

                                                   
365 Farmer. The Music of Islam, p. 457. 
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Owen Wright 
366

considered bāmm to be the first note of the ten notes of al- Māũṣeli equivalent to 

zero, the māthnā, according to ibn al-Mũnājim. The chart below represents the oud according to 

Al-Kindi, al-Māũsely, al-Fārābi, and al-Armāwi al-Bāghdādi: 

 Al-Kindi al-Māũsely al-Fārābi al-Bāghdādi 

Number of strings 4 (5)
367

 4 5 (7)
 368

 5 

First note on the oud Bāmm (1
st
) māthnā(3

rd
 ) bāmm(1

st
) bāmm(1

st
) 

Diwān (octave) two Ten notes two two 

First fret on the oud sābābeh sābābeh mũjanāb zāyed 

Number of frets/string 4 4 11 7 

Made-up scale 12 12 22 17 

 

   

 This study has examined the oud, which is the primary instrument in Arabic music 

making, in performance practice: improvisation and ornamentation, the role in the Arabic 

ensemble (al-tākht al-Arābi), social functions and uses, gender in musical performance, 

technique, and musical repertoires.  I observed and interviewed four selected skillful performers 

who have knowledge of Arabic music as well as Western musical theory and practice.  Some of 

them, whom I have known for many years, perform as soloists and with ensembles on stage and 

in concert halls, festivals, and recording studios.   

 

 With regard to improvisation, from my personal knowledge and experience, I have 

offered a new approach that is both instrumental and vocal.  Instrumental improvisation 

includes three different types: improvised-memorized, tāqsim, and irtijāl. In addition, I 

examined the role of the oud in al-tākht al-Arābi, and its functions in musical composition, 

tārāb, and ritual ceremonies, for validation of a ruler‟s socio-political power by praising the 

leaders and the members of political parties, and in healing.   

                                                   
366 Owen Wright.  “Ibn al-Munajjim and the Early Arabian Modes,” p. 28. 
367 Suggestion the number of the strings on the oud. 
368 Suggestion the number of the strings on the oud. 
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 With respect to the history of the oud‟s performance practice, I examined the shift from 

female performers to male orientation.  For instance, during the Abbasids Era, palaces were 

crowded with professional musicians and singing-girls. In this study, I have examined the 

modern and traditional techniques of the oud, and the musical repertoires of the instrument in 

detail, and included some musical transcriptions. In addition, I examined tāqsim sikāh on the 

oud by Riyād al-Ṣũnbāti (1906-1981) with a full musical transcription.  

 

 My aim in this analytical study is not only to provide useful information and background 

on the oud, especially in contemporary Arabic music practice, but also to provide a thought- 

provoking foundation for further research.  Topics for further research include the oud in 

Arabian Peninsula, al-Magrib al-Arabi (Morocco, Tunisia, Algeria, and Libya), Turkey, Iran, 

East and West Africa, Israel, and Greece.  Also, I would like to interview more oud performers 

and analyze their performances in depth.  Moreover, comparative study of musical compositions-

performances of various performers such as R. al-Ṣũnbāti, Farid al-Atrārch, M. Qāssabji, Jāmil 

Bāshir, and Mũnir Bāshir can serve a useful purpose of understanding the musical practice of the 

oud.     
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Arabic Alphabet and Pronunciations:   

 There are twenty-eight letters in the Arabic alphabet.  These are mostly consonants as the vowel 

sounds (e.g. „a‟ or „u‟) are showing by signs called ḥārākāt above or below the letters.  The ḥārākāt for 

the vowel sounds are: 

 Fāthā (a short line above the letter): this gives an „a‟ sound pronounced as in „sun‟. 

 Dāmmā: this gives the „u‟ sound pronounced as in „soot‟. 

 Kāsrā (a short line below the letter): this gives the „I‟ sound pronounced as in „sit‟. 

 

Name of letter Arabic English Pronunciation: as in 

 alif a: fat„ أ إٔو

 ba‟ b: bag ب تاء

 ta‟ t: table خ ذاء

ءشا  tha‟ th: north ز 

  gim g or j: George or job ض ظ٪٘

 ḥa‟ ḥ: sound made in the throat (Ḥassan) غ ؼاء

 kha‟ kh: ch or loch ؾ خاء

 dāl d: oud د دآ

 ‟dhāl dh: „th‟ in „then ر رآ

 ‟rā‟ r: „r‟ in „rāst س ساء

 zay z: z in mizmār ص صا٧

 sin s: sing ط ع٪ٜ

 shin sh: show ػ ش٪ٜ

 ‟ṣād ṣ: a strong „s‟ in „song ص صاد

 ‟dād dh: a strong „d‟ like the „d‟ in „don‟t ض ضاد

 ‟ṭā‟ ṭ: a strong „t‟ like in „ton ط عاء

 ‟thā‟ th: as „th‟ in „thus ػ ؽاء

 ayn a strong guttural produced by the„ ؿ ف٪ٜ

compression of the throat and exulsion of 

the breath: „a in „Ali 

 ‟ghāyn gh: like the „r‟ in French as in „father ك م٪ٜ

 fā f: flute ه ىاء

 qāf q: a strong „k‟ sound made at the back of ً ٍاه

the throat 

 kāf k: king ُ ّاه

 lām l: lemon ٓ لاٗ

٘٪ٙ ٗ mim m: music 

ٛ٤ٝ ٛ nũn n: nāy 

 ha‟ h: horn ١ـ ١اء

 wāw w: wish ٣ ٣ا٣

 yā y: yellow ٧ ٩اء

 ‟hmzā ‟: like a ء ١ٚضج

 

Appendix 1: Arabic Alphabet and Pronunciations 
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Appendix 2: al-Farabi‟s Oud 
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Glossary of Musical terms 

 
Al-boũd al-tānini al-awṣāt: whole tone. 

Al-boũd bil arba‟a: perfect fourth. 

Al-boũd bil khams: perfect fifth. 

Al-dhārib: the oud player. 

Al-adwār: the cycles. 

Al-garār: tonic note. 

Al-qāwi al-mũstaqim: the strong straight jins (tetrachord). 

Al-ghina: singing. 

Al-ḥadd: the fifth string on the oud. 

Al-jahilyā: ignorance era (pre-Islamic Era). 

Al-mu‟allaqāt: The Suspended Odes. 

Al-mũfrad al-aṣghar: the small single jins (tetrachord). 

Al-mũfrad al-awāl: the first single. 

Al-mũfrad al-awṣat: the middle single jins (tetrachord). 

Al-naghāmih al-mafrũdā: Proslambanomenos. 

Al-oud al-akmāl: the complete oud. 

Al-oud al-kāmil: the perfect oud. 

Al-oud al-mũfakāk: the disjointed oud that made for the khalifas so it would be easy to carry it with 

 them during their travels. 

  

Al- oud al-Shābũti: this oud has a rectangular shape similar in a thickness to cyprinid (small 

 freshwater fishes) and it was invented by Mansoũr Zalzal (d. 790). 

 

Al- oud al-Madrasi: school or training oud. It has a high pitch and is considered as a soprano 

 instrument. 

 

Al- oud al-Mũghani: type of an oud was invented by Ṣafi‟ed-Din al-Armāwi al-Bāghdādi.  It is a 

 special instrument used to accompany singers. 

 

Al-āṣābē al-ārbā‟a: four fingers. 

Al-āṣābē al-āthālāthā: three fingers. 

Arkān: elements. 

Asabi‟ (sigl. ũsba‟): fingers. 

Alwaḥ (singl. lawḥ): board or strips. 
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Al-tākht al-Arābi: Arabic musical ensemble. 

Anf: nose-nut. 

Atāb: fret. 

Atabā: threshold. 

Al-taswyā al-baṣitā: the simple tuning. 

Al-taswyā al-mashhurā: famous tuning. 

Al-taswyā bil ladhi bil khams: perfect fifth. 

Al-taswyā bil boũd al-ladhi fil khamsā wa baqyiā: perfect fifth and one quarter-tone. 

Al-taswyā bil boũd dhi al-khamsā wa tānini: perfect fifth and two whole tones. 

Al-taswyā bi die‟f al-ladhi bil arba‟a: double fourth. 

Al-taswyā bi boũd ala dhi bil kũl: octave or diwān. 

Al-taswyā bideif al boũd al-tānini: double whole tone. 

Al-taswyā bil boũd al-tanini: whole tone. 

Al-taswyā al-mũrakabeh: the complex tuning. 

Al-taswyā bi die‟f dhi al-kũl min mũtlāq al-bāmm ila khonṣor al-zir: perfect diwān from bāmm to khonṣor 

 on the zir string. 

 

Al-taswyā bi tarteeb al-bāmm min al-mithlāth ala boũdain taninayen: the sequence from bāmm 

 to mithlāth for two whole tones. 

 
Al-taswyā bi tarteeb al-māthnā ala boũdain taninayen min al-mithlāth: the sequence from māthnā to 

 mithlāth for two whole tones. 

 
Al-taswyā bi tarteeb al-māthnā al boũd tanini wa baqyia min al-mithlāth: two whole tones and a half 

 from the māthnā to al-mithlāth. 
 

Al-taswyā bi tarteeb al-māthnā ala boũd tanini min al-mithlāth: one whole tone from mithlāth to māthnā. 

Al-taswyā bi tarteeb al-bāmm min al-mithlāth ala boũd tanini: two whole tones from bāmm to mithlāth. 

Awdā:(prl. awdāt) limma or half a tone. 

Awazāh (prl. awazāt): tone. 

Anāqāh: elegance. 

Bahei: brilliance. 

Banjāk: peg-box. 

Bashariyā: human. 

Bāshrāf: a pre-composed Arabic instrumental genre. 

Bāmm: first string on the oud. 
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Bayit al-mālāwi: pegs-box.  

Bilād al-Shām: refers to Syria, Jordan, Lebanon, and Palestine. 

Bilad ma bayn a-nahrāin: Mesopotamia. 

Bonṣor: ring finger fret. 

Boũd al-baqyiā: minor half tone (quarter-tone). 

Boũd al-kũl: whole tone. 

Boũd tāanini: whole tone. 

Boũdan taninyiān: two whole tones. 

Bũzoq: long neck lute was known as tanboũr. 

Dāb: tuning system. 

Dāff: frame drums, tambourine. 

Dhāhr: back. 

Dhikr: remembrance. 

Dhũ al-madatayn: the jointly and the disjunction. 

Distān (prl. dāsātin): fret. 

Diwān: octave. 

Diwān al-thāni: second octave. 

Doũlāb (plural, dawālib): literally means "wheel”, it is a pre-composed instrumental genre. 

Dozān: tuning system. 

Fadhlā: Limma or half a tone. 

Farās: horse. 

Gādib: wand. 

Gamariā: two small holes on the face of the oud. 

Gammaz: dimple. 

Gas‟a: bowl. 

Ghinā‟ murtajāl: extemporaneous singing. 

Ibhām: thumb. 

Iqa‟a: rhythm. 

Ilahiyā: referring to the divine. 

Irtijāl: improvisation. 

Jins (prl. ajnās): tetrachord. 
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jins al-āṣl: original tetrachord. 

Jins al-farea‟: basis tetrachord. 

Jins fawiq al-tām: perfect tetrachord. 

Jins motawasit: average tetrachord. 

Jins nāqis: minus tetrachord. 

Jins tām: complete tetrachord. 

Jins zae‟d: tetrachord plus. 

Jism: body. 

Kae'b: heel. 

Kāmān: violin.  

Kasāt: finger-cymbals. 

Kitāb al-Musiqā al-Kabir: The Great Book of Music. 

Khānih (plural, khānāt): laterally, house or part-section. 

Khonṣor: little finger fret. 

Longā: a pre-composed instrumental genre. 

Mājāri (singl. mājrā): courses (of either middle or ring finger fret) was invented by Isḥaq al-Māũseli. 

Majlis: court of the Caliphs. 

Mafātiḥ: (sigl. mifāḥ ) keys. 

Māqām: Arabic musical system. 

Mālāwi: tuning pegs. 

Māthnā: third string on the oud. 

Marbāt: fastening place. 

Mawāl (prl. mawāwil): vocal improvisation. 

Mithlath:second string on the oud. 

Mũgāribāt: approximating notes. 

Mũgādimah: prelude. 

Mũgāwirāt: adjacent notes. 

Mũwāshāt (singular, mũwāsh): a pre-composed, metric vocal genre.  

Mũjanāb: above sābābeh (first finger). 

Mũjānāb al-wũṣṭa: above wũṣṭa. 

Mũsht: comb. 
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Mũtlāq: open string. 

Mũtrib: a professional male singer. 

Mũtribāh: a professional female singer. 

Nafsaniyyā: referring to the Universal Soul. 

Nāqsh (prl. nũqoũsh) ornamentation. 

Nāshāz: out of tune. 

Nāy: type of flute or reed-pipe. 

Niṣf al-boũd al-adhām: aphotium, which is located between wũṣṭā and bonṣor on the bāmm. 

Raddāt (singular, raddā): a refrain or an echo. 

Raqābā: neck. 

Raqmā: membrane. 

Ribaṭāṭ: places. 

Risāla: treatise. 

Rishā: plectrum. 

Sābābeh: index finger fret. 

Sādr: chest. 

Ṣād and Rād: technique used to pluck the strings of the oud, which means up and down. 

Sama‟: refers to music and singing. 

Samāie: a pre-composed instrumental genre. 

Sāmāi thāgil: a rhythmic pattern 3+2+2+3 (10/8). 

Shāddā: tied. 

Shamsiā: big hole in the middle of the face of the oud. 

Shāṭrat (singular, shāṭra): half. 

Shi‟er: poetry. 

Shāṭr: hemistich. 

Shua‟ab: branch. 

Tabi‟iyā: natural. 

Tābl: double-headed drums. 

Tābdil: replacement. 

Tāhmilā: Arabic musical genres. 

Tafkhim: enrichment. 
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Tākht: Arabic musical ensemble. 

Takthir: abundance. 

Tāqāsim: improvisation. 

Tārāb: ecstasy (acute emotion of joy or grief). 

Tawāfiq: harmony. 

Tazyeen: embellishment. 

Ũng: neck. 

Wājh: face. 

Watār (prl. awtār): string. 

Wāṣlā: a traditional melody with generic components that share the same melodic mode. 

Wũṣṭā: middle finger. 

Zai‟d: surplus. 

Zakhmā: plectrum. 

Zend: wrist. 

Zir: the fourth string on the oud. 

Zir thani: the fifth string on the oud. 
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