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Abstract 
 

On the Transmigration of the Arab Soul: A Case Study in Contemporary Composition  
 

Saad Nadim Haddad 
 
 

 This dissertation consists of two parts: (1) a portfolio of recent works composed during 

my fellowship at Columbia University, including Aruah (2022) for mixed octet, String Quartet 

No. 2 (2021), and Clarinet Concerto (2019) for solo clarinet, orchestra, and electronics, and (2) 

this subsidiary essay. This written discussion centers around three pillars that form the 

foundation of how I presently conceive of music that incorporates both Arab and Western 

musical aesthetics. These pillars are organized into three chapters (1) Recontextualizing maqām, 

(2) “Ṭarab-ic” Harmony, and (3) Organological Transethnicism. At the end of each of chapter, I 

relate the discussed principles to specific moments in my own music, taken from excerpts from 

this dissertation’s musical portfolio. My analysis of these works through the lens of these three 

pillars highlights the amorphous qualities of perception across disparate cultures, and how 

authenticity as a spectrum, rather than as a fixture, can result in new aural experiences.  
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Introduction 
 

This paper will explore tenets of traditional Arab music1 that are uniquely suited to 

advance new, but related, aural arguments, in the context of Western contemporary classical 

music. Through careful and considered implementation, it is possible to create a new musical 

aesthetic outside both Arab and Western musical paradigms, while retaining an elastic bond with 

them. In Chapter 1, I recontextualize the maqāmāt2 in notated music through observations related 

to aesthetics, authenticity, and perception. In Chapter 2, I hypothesize about ṭarab3 as a basis for 

harmonic study by highlighting two geo-culturally disparate composers’ work and how 

temperament itself relates to this elusively mystical concept. In Chapter 3, I navigate 

organological transethnicism through an overview of the perceived “progress” of Western and 

Arab instruments and how the twentieth-century American experimentalists dealt directly with 

this concept.  These subjects have recently informed the development of my composition practice 

through works scored for symphony and chamber orchestras, chamber ensembles, soloists, and 

electronics. At the end of each chapter, I will refer to examples from my own recent musical 

output, including Aruah (2022), String Quartet No. 2 (2021), and Clarinet Concerto (2019), for 

the purposes of drawing on real-world “discourse” with each of the topics.  

 
  

 
1 Traditional Arab music and al-mūsīqà al-turāthiyyah will be used interchangeably throughout this paper. 
 
2 The maqāmāt (sing., maqām) are the modes used to form the melodic framework of Arab music.  
 
3 The term, ṭarab, loosely translates to “musical ecstasy.”  
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Background 

The influence of Arab music on Western art music4 has been well-documented in the 

annals of opera houses and concert halls around the world. It was featured in Western 

masterpieces, such as Giuseppe Verdi’s Aida (1871), Camille Saint-Saëns’s Piano Concerto No. 

5 “The Egyptian” (1896), and Nikolai Rimsky-Korsakov’s Scheherazade (1910), among many 

others. Then, the cross-cultural pollination between Arab and Western music intensified during 

and as a consequence of the “Congress of Cairo”5 (1932), which was the first documented 

symposium between European and Arab music scholars and musicians.6 During the recording 

age,7 the influence of Western music became increasingly apparent. Instruments like the violin, 

cello, double bass, keyboard, and even the electric guitar were incorporated into the traditional 

Arab takht, or “ensemble” in Arabic.8 Functional tonal harmony became commonplace, and 

Lebanese singers like Fairouz (b. 1935) borrowed from Western Classical repertoire, quoting the 

melody from the main theme of the first movement of Wolfgang Amadeus Mozart’s Symphony 

No. 40 in Ya Ana Ya Ana, one of her most well-known songs. As a result, the development of 

Arab music became more Westernized, in part because of interest from Arab composers and 

 
4 Western art music, Western music, and European music will be used interchangeably in this essay. 
 
5 The “Congress of Cairo” is more formally referred to as the First Congress of Arab Music; I will refer to it as the 
“Congress of Cairo,” as it is more widely known as such.  
 
6 Israel Katz, Henry George Farmer and the First International Congress of Arab Music (Cairo 1932), Islamic 
History and Civilization Studies and Texts; V. 115 (Boston: Brill, 2015), 2, accessed March 2, 2023, 
https://ezproxy.cul.columbia.edu/login?qurl=https%3a%2f%2fsearch.ebscohost.com%2flogin.aspx%3fdirect%3dtru
e%26AuthType%3dip%26db%3de025xna%26AN%3d973895%26site%3dehost-live%26scope%3dsite. 
 
7 The recording age in the Middle East began ca. 1904 with three major labels: the British company Gramophone, 
the German company Odeon, and the Lebanese company Baidaphon. See Ali Jihad Racy, “Arabian Music and the 
Effects of Commercial Recording” The World of Music 20, no. 1 (1978): 47, accessed March 2, 2023, 
https://www.jstor.org/stable/43562539.   
 
8 Salwa El-Shawan, “Traditional Arab Music Ensembles in Egypt since 1967: ‘The Continuity of Tradition within a 
Contemporary Framework’?,” Ethnomusicology 28, no. 2 (1984): 271, https://doi.org/10.2307/850761. 
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musicians themselves, and in part to reach a wider audience. However, the progression of Arab 

music itself had arguably reached a standstill. Al-mūsīqà al-jadīda, or “new music,” which was 

“deliberately and consciously open to non-traditional [non-Arab] influences,”9 began to take 

precedence over al-mūsīqà al-turāthiyyah, or the “heritage music.”10 As a composer versed in 

both the traditional Western and Arab repertoire, I have no interest in “progressing” al-mūsīqà 

al-turāthiyyah, nor do I feel qualified to do so. But, I am innately curious to explore rigorous 

ways that Arab music’s existing theoretical principles can aurally transform traditionally notated 

Western music, in an effort to achieve a sound world personal to my own experiences, whose 

heritage lies in a land where this music existed for over a millennium.  

During the twentieth century, some European composers began to incorporate the 

maqāmāt system and the melodic framework of al-mūsīqà al-turāthiyyah, in the context of their 

own music.11 Following the events of the Gulf War (1990-1991), Swiss composer Klaus Huber 

(1924-2017) became fixated on Arab music theory through the writings of French musicologist 

Rodolphe d’Erlanger’s (1872-1932) seminal La musique arabe (1930-).12 This period of self-

study led to works like Die Erde bewegt sich auf den Hörnern eines Ochsen and Die Seele muss 

vom Reittier steigen. In the latter, Huber was keenly aware of the aesthetics of Arab music, 

retaining the emotional framework of maqām ṣabā as the mode of “pain and grief.” 13 In the 

 
9 Ibid., 272. 
 
10 Ibid. 
 
11 Klaus Huber at Work (Pars Media, 2009), accessed March 1, 2023, https://youtu.be/jonTRMLFSZA. 
 
12 Rodolphe d’Erlanger’s La musique arabe is a six-volume collection on Arab music theory from the Abassid 
empire. 
 
13 Kjell Keller, “Klaus Huber und die arabische Musik: Begegnungen, Entgrenzugen, Berührungen.” Dissonanz, 
December 1, 2004, accessed December 20, 2022, http://www.dissonance.ch/upload/pdf/088_14_hb_kjk_huber.pdf. 
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preface to this work, he includes the pitches of maqām bayātī as a notated scale and indicates its 

intervals with fractional relationships from the harmonic series (figure 1). 

 

Figure 1: maqām bayātī as interpreted by Klaus Huber in Die Seele muss vom Reittier 
steigen14 

Huber claimed that he did not intend to “quote Arabic melodies or melodic paradigms,” but, 

rather, he employed the maqāmāt as a method for discovering new ways and habits of 

listening.15 This thought process aligns with that of French ethnomusicologist Francesco 

Salvador-Daniel (1831-1871), who premised that the “habit of hearing acts as a law, and through 

it, the exception of yesterday becomes the rule of today,” especially in relation to Arab music 

and the adoption of Western ears to its idiosyncrasies.16 Huber’s extensive study into the 

maqāmāt raises the issue of “transethnicism,” a term coined by American composer Lou 

Harrison to describe “the employment or evocation of musical styles and techniques other than 

the composer’s own.”17 According to British musicologist David Nicholls (1955-): 

With transethnicism … [for] a [Western] composer to employ materials from 

“elsewhere” not merely as coloring, but as the basis of a compositional method, and 

 
14 German trans.: “corresponds to the modern Maqam Bayati.” See Klaus Huber, Die Seele muss vom Reittier 
steigen (Berlin: Ricordi, 2002).  
 
15 David Nicholls, “Transethnicism and the American Experimental Tradition,” The Musical Quarterly 80, no. 4 
(1996): 589. 
 
16 Francisco Salvador-Daniel and Henry George Farmer, The Music and Musical Instruments of the Arab: With 
Introduction on How to Appreciate Arab Music (London: W. Reeves, 1914), 51, accessed March 2, 2023, 
https://catalog.hathitrust.org/Record/011821738. 
 
17 Nicholls, “Transethnicism and the American Experimental Tradition,” 570. 
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therefore to display an attitude of seriousness toward cultures lying beyond imperialism’s 

zone of tolerance is to effectively condemn his music to rejection by the American 

Eurocentric establishment. The greater the degree of transethnic influence, the greater the 

likelihood of rejection.18  

Hence, despite his marked interest in Arab culture and music, Huber admits to be continually 

pulled by an “instinct of self-preservation” that led him to “keep return routes to Europe open.”19 

While I relate to Huber in this regard, I am pulled in the opposite direction. There is a similar, 

unexplainable, perhaps even mystical, tug to “self-preserve” my own heritage, with music 

coincidentally serving as the conduit. 

While Huber was making inroads in his own personal interpretations of Arab music 

theory, Egyptian composer Halim El-Dabh (1921-2017) took a markedly different approach 

when it came to his relationship with Arab musical materials. Rather than using “ornamentation, 

approximation, or ethnic styling that adds tinge or color,” El-Dabh interacted directly with his 

environment, “manipulating audio recordings of daily Egyptian life and mixing those sounds 

with atonal piano chords, rather than playing harmonized ‘exotic’ scales on a piano.”20 

Conversely, in his 1958 Fantasia-Tahmeel: Concerto for Derabucca and Strings,21 El-Dabh 

included “intricate and challenging rhythms,” presumably from the complex metrical īqā‘āt22 

 
18 Ibid., 589. 
 
19 Klaus Huber and Max Nyffeler, Umgepflügte Zeit: Schriften Und Gespräche, 1. Aufl, Edition MusikTexte 006 
(Köln: MusikTexte, 1999), 251. 
 
20 Michael Khoury, "A Look at Lightning: The Life and Compositions of Halim El-Dabh," in The Arab Avant-
Garde: Music, Politics, Modernity, ed. Thomas Burkhalter et al. (Middletown, Connecticut: Wesleyan University 
Press, 2013), 166. 
 
21 No known commercial recordings of this work exist. 
 
22 The īqā‘āt (sing., īqā‘) are the rhythmic patterns in Arab music. 
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system, which was met with several cuts to the score by conductor Leopold Stokowski.23 His 

chamber ensemble work Monotone, Bitone, and Polytone (1952) was similarly spurned by 

established composers Gian Carlo Menotti, William Schuman, and Vincent Persichetti at a 

performance of the work at the Juilliard School,24 as they argued that his work lacked the 

“norms” of modern composition.25 This level of rebuke towards El-Dabh and his oeuvre sharply 

contrasts with that of Huber and others who took a transethnic approach to composition, and 

largely bore fruit from this cultural borrowing. 

  

 
23 Denise Seachrist, “This Building Is Going to Fly: Halim El-Dabh and the Columbia-Princeton Electronic Music 
Center,” Bananafish, 2002, 23. 
 
24 Khoury, "A Look at Lightning," 168. 
 
25 Ibid. 
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About the composer   

It is pertinent to note my geo-cultural reality to provide much-needed context for this 

paper. I was born in Augusta, Georgia, raised in Los Angeles, California, and for the last eight 

years lived in New York City. My Jordanian-born father and Lebanese-born mother moved to 

the United States when they were seventeen and eight years old, respectively. Throughout my 

adult life, I have been deeply curious about the life that “may have been” had my parents 

remained in the Middle East. This curiosity is the seed for the music that I have written in the last 

decade. I have not physically felt Arab soil, experienced any of its culture firsthand, nor heard a 

second of music in the Arab world itself. Furthermore, there is an entire ancestry of Arabs 

unknown to me, who have aurally passed down countless traditions that have become 

unintentionally lost as my family sought to assimilate in the Western world. Like Huber and El-

Dabh, much of my own music is concerned with the integration of Arab musical aesthetics 

within the wide array of other musical influences I have encountered. In my case, these other 

influences are directly tied with Eurocentric music from the Renaissance and Baroque periods 

(Nicola Vicentino, Johann Sebastian Bach), early twentieth-century microtonality (Ivan 

Wyschnegradsky), and the spectralist and post-spectralist movements (Giacinto Scelsi, Gérard 

Grisey, and Georg Friedrich Haas).26

 
26 This is only a general sampling of major Western figures who have had an impact on my most recent output. 
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Chapter 1: Recontextualizing Maqām 
 
The strongest response to pitch is emotional. This is the secret of the power of music.27 
     –– Ben Johnston  
 

My work seeks to “re-contextualize” Western music through the lens of another culture: 

one that is simultaneously personal to my ancestry and deeply mired geopolitically with my 

family’s recently adopted home in the West. My research started from a pivotal historical 

moment in the Middle Eastern world: the “Congress of Cairo” (1932), which was convened by 

King Fuʾād I of Egypt. This is the first known international conference on Arab music.28 The 

king’s aim was to “explore[] ways to perfect Arab music, to provide it with indisputable 

scientific rules, and to spread its teaching.”29 It was attended by Western musical luminaries, like 

composer Béla Bartók30 and musicologist Henry Farmer,31 and respected Arab musicians such as 

nāy32 player ‘Ali al-Darwīsh33 and tanbourist34 Muḥammad Bey Fatḥī.35 During the conference, 

it was agreed that the microtonally-inflected Arab modes, which are integral to the overall 

framework of the maqāmāt, have wide variations between each other in terms of intonation. 

 
27 Ben Johnston and Bob Gilmore, Maximum Clarity and Other Writings on Music, Music in American Life 
(Urbana: University of Illinois Press, 2006), 168. 
 
28 Israel Katz, Henry George Farmer and the First International Congress of Arab Music (Cairo 1932), 111–12. 
 
29 Ibid. 
 
30 Ibid., 146. 
 
31 Ibid. 
 
32 The nāy is a wooden, end-blown flute with finger-holes. 
 
33 Israel Katz, Henry George Farmer and the First International Congress of Arab Music (Cairo 1932), 155. 
 
34 The tanbour is a long-necked string instrument.  
 
35 Israel Katz, Henry George Farmer and the First International Congress of Arab Music (Cairo 1932), 152. 
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Each pitch sounds slightly different depending on its function within any one maqām and the 

geographical region in which one is playing in. These factors make both the production and 

listening experience of Arab music less accessible to those not already versed in its 

idiosyncrasies. However, for the sake of expanding its reach past the confines of oral 

transmission and to have others outside the Arab world exposed to the music, the Arabs sought 

to facilitate a way to codify the maqāmāt using Western music notation: the 24-TET.36 This 

system, proposed by Sheikh Muhammad al-‘Attār (1764-1828) and further explored by his 

student, Mikhā'il Mishāqa (1800-1888) in his Essay on the Art of Music for the Emir Shihāb, 

sought to reduce the number of pitches within the maqāmāt from an undefined set of hundreds of 

pitches to a fixed set of twenty-four.37 This way, any maqām could be notated using the 24-TET 

system, allowing the pitches to be visually represented in a musical culture that had been 

predominantly oral. However, in the pursuit of a 24-TET system, Mishāqa verified through live 

musical experimentation that this scale did not correspond to what was heard in practice.38  As a 

consequence, Western musicians were able to read and play Arab music, though they were 

generally unaware of the intonation adjustments that each maqām required. On the other hand, 

Arab musicians were generally able to apply intonation adjustments thanks to their knowledge of 

the system.39 

 
36 24-TET stands for 24-tone equal temperament; i.e., twenty-four equally spaced intervals that span one perfect 
octave.  
 
37 Shireen Maalouf, “Mīkhāʾīl Mishāqā: Virtual Founder of the Twenty-Four Equal Quartertone Scale,” Journal of 
the American Oriental Society 123, no. 4 (2003): 835–40, https://doi.org/10.2307/3589971. 
 
38 Ibid. 
 
39 Virginia Danielson, Dwight Reynolds, and Scott Marcus, The Garland Encyclopedia of World Music: The Middle 
East, First edition, Garland Encyclopedia of World Music (London: Taylor and Francis, 2017), 548. 
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This can be compared to the way period and modern Western musicians play a Baroque 

composition: the modern musicians will employ equal temperament, while the period musicians 

will use a temperament suitable for the key, geographical origin and era the piece was written. 

Both kinds of musicians are playing the same piece, but the final result will be different because 

of the difference in pitches of the temperaments. I originated this concept while watching Elam 

Rotem and Johannes Keller’s video lesson on historical European temperaments.40 To illustrate 

this, I will compare two distinct Arab modes, maqām rāst and maqām ṣabā, and two distinct 

tuning temperaments with roots in the Renaissance and Baroque periods, quarter-comma 

meantone and equal temperament. Maqām rāst typically begins on the pitch C, which serves as 

the qarār41 of the mode. Including the qarār, there are seven pitches in maqām rāst: C, D, E-

half-flat, F, G, A, and B-half-flat (figure 2).  

 

Figure 2: maqām rāst 

In maqām ṣabā, which typically begins on the pitch D, there are seven pitches including the 

qarār: D, E-half-flat, F, G-flat, A, B-flat, and C (figure 3).  

 

Figure 3: maqām ṣabā 

Both modes share the pitch E-half-flat. Crucially, however, Arab musicians treat this pitch 

differently depending on which of these two maqāmāt they are playing. In maqām rāst, the E-

 
40 Temperaments - What You Need to Know, 2020, https://www.youtube.com/watch?v=TgwaiEKnMTQ. 
 
41 Qarār refers to the “tonic” of the maqām; ghammaz refers to the “dominant” of the maqām. The “dominant,” in 
this case, indicates the second most important pitch in the mode. See Lisa Lino, “Inheriting the Ghammāz -Oriented 
Tradition: D’Erlanger and Aleppine Maqām Practice Observed,” Ethnomusicology Forum 18, no. 2 (2009): 262. 
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half-flat is considerably higher in frequency than its counterpart in maqām ṣabā, even though, on 

paper, the pitches are identically notated. Therefore, when Arab musicians are “reading” 

transcribed sheet music from the traditional Arab canon, they must account for these intonational 

differences in the interpretation of these modes. Similarly, many works from the Renaissance 

and Baroque periods can be performed using different temperaments depending on the era and 

geographic origins of the composers. In quarter-comma meantone, the fifths, in respect to just 

intonation, are tuned down by one-fourth of the syntonic comma, which produces an array of 

justly tuned major thirds that are used to play pure major triads (figure 4).42  

 

Figure 4: Quarter-comma Meantone43 

But, using equal temperament, the octave (2:1) is divided into twelve equally spaced intervals, 

which neither produces justly tuned fifths nor thirds, nor any other justly tuned interval for that 

matter (figure 5).  

 
42 ¼ of the syntonic comma is rationalized as 81:80, or 5.37 cents. 
 
43 The straight lines between pitches indicate pure third relationships (i.e., from C to E, G to E-flat, G to E, etc.). See 
“CBH Carey Beebe Harpsichords Australia — Global Harpsichord Technology,” accessed March 2, 2023, 
https://www.hpschd.nu/index.html?nav/nav-4.html&t/welcome.html&https://www.hpschd.nu/tech/tmp/mean.html. 
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Figure 5: Equal Temperament 

Even though their sound profiles are quite different, both temperaments share the same set of 

notated pitches. Similarly to their Arab counterparts, musicians familiar with both of these 

Western temperaments know to adjust the tuning of certain pitches as they relate to the needs of 

any one piece of music.  

 The desire to adopt the 24-TET system involves other factors besides those strictly 

related to notation and a desire to simplify the system. During the early twentieth century, there 

was a renewed sense of Arab nationalism after a period of colonization, and many Arabs sought 

to commercialize their music and share it with a wider audience.44 However, the overwhelming 

evidence of disagreement among both Western and Arab scholars regarding the exact intonation 

of the maqāmāt across the Arab world requires caution when dealing with concepts such as 

authenticity and accuracy. This led me to interpret the select early Arab music that I have access 

to (i.e., recordings of Egyptian singer Umm Kulthūm, Syrian-Egyptian singer-oudist Farīd al-

Aṭrash, and Syrian-Egyptian violinist Sāmī al-Shawwā, among others) with a special awareness 

as it relates to this topic. Unlike other systems of music that are primarily concerned with the 

relationships of exact frequencies (i.e., spectral and just intonation music), the relative flexibility 

of pitch within the maqāmāt system is a byproduct of centuries of propagation between the many 

cultures that have retained dominance in the area between North Africa and the Middle East (i.e., 

the Islamic period ca. 800’s–1200’s, contact with the Medieval West (713–1492), the Ottoman 

 
44 Lillie Sarah Gordon, “Egyptian Violinists and the Negotiation of In-Betweenness” (Ph.D., United States -- 
California, University of California, Santa Barbara), 19–32, accessed March 2, 2023, 
https://www.proquest.com/docview/1626384789/abstract/E3A2C608C6D34D75PQ/1. 
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empire (1517–1917), and the colonization of the Modern West during the twentieth and twenty-

first centuries). As contemporary independent scholar and violinist Sami Abu Shumays (b. 

unknown) recounts:  

[N]either Just intonation nor Equal-Temperament schemas can account for the microtonal 

intonations used in the Arabic maqām tradition. We can certainly understand why the 

failure of Western temperament schemas to account for Arabic music might lead Western 

theorists to deny the validity or correctness of such intonation, and to claim instead that 

Arabic music is out of tune, or that the intonations used are ‘mistakes,’ or simply 

‘expressive variations, glissandos, and momentary passing tones.’ We can also 

understand why Arabs theorizing about their own music using the Western tools available 

to them might try to make corrections to their intonation based on those Western 

schemas….45 

While I agree with Shumays’ overall sentiment, his claim that just intonation cannot account for 

at least some of Arab music’s microtonal inflections is slightly misleading. Since the thirteenth 

century, Arab musicians have interfaced directly with ratio-based music. Most notably, Arab 

theorist Ṣafī al-Dīn al-Urmawī (1216-1294) created a 17-note scale that only contained a series 

of limma- and comma-sized intervals.46 The limma (256:253) is the interval between the justly 

tuned perfect fourth (4:3) and two justly tuned whole tones (9:8 + 9:8 = 81:64; i.e., the 

 
45 Sami Abu Shumays, “The Fuzzy Boundaries of Intonation in Maqam: Cognitive and Linguistic Approaches” 
(Society for Ethnomusicology, Mexico City, Mexico, 2009), 4, accessed March 2, 2023, 
https://www.maqamlessons.com/analysis/media/FuzzyBoundaries_MaqamIntonation2009.pdf. 
 
46 Scott Marcus, “The Interface between Theory and Practice: Intonation in Arab Music,” Asian Music 24, no. 2 
(1993): 51, https://doi.org/10.2307/834466. 
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Pythagorean major third).47 The comma is the difference between twelve justly tuned perfect 

fifths and seven octaves.48 

 
47 “Limma,” Grove Music Online, accessed March 2, 2023, 
https://www.oxfordmusiconline.com/grovemusic/display/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000016665. 
 
48 “Comma,” Grove Music Online, accessed March 2, 2023, 
https://www.oxfordmusiconline.com/grovemusic/display/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000006186. 
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1.1 Aesthetics and authenticity 

In my music, I choose to focus on the aesthetic principles of the maqāmāt rather than the 

exact frequencies and intervallic relationships that these scales physically embody, purposefully 

ignoring this regulation of intonation. Recontextualizing the maqāmāt has freed me to 

experiment aesthetically in my own compositions. This personal philosophy is in direct contrast 

with how the maqāmāt are traditionally characterized, as ethnomusicologist Johanna Spector 

(1915-2008) explains: 

A maqam unlike a scale or mode of the Western world is restricted to range, the position 

of important notes, characteristic progressions, melodic and rhythmic formulae, typical 

phrases, ornamentation and sometimes tempo. The maqam not only establishes a certain 

“key” but also a certain style and tradition.49  

This statement brings into account the term “authenticity” and how much stake a composer 

should or should not put into their music, especially when dealing with musical materials that are 

so intrinsically tied with a tradition that has been, and continues to be, orally transmitted. In his 

book, Among the Jasmine Trees, ethnomusicologist Jonathan Shannon (b. unknown) describes 

“the aesthetics of authenticity” as it relates to the modern-day Arab world and its relationship to 

modernity.50 According to Shannon, there exists a social construct in the Arab art world that 

views the “authentic” as “true and good,” while the “inauthentic” as “false and bad.”51 This 

duality only became more prominent as the West became more influential on aspects of Arab 

 
49 Johanna Spector, “Classical ’Ud Music in Egypt with Special Reference to Maqamat,” Ethnomusicology 14, no. 2 
(1970): 249, https://doi.org/10.2307/849799. 
 
50 Jonathan Holt Shannon, Among the Jasmine Trees: Music and Modernity in Contemporary Syria, Music/Culture 
(Middletown, Conn: Wesleyan University Press, 2006), xvi. 
 
51 Ibid. 
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culture.52 With this in mind, it is the “spectrum of authenticity” that interests me most: the 

awareness of what is “thought” to be an authentically “proper” phrase in maqām rāst versus what 

is sonically possible with the same pitch class set in an unrelated lexicon. In regards to maqām 

rāst, which I will use as a prime example of just how specific the aesthetic tendencies of any one 

mode tend to be, Spector writes:  

Maqam rast … is a major-like mode with a neutral 3rd; its first tone and finalis are fixed; 

its tempo is moderato; embellishments should be kept to a minimum, and its mood should 

be serene. Meter and rhythm therefore should be dignified, stately, and excessive vitality 

must be avoided.53 

In Western music, of course, no such aesthetic delineations are made between modes, 

with the possible exception of the rather overly simplistic attribution of the major scale with 

“happiness,” and the minor scale with “sadness.” While Western modes serve purely as pitch-

based support systems for functional harmony, the maqāmāt’s main purpose is to evoke a 

specific emotional atmosphere. Shumays reflects:  

In practice, I (and all of the practicing Arab musicians I’ve encountered) think about 

three broad categories of intonation … : flat, half-flat, and natural …. [J]ust as in English, 

I think of the vowel sounds as A, E, I, O, and U, even though in speech there are many 

different versions of each, but I need actual words using the different versions in order to 

perceive or describe them. In maqām, I can’t play or sing each one of those many 

 
52 Ibid., xvi-xvii. 
 
53 Spector, “Classical ’Ud Music in Egypt with Special Reference to Maqamat,” 249. 
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different intonations in isolation—and certainly not side-by-side—but by using the 

particular melodies for each maqām I can play each intonation correctly.54 

If a composer’s goal is to “authentically” recapture the maqāmāt within a composition for 

Western-trained musicians, one will quickly be halted by this perceptual roadblock alone. 

Western scales, on the other hand, are easily learned through the sequential practice of each 

scale, diatonically up and down each set of notes. They can be practiced as arpeggios with any 

intervallic basis, and made into etudes with regular or irregular rhythmic values. These 

fundamental building blocks theoretically allow a Western-trained musician to play “any” piece 

from the standard Western repertory. However, as Shumays argues, the same is not true for an 

Arab musician; rather, the syntax itself is more salient in realizing the performance of any one 

work.55 This can be illustrated in the practice of sayr, or “progress,” in Arabic, which is the 

expected progression of melodic notes within any one maqām.56 This is no better articulated than 

in the “re-enactment” of Arab vocal songs by amateur vocalists (i.e., family members singing a 

well-known song, street performers, etc.) that are “supposed” to be sung in a certain maqām, but 

in acoustical reality are not. Instead, the sammī‘a,57 or “cultivated listeners” in Arabic, learn to 

“accept different pronunciations of the same word … as being the same,” as long as the syntax 

within the sentence remains grammatically intact.58 German musicologist Friedrich Wilhelm 

Marpurg (1718-1795) offers a similar sentiment from the European perspective: 

 
54 Shumays, “The Fuzzy Boundaries of Intonation in Maqam: Cognitive and Linguistic Approaches,” 8. 
 
55 Ibid. 
 
56 Johnny Farraj and Sami Abu Shumays, Inside Arabic Music: Arabic Maqam Performance and Theory in the 20th 
Century (New York, NY: Oxford University Press, 2019), 314–33. 
 
57 Jonathan Holt Shannon, Among the Jasmine Trees, 132. 
 
58 Shumays, “The Fuzzy Boundaries of Intonation in Maqam: Cognitive and Linguistic Approaches,” 11. 
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The composer must obtain the character of his piece, the building up of an emotion, and 

the strength of expression, from sources quite other than the creative powers of the tuning 

hammer.59 

Hence, while the intonational peculiarities of each maqām should be respected, the main 

objective in my compositional practice is to realize a conceptual musical framework that is all-

encompassing. The merits of any one composition are rarely tied to the “correctness” of 

intonation, but, rather, to how it is working alongside other parameters of musical expression, 

namely form, timbre, and rhythm.  

  

 
59 “Temperaments,” Grove Music Online, accessed March 2, 2023, 
https://www.oxfordmusiconline.com/grovemusic/display/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000027643. 
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1.2 Perception 

Western scholars have had conflicting aural perceptions of microtones in relation to Arab 

music. Some find the perception of microtones between Western and Arab listeners is just as, if 

not more, important than the usage of the microtones themselves. However, others do not seem 

to distinguish the aural differences. On one side of this spectrum, there is Russian composer and 

theorist Ivan Wyschnegradsky, who, in his seminal Manual of Quarter-Tone Harmony (1932), 

perceived the quarter tone interval as “most natural” when used as an ornament, while he 

described three-quarter tone ornaments as “unusual and should be used with prudence,” 

considering them “far from having the natural quality of the quarter tone.”60 On the other hand, 

the three-quarter tone interval plays a pivotal role in Arab music, not only in its ornaments but in 

the entire framework of the maqāmāt itself. In regards to the perception of microtones in Arab 

music, Salvador-Daniel observed that the  

[C]lassification of sounds [in Arabic music] is made by tones and half-tones like us. 

Never could I distinguish in their music those intervals of third and quarter tones that 

others pretend to find in it.61  

This distinct difference in perception, albeit from two Western musicians from different eras 

working in different disciplines within music, demonstrates a microcosm of the issue of how one 

listens and distills Arab music. I will now consider both approaches.  

Wyschnegradsky describes the many possible scales in the 24-TET system as “irregular” 

rather than “regular scales,” which are those where “all the intervals between neighboring 

 
60 Ivan Wyschnegradsky, Noah Kaplan, and Rosalie Kaplan, Manual of Quarter-Tone Harmony (Brooklyn, NY: 
Underwolf Editions, 2017), 7. 
 
61 Francisco Salvador-Daniel, Musique et Instruments de Musique Du Maghreb (Paris: La Boîte à documents, 1986), 
30. 
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degrees are equal.”62 In order to classify these “irregular” scales, he uses the tetrachord, a series 

of four successive pitches with varying intervallic relationships, as the base unit.63 

Coincidentally, the tetrachord is also the fundamental building block for music written in the 

maqāmāt system. In Arab music, this unit is called the jins (pl., ajnās).64 As it relates to these 

ajnās, there is a curious relationship between what Wyschnegradsky dubs the “heptatonic neutral 

scale”65 and the most widely-used mode in Arab music, maqām rāst,66 especially in regards to 

the intervallic relationships between the pitches of each of its first tetrachords (figures 6 and 7, 

respectively).  

 

Figure 6: Wyschnegradsky’s heptatonic neutral scale67 

 

Figure 7: maqām rāst, starting on the pitch C68 

 
62 Wyschnegradsky, Kaplan, and Kaplan, Manual of Quarter-Tone Harmony, 19–20. 
 
63 Ibid., 20. 
 
64 The ajnās can also be trichords and pentachords; however, the most common ajnās are tetrachords. 
 
65 Wyschnegradsky, Kaplan, and Kaplan, Manual of Quarter-Tone Harmony, 22. 
 
66 Sami Abu Shumays, “Maqam Analysis: A Primer,” Music Theory Spectrum 35, no. 2 (2013): 243, 
https://doi.org/10.1525/mts.2013.35.2.235. 
 
67 Wyschnegradsky, Kaplan, and Kaplan, Manual of Quarter-Tone Harmony, 22. 
 
68 “Maqam Rast,” accessed March 2, 2023, https://www.maqamworld.com/en/maqam/rast.php. 
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Compared to maqām rāst, the heptatonic neutral scale shares the same tetrachord from its first to 

fourth scale degrees, while its second tetrachord varies very slightly from scale degree five to 

eight: on the way up, scale degree six is one quarter tone higher in maqām rāst. Of course, it is 

salient to point out that while the first tetrachords of each of these scales look equivalent, they 

are not acoustically, especially in regards to the variability of maqām rāst’s third scale degree. 

An added observation is the similarity of maqām rāst to the Western melodic minor scale, in 

terms of the enharmonic changes during the ascension and descension of the latter tetrachords of 

each scale. Shumays propounds that maqām rāst’s “frequent occurrence is bound to mean that it 

occurs with many variants, and that the melodic and modulatory vocabulary available to it is 

very large.” Adjacently, Wyschnegradsky claims that the heptatonic neutral scale has a 

“complete cycle of modulations” by the neutral third69 (i.e., the three-quarter tone, arguably the 

most salient interval in Arab music). Hence, the potential to further unlock connections between 

the existing Arab music theory and the tenets espoused by Western microtonalists like 

Wyschnegradsky continue to be ripe for compositional exploration.   

In regards to what he calls the “intensely logical” progression of the “semitonal system” 

(12-TET) into the “quartertonal system” (24-TET), Wyschnegradsky writes:  

[The quartertonal system] is emphatically not a negation of the semitonal system but its 

natural and logical extension. Born of a spirit that is at the same time revolutionary and 

traditionalistic, it is the product of two opposing forces: eternal renewal and historical 

tradition, the equilibrium of which is life. And it is in this that resides its strength and its 

future.70 

 
69 Shumays, “Maqam Analysis: A Primer,” 243. 
 
70 Ivan Wyschnegradsky, “Quartertonal Music, Its Possibilities and Organic Sources,” Pro-Musica Quarterly VI, no. 
1 (October 1927): 28. 
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Applied to the theoretical principles of al-mūsīqà al-turāthiyyah, which has remained largely 

unchanged since the height of the Abbasid empire, Wyschnegradsky’s thought process applied to 

the maqāmāt allows for the possibility of experimentation without denying the rich tapestry of 

tradition that has existed for over a millennium. In relation to Western music post-

implementation of the 12-TET system, modulation in the maqāmāt system is relatively quite 

limited. However, by “accepting” the simplification of the maqāmāt within a 24-TET system, 

other discoveries may be found that have potential to unlock more potent relationships, 

especially as they relate to modulation. In regards to the progression of Western music from the 

early Renaissance onwards, Wyschnegradsky observes that:  

By equalizing all the sonorous ratios, the absolute accuracy of these ratios was sacrificed, 

but on the other hand there was gained the possibility of modulating in the most distant 

tonalities, every sound of the system being able to play a dual and even a triple part.71 

This concept can also be applied to the maqāmāt system to achieve what I dub the 

“extended maqāmāt.” This is a loose system of interconnected modes that otherwise have no 

relation to each other, or, in fact, have no possibility of existing at all, within the traditional 

confines of the maqāmāt system. Here, the pitches within each maqām are freely used to 

modulate from one “mode area” to another, no matter how distantly related the modes are from 

one another. The “extended maqāmāt” bears a distant kinship with American composer Ben 

Johnston’s (1926-2019) theories regarding his own similarly dubbed “extended just 

intonation.”72 With his system, Johnston was able to coalesce principles of just intonation into a 

 
71 Wyschnegradsky, 28. 
 
72 Johnston and Gilmore, Maximum Clarity and Other Writings on Music, 75. 
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relatively clear notation system that became the pitch-based pillar in the construction of his 

music. According to Johnston:  

To handle the complex ratio relations necessary to achieve a truly accurate just tuning of 

modulatory triadic music, plus its many harmonic extensions beyond simple triads, a 

basic notation as close as possible to familiar, widely used Western music notation is 

desirable. As long as certain fundamental differences in what the symbols refer to are 

clearly understood, there is no ambiguity in such a procedure.73 

Johnston’s desire to accurately notate and tune “modulatory triadic music” and “harmonic 

extensions beyond simple triads” is analogous to my continual investigation into uncovering 

avenues of modulating to distantly related maqāmāt and assimilating harmonic textures from 

Western and spectral music into that vocabulary. Crucially, as Johnston posits, I am keenly 

aware that a danger might present itself, especially as it pertains to my latter point: 

The seemingly parallel course of writing music in styles and idioms used in earlier music 

produces an acceptance based too much upon a nostalgia for the past of music and a 

misperception of the way in which the arts can illuminate the way we live.74 

Hence, while I call one of my compositional toolboxes the “extended maqāmāt,” it is in no way 

directly correlated with Johnston’s “extended just intonation.” Rather, it serves as a recurring 

reminder of my belief for what my music might be able to sonically and aesthetically achieve 

with future compositions.  

  

 
73 Ibid., 77. 
 
74 Ibid., 154. 
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1.3 Recontextualizing maqāmāt in my music 

In the opening passage of my Clarinet Concerto,75 the solo clarinetist and three orchestral 

clarinetists play an ascending series of scales that are based on the “extended maqāmāt” (figure 

8).  

 

Figure 8: Clarinet Concerto, scale used in Solo Clarinet and Clarinets 1-3, mm.1-rehearsal 
A 

This system does not have any foundational principles, other than that it neither follows any 

established maqām nor any gestural or modulatory patterns that typify its system. Rather, it is 

akin to a philosophy of borrowing intervals from various Arab and Western sources that best suit 

the aesthetic needs for any one moment in my music. For example, the first three notes of figure 

8 – D, E-flat, and F – simultaneously form both the first three pitches of the jins kurd tetrachord 

and the first three degrees of the Phrygian mode (figures 9 and 10, respectively).  

 

Figure 9: jins kurd on D 

 

Figure 10: Phrygian mode on D 

Beyond the third pitch, the tonal soundscape becomes more ambiguous as it relates to both Arab 

and Western music. The fourth pitch – F-half-sharp – deviates from both the “expected” fourth 

 
75 Clarinet Concerto (2019) is a seventeen-minute composition scored for solo clarinet, orchestra, and electronics. 
The world premiere performances were given by the Princeton Symphony Orchestra conducted by Rossen Milanov 
on January 18 and 19, 2020 in Princeton, NJ. Kinan Azmeh was the featured soloist.  
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scale degrees in the Arab and Western modal systems. In jins kurd, this pitch “should” be G-

natural, the “expected” ghammaz tone that completes the tetrachord.76 In the Phrygian mode, this 

pitch “should” also be G-natural, the “expected” fourth degree of the scale. The three-quarter 

tone interval itself that separates the sounding F-half-sharp and the “expected” G-natural 

characterizes much of the special aural quality of the maqāmāt. Consequently, the quarter tone 

distance between the third and fourth pitches of the opening passage constitutes an interval that 

is extremely rare in traditional Arab music.77 The following pitch – G-sharp – creates another 

rare interval of five-quarter tones.78 This drifts from the aural expectations of both the maqāmāt 

and Western modes, and it aesthetically allows for creative liberty when choosing which pitches 

to use as the scale ascends. Rather than perceiving the construction of this sequence of notes as a 

series of closely related ajnas, I have deliberately focused on the relationship between each 

successive interval according to my own aesthetic feeling while composing. The relationship of 

the higher pitches in the scale to the intervals formed by higher-number partials in the harmonic 

series also create an aural perception that becomes further imbued in the soundscape of just 

intonation.  

As the scale ascends, other fundamental relationships typical in the maqāmāt and 

Western modes begin to break down. In the first two octaves, the 2:1 and 3:2 intervals, D and A, 

maintain the structural integrity of both maqām kurd79 and the Phrygian mode. However, the 

 
76 Lisa Lino, “Inheriting the Ghammāz -Oriented Tradition: D’Erlanger and Aleppine Maqām Practice Observed,” 
Ethnomusicology Forum 18, no. 2 (2009): 262. 
 
77 While the vast majority of jins do not have quarter tone intervals, the pentachord jins sazkar does have a quarter 
tone interval between its second and third degrees. 
 
78 While the vast majority of jins do not have five-quarter tone intervals, the trichord jins musta’ar does have a five-
quarter tone interval between its first and second degrees. 
 
79 Maqām kurd is a seven-note scale that begins with jins kurd: it consists of D, E-flat, F, G, A, B-flat, and C. 
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third octave of this scale introduces a D-half-flat, rather than the expected continuation of the 2:1 

interval, D-natural (figure 8). This newly introduced pitch is analogous to the thirty-first partial 

and thirty-third partials of the harmonic series, which are effectively one quarter tone lower (-

44.96 cents) and higher (+53.27 cents), respectively, than the thirty-second partial, D.80 This 

alteration further destabilizes the sense of a pitch center on D in both contexts of maqām kurd 

and the Phrygian mode. This starts a chain reaction of destabilization between the perceived 

“tonic” and “dominant” of both modes, with the “expected” 3:2 interval above the new D-half-

flat pitch center yielding G-half-sharp, A-flat, and A-half-sharp, rather than the “expected” A-

half-flat which would have restabilized this area of the scale.  

In my String Quartet No. 2,81 other variations of the maqāmāt are integrated throughout 

the work (example 1). For example, in mm. 163-169, jins ṣabā forms the basis of this passage’s 

melodic structure framework (figure 11).  

 

Example 1: String Quartet No. 2, mm. 163-169 

 
80 Friedrich Blume and Ludwig Finscher, eds., Die Musik in Geschichte Und Gegenwart: Allgemeine Enzyklopädie 
Der Musik, 2., neubearbeitete Ausg (Kassel ; New York : Stuttgart: Bärenreiter ; Metzler, 1994), 1094. 
 
81 String Quartet No. 2 (2021) is a fourteen-minute composition scored for two violins, viola, and violoncello. The 
world premiere performance was given by the Callisto Quartet on July 1, 2021 at the Caramoor Center for Music 
and the Arts, Katonah, NY. 
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Here, the first violinist plays quarter notes, cycling between D, E-half-flat, F, and G-flat, the first 

four notes of jins ṣabā. The melody gravitates between its two strongest pitches, the qarār D, 

and one of the two ghammaz possibilities, F. The other ghammaz in jins ṣabā is B-flat, the sixth 

degree of the mode, which is not used as a melodic anchor, as D and F are, but as a harmonic 

anchor, instead. For example, in mm. 163-165, the rest of the quartet plays in a key center more 

closely aligned with B-flat major (mm. 163: the first and last chords are both B-flat major 

chords). In mm. 166, the phrase is interrupted by an overtone chord with B-flat as its 

fundamental, before the phrase indecisively concludes on beat 4 of mm. 168 with a B-flat major 

chord in second inversion. This recontextualization of one of the ghammaz in jins ṣabā serves as 

one of the developments I am attempting to make in the cross-pollination of Arab music and 

Western functional harmony.  

 

Figure 11: jins ṣabā82 

 
82 The ghammaz pitches are depicted here as empty noteheads for clarification. 
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Example 2: String Quartet No. 2, mm. 170-177 

 A few measures later, in mm. 173, the quartet modulates decisively to C major, and the 

rhythm becomes more complex and ornamented, bringing the aesthetic sheen of the music closer 

to that of traditional Arab music (example 2). As before, the first violinist maintains its 

independence in terms of pitch class by limiting it within jins ṣabā, this time with the qarār on E, 

and the first of the two ghammaz possibilities on G. As demonstrated, the second ghammaz 

possibility – C – is also implemented here as the “root” key of the entire phrase ending on the 

fermata in mm. 175. An additional observation, related to just intonation, is the melodic 

inclusion of both the 11:10 interval and 12:11 interval (with C as the fundamental) as further 
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connective tissue between jins ṣabā and the rest of the harmonic material in the phrasal structure. 

These ratios correspond to the E and F-half-sharp (Vln. I, mm. 174) and G and F-half-sharp (Vln. 

I, mm. 175), respectively. The fermata in mm. 175, comprising the second, third, fifth, and 

seventh partials of the pitch, C-2, further bolsters this interconnectivity of these two musics. 
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Chapter 2: “Ṭarab-ic” Harmony 
 

“Do you want to hear some real ṭarab?”83 
     –– ‘Ādil al-Zakī 
 

A direct line can be drawn from European composers’ handling of harmony, from the 

organum and species counterpoint of the early Renaissance, through the development of 

functional harmony in the Classical period, and to the French spectralist movement of the latter 

half of the twentieth century, to name a few of the many progressions within this area. The 

existence of harmony itself might possibly be the defining feature that delineates Western music 

(including twentieth and twenty-first century strands of Western popular music) from music that 

exists anywhere else in the world. The earliest known use of the term “harmony” was by the 

ancient Greeks (ἁρμονία), in which they ascribed the “combining or juxtaposing of disparate or 

contrasted elements – a higher and a lower note.”84 They achieved this by creating consonances 

through numerical proportions within an octave scale: the octave itself (2:1), the fifth (3:2), and 

the fourth (4:3).85 During the medieval, Renaissance, and post-Renaissance periods, this 

expanded to the inclusion of thirds, sixths, seconds, and sevenths, and, crucially, the temporal 

progression of successive sets of simultaneously sounding pitches that included combinations of 

these intervals. 

On the other hand, the theoretical principles of Arab music have remained largely 

unchanged since they were last documented in al-Urmawī’s writings.86 The music’s textural 

 
83 Jonathan Holt Shannon, Among the Jasmine Trees, 159. 
 
84 “Harmony,” Grove Music Online, accessed March 2, 2023, https://doi-
org.ezproxy.cul.columbia.edu/10.1093/gmo/9781561592630.article.50818. 
 
85 Ibid. 
 
86 Rami Chahin, Towards a Spectral Microtonal Composition: A Bridge Between Arabic and Western Music 
(Mainz: Schott Campus, 2017), 90. 
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profile has also remained fixed, opting to remain monophonic, heterophonic, or some 

combination of the two. There is no density of vertical pitches as they exist in European music 

from the early Renaissance period onwards. Whereas harmony often unifies and holds together a 

musical structure in Western music, it is the concept of ṭarab that is concurrently the most 

essential and mysterious ingredient when it comes to the aesthetics of any one piece of 

traditional Arab music. The word’s etymology is “derive[d] from the agitation of camels, 

quickening their pace when returning to the encampment (ṭirāb).”87 It later evolved to denote a 

“broad spectrum of sentiments, from the most private to the most violent: pleasure, enjoyment, 

emotional trauma, exaltation … a trance capable of resulting in death.”88 Ethnomusicologist Ali 

Jihad Racy (b. 1943) describes ṭarab as: 

[A]n ecstatic feeling evoked by the music as a whole; this is the musical emotion that a 

truly inspired modal performance will produce in the listener.89 

In order to relate it more specifically to identifiable musical features, Racy goes on to describe 

ways in which traditional Arab singers can achieve ṭarab: 

[A] “natural” chest voice, ample embellishments, clear enunciation of textural syllables, 

good intonation, full command of the qaflāt [cadential patterns], flexible improvisation or 

interpretation, and––sometimes––calculated departures from or playing around the 

regular meter or beat.90 

 
 
87 J. Lambert, “Ṭarab,” Encyclopaedia of Islam, Second Edition, April 24, 2012, 
https://referenceworks.brillonline.com/entries/encyclopaedia-of-islam-2/*-COM_1175. 
 
88 Ibid. 
 
89 Danielson, Reynolds, and Marcus, The Garland Encyclopedia of World Music, 549. 
 
90 Ibid., 550. 
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During live performances, audiences are just as involved in the manifestation of ṭarab as the 

musicians themselves, with members of the audience shouting “Allāh” and “kamān” at important 

moments throughout.91 In the Western tradition, this symbiosis between performers and the 

public takes the form of applause in between movements of a symphonic work (more commonly 

with pre-twentieth-century audiences) and after technically demanding, virtuosic jazz 

improvisations, and exaltations of “Bravo!” after an emotionally charged aria in an opera. 

In the 1920s, American composer Charles Ives (1874-1954) perceived that microtonal 

melodies required a harmonic backing that function within that context. If such advances were 

made in the conception and practical implementation of such a concept, Ives foreshadowed that 

“transcendent things may be felt ahead – glimpses into further fields of thought and beauty.”92 I 

cannot help but form a parallel between Ives’s choice of the word “transcendent” and its 

tangential relationship to ṭarab. What is it about harmony that can contribute to this sense of 

transcendence? Is there a way to create that feeling with Arab tones? And how would this 

manifest in any one piece of music?  

I have personally felt this heightened feeling in many works from the Western canon as it 

relates to the metaphysical characteristics of ṭarab: from large orchestral works across various 

eras like Johann Sebastian Bach’s Mass in B Minor (1749), Alexander Scriabin’s Le Poème de 

l'extase (1908), and Olivier Messiaen’s Turangalîla-Symphonie (1948) to more contemporary 

works from the minimalist strain like La Monte Young’s The Well-Tuned Piano (1964–73–81–

Present), Steve Reich’s Music for 18 Musicians (1976), and Georg Friedrich Haas’s In Vain 

(2000). All of these works share a high level of technical execution, a command of large-scale 

 
91 Jonathan Holt Shannon, Among the Jasmine Trees, 158–87. 
 
92 Charles Ives, “Some ‘Quarter-Tone’ Impressions,” Pro-Musica Quarterly VI, no. 1 (March 1925): 26–28. 
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form, and unexpected deviations that help bolster their emotional arcs. While there is no direct 

link between ṭarab and harmony per se, I believe that a contemporary treatment of harmony can 

serve as one additional tenet in the manifestation of ṭarab itself.  
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2.1 An unlikely pair of “ṭarab-ists”  

In 1949, Halim El-Dabh gave the world premiere performance of his work for solo piano, 

It is Dark and Damp on the Front, to an audience full of both Arabs and Westerners that 

responded to the piece with “great feeling” (example 3).93 Soon afterwards, he expressed to 

French critic A. J. Patry, who attended the premiere performance, that he employed a technique 

he dubbed “heteroharmony” while composing the work.94 This concept combined “heterophony 

and chordal harmony in an interaction of chords and clusters with the focus on the unison.”95 The 

clusters from the chords, he argued, “produce vibrations, not dissonance.”96  

 

Example 3: It is Dark and Damp on the Front, mm. 1-397 

As composer Michael Khoury (b. unknown) infers:  

These noises do not spring from a rejection of conventional Western harmony but, rather, 

from the goal of isolating and exploring elements particular to Arab music.98  

 
93 Khoury, “A Look at Lightning,” 173. 
 
94 Ibid., 176. 
 
95 Ibid., 176–77. 
 
96 Ibid. 
 
97 Halim El-Dabh, It Is Dark and Damp on the Front (Kent, OH: Halim El-Dabh Music, LLC., 2010), 
https://www.jwpepper.com/It-Is-Dark-and-Damp-on-the-Front/10189214.item#.ZAEYduzML0o. 
 
98 Khoury, “A Look at Lightning,” 173. 
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Through the combination of El-Dabh's description of his techniques and my own personal 

listening experience of the piece itself, I have concluded that the main element El-Dabh refers to 

is the overarching prevalence of the heterophonic texture in traditional Arab music. In that 

music, the material is layered in such a way that the melodic unisons consistently “clash” with 

one another across an ensemble of players that are each performing the same linear set of pitches 

in a slightly different rhythm, with slightly different ornaments, and a slightly different phrasing. 

This interpretation aligns with El-Dabh’s stated approach to his harmonic language, which is 

based on “the friction of tones in a desire to achieve unison,” and more directly with traditional 

Arab music, perceiving the “feeling of the quarter tone” by using “tetrachords of augmented 

seconds.”99  

Curiously, El-Dabh’s arrival to his harmonic musical philosophy predates Italian 

composer Giacinto Scelsi’s (1905-1988) seminal works Piano Suite No. 8 (1952), Piano Suite 

No. 9 (1953), and Quattro pezzi su una nota sola (1959). These all deal with similar themes 

regarding the unison’s wide bandwidth for musical expression and the ensuing sensory vibrations 

of close intervals (example 4). In the first system of Piano Suite No. 8, the complex rhythmic and 

ornamental profile of the music share a strong correlation with traditional, instrumental Arab 

gestures, though they are more plausibly inspired by Tibetan and Nepali folk music.100  

 
99 Ibid. 
 
100 Gregory N. Reish, “Una Nota Sola: Giacinto Scelsi and the Genesis of Music on a Single Note,” Journal of 
Musicological Research 25, no. 2 (August 1, 2006): 149–89, https://doi.org/10.1080/01411890600613827. 
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Example 4: Piano Suite No. 8, mm. 1101 

In a 1987 interview with Franck Mallet (b. unknown), Scelsi recounts: 

Reiterating a note for a long time, it grows large, so large that you even hear harmony 

growing inside it .... When you enter into a sound, the sound envelops you and you 

become part of the sound. Gradually, you are consumed by it and you need no other 

sound .... All possible sounds are contained in it.102 

Scelsi’s remarks about his own musical philosophy verge on the idea of ecstasy itself, and more 

specifically, how one can become “lost” in one’s own thoughts. His hyperfocus on the execution 

of finding “all possible sounds” in one sound is as much technical as it is mystical.  

While both El-Dabh and Scelsi come from disparate cultural and geographic 

backgrounds, their compositional approaches as they related to the concentration of sound itself 

were done with the purpose of finding ṭarab and “spiritual achieving.”103 Hence, these 

composers cultivated an unbreakable, teleological relationship between their formed harmonic 

ideals and the ensuing existence of ṭarab that exude in their music. 

 
101 Giacinto Scelsi, Piano Suite No. 8 (Paris, France: Editions Salabert, 1986). 
 
102 Giacinto Scelsi, interview (1987) with Franck Mallet, “Il suono lontano: Conversazione con Giacinto Scelsi” 
trans. Marco Montaguti [French to Italian] in Giacinto Scelsi: Viaggio al centro del suono, ed. Pierre Albert 
Castanet and Nicola Cisternino (La Spezia, Italy: Luna Editore, 1993), 25.: “Ribattendo a lungo una nota essa 
diventa grande, così grande che si sente sempre più armonia ed essa vi si ingradisce all’interno, … quando si entra in 
un suono ne si è avvolti, si diventa parte del suono, poco a poco si è inghiottiti da esso e non si ha bisogno di un 
altro suono…. [T]utti i suoni possibili sono contenuti in esso.”  
 
103 Reish, “Una Nota Sola,” 150. 
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2.2 Temperament and ṭarab 

The relatively open approach that Arab musicians from the “Congress of Cairo” had in 

regards to their own ancestral music foreshadows an avenue towards how the microtonal 

intervals within the maqāmāt system can be adapted to other tuning systems and 

methodologies.104 For example, the Pythagorean roots of Arab music, especially in regards to the 

just tunings of its fourths and fifths, historically justifies a renewed outlook into how the 

maqāmāt system can relate to other relatively contemporary treatments of pitch, like just 

intonation. 

Johnston writes:  

The rebirth of just intonation … is a powerful reaction against this current of 

development [i.e., serialism in the mid-twentieth century]. It makes possible the 

revaluation of Western musical practice in the light of just intonation … and it also 

provides bridges to the musics of other cultural traditions which use varieties of just 

intonation. This enables the emerging culture to begin to find its own way of making art, 

in the shape of a new mythic formation.105 

Again, the word “mythic” here, similarly to Ives’s use of the word “transcendent” decades 

earlier, refers to the possibility of discovering harmonies based off of non-conventional tuning 

systems. While these tenets originated from Western, albeit avant-garde, points of view, there 

seems to be a kinship with what these composers sought to achieve and traditional Arab 

musicians striving for ṭarab.  

 
104 Chahin, Towards a Spectral Microtonal Composition, 93. 
 
105 Johnston and Gilmore, Maximum Clarity and Other Writings on Music, 167. 
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In regards to specific tunings, musicians from the “Congress of Cairo” freely devised 

their own methods for calculating important intervals in traditional Arab music, most pertinently 

the neutral second and neutral third, which make up the second and third scale degrees of the 

common maqāmāt, like maqām bayātī and maqām rāst, respectively. In regards to Pythagorean 

tuning, Arab scholars at the conference, like Mevlevī šeyḫ ‘Alī al-Darwīš, proposed a system 

very closely tied to it, in which all intervals were based on multiples of two and three.106 His 

version of the neutral third (315657:256000 or 362.66 cents), for example, combined the major 

whole tone (9:8 or 203.91 cents) with the Pythagorean apotome107 and what Darwīš calls “half a 

leimma.”108 The ancient Pythagorean tuning, which can be considered a “3-limit” version of just 

intonation, opens the door for a harmonic exploration of the maqāmāt in more expanded tuning 

systems. This leap from thinking about Arab music from a Pythagorean point of view to one 

centered on just intonation is not immediately apparent, especially given that many 

contemporary Western composers, like Marc Sabat (b. 1965) and Michael Harrison (b. 1956), 

use just intonation primarily as a tool for expressing a seemingly infinite gamut of harmonic 

sonorities. Additionally, the fluid nature of the way pitch is treated in the maqāmāt is antithetical 

to the strict frequencies found in the infinite set of partials in just intonation. However, there are 

similarities that can be unearthed. For example, the defining characteristic of maqām rāst, as it 

relates to pitch, is its lowered third in relation to the major scale in Western music. This lowered 

third itself also varies widely in intonation depending on regional tendencies. This third degree 

 
106 This refers to Pythagorean concept of stacking just fifths, or 3:2 intervals. See Stefan Pohlit, “Julien Jalâl Ed-
Dine Weiss: A Novel Proposal for the Middle Eastern Qānūn,” Analytical Approaches to World Music 2, no. 1 (July 
1, 2012): 59. 
 
107  2187:2048 or 113.68 cents. 
 
108 A leimma is 256:243 or 90.23 cents. 
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of maqām rāst can ostensibly even resemble the fifth partial of the overtone series. This thought 

process goes beyond the “3-limit” nature of Pythagorean tuning, and extends to a “5-limit” 

treatment of just intonation. The vitality of maqām rāst cannot be overstated, as Shumays argues:  

[M]any, including myself, would consider Rast the most important maqām of the entire 

system; in Syria there is an expression that translates “If your night is long, use Rast.”109  

Four centuries earlier, Italian theorist Nicola Vicentino (1511-1575) described a way to 

approximate justly tuned intervals for the purposes of a more practical realization of the 

consonant intervals. In his treatise, L’antica musica ridotta alla prattica moderna (1555), 

Vicentino lays out the 31-TET system, which divides the octave into thirty-one equally spaced 

intervals.110 His findings were put into practice in his four-part madrigal, Musica prisca caput, 

which sought to demonstrate the aural capabilities of this more refined tuning system. The 

formal harmonic structure of this choral work became the inspiration for my own investigation 

into how an extended perception of the maqāmāt can fit in with Vicentino’s ideas of Western 

musical practice. As American musicologist Claude V. Palisca (1921-2001) writes in the 

foreword to the English translation of L’antica musica ridotta alla prattica moderna:  

Vicentino did not simply synthesize and transmit the practice of his time. He aimed to 

change how composers wrote and how musicians thought about music.111   

 
109 Shumays, “Maqam Analysis: A Primer,” 243. 
 
110 Mikaela Miller, “Nicola Vicentino and the Enharmonic Diesis: An Analytical and Empirical Study” (M.A., 
Canada -- Quebec, CA, McGill University (Canada)), accessed March 2, 2023, 
https://www.proquest.com/docview/873966879/abstract/2D185EA89BB44E66PQ/1. 
 
111 Nicola Vicentino, Maria Rika Maniates, and Claude V. Palisca, Ancient Music Adapted to Modern Practice, 
Music Theory Translation Series (New Haven: Yale University Press, 1996), 7. 
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Vicentino argued that it is the ears of the listeners, which possessed widely different artistic and 

natural faculties, which ultimately judged the value of a composition.112 Vicentino’s realization 

that the “perception” of pitch itself is curious as it opens up the possibility of empirical analysis 

of how listeners from different parts of the world perceive pitch: 

In view of what I found recorded in the collected ancient chronicles, my readers should 

know that men have always performed music naturally and in various ways. For as we 

see and hear with respect to all peoples of the world, each nation has its own accents and 

distinctive pitch steps. When people sing together they find instinctively a certain accord 

of consonances according to their region, language, and nationality. And even though 

their singing disagrees with those ratios of practice approved by science, such discord 

nonetheless seem like consonances to them.113   

While it is not clear if Vicentino was aware of what specific musical ratios (or lack of ratio-based 

music) were being used in other parts of the world, his realization that the concept of 

“consonance” does not necessarily need to be tied to pure intervals is astounding. His thoughts 

on the “distinctive pitch steps” from around the world and how they are perceived certainly 

applies to traditional Arab music, as British scholar Edward Lane (1801-1876) later observed: 

The most remarkable peculiarity in the Arab system of music is the division of tones .… I 

have heard Egyptian musicians urge against the European systems of music that they are 

deficient in the number of sounds. These small and delicate gradations of sound give a 

 
112 Ibid., 21. 
 
113 Ibid., 21–22. 
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peculiar softness to the performances of the Arab musicians, which are generally of a 

plaintive character. But they are difficult to discriminate with exactness ….114  

Hence, a harmony inspired by both Arab and Western systems seems to be plausible as long as 

two constraints are met: 1) repeated exposure to a predefined set of vertical pitch-based 

sonorities, and 2) eliciting an undefined sense of spirituality.  

 
114 Anas Ghrab, “The Western Study of Intervals in ‘Arabic Music,’ from the Eighteenth Century to the Cairo 
Congress,” The World of Music 47, no. 3 (2005): 75. 
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2.3 “Ṭarab-ic” harmony in my music 

The zealous approach to harmony espoused by European and American theorists has 

inspired me to strive for a similar sense of adventure when approaching the possibility of 

harmony with Arab musical principles at the forefront. In composing Aruah,115 I hypothesized 

that texture, in addition to pitch-based harmonic sonorities, would play a distinct role in the 

perception of a new soundscape. This aural environment sought to combine the microtonally-

inflected intervals of the maqāmāt and the heterophonic nature of takht music with the functional 

triads and overtone chords that stem from Western art music tradition. In the opening of Aruah, 

the entire octet (minus the tam-tam) plays a melody in unison at slightly different tempi 

(example 5).  

 
115 Aruah (2022) is a twelve-minute composition scored for flute, alto saxophone, bassoon, trumpet, tam-tam, violin, 
violoncello, and double bass. Aruah means “souls” in Arabic. The world premiere performance was given by the 
International Contemporary Ensemble on April 16, 2022 at the DiMenna Center for Classical Music, New York, 
NY.  
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Example 5: Aruah, opening measures 

On the surface, the pitches themselves and the order in which they sound do not resemble any of 

the maqāmāt. However, its phrasal contour can be perceived, especially to a Western listener, as 

belonging to some kind of non-Western tradition. The elements that make up this contour 

include varied rhythmical stresses as they relate to the placement of ornaments, limited 

frequency range of each of the phrasal segments, and the near-constant introduction of new 

rhythmic patterns, as well as the repetition of those that were introduced previously. The tam-

tam, violin, and cello provide subtle “responses” to the octet’s lyrical “calls” in the form of 

circular motions with a steel wool sponge (tam-tam), and physical air exhalations and mostly 

stepwise, microtonally-inflected melodic fragments (violin, violoncello). The double bass acts as 

a meek pedal tone, with its relatively high and muted artificial harmonics. From mm. 1-14, the 

ensemble rhythmically “follows” and dynamically plays under designated “leaders.” For 

example, in mm. 1-5, the flute sets the rhythmic pace for the melody, while the rest of the 
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ensemble staggers their entrances and plays softer, etc. This “leader-follower” relationship 

continues with the bassoon leading in mm. 6-8, the alto saxophone taking over in mm. 9-12, and, 

finally, the trumpet in mm. 13-16.  

All of this textural exposition culminates in beat 4 of mm. 16, when the ensemble’s 

rhythmic profile drastically simplifies to a homorhythm offering of quarter notes, half notes, and 

held fermatas, while simultaneously adding depth in terms of the frequency density. For 

example, in analyzing beat 4 of mm. 16, the pitch content, from the lowest to highest 

frequencies, includes F-half-sharp, G-half-flat, C-half-flat, and D-half-flat. While all the pitches 

in this chord are quarter tones, the relational intervals between them do not form any microtonal 

intervals associated with Arab116 nor spectral music (i.e., the natural major third (5:4), minor 

third (6:5), septimal minor third (7:6), etc.).117 Rather, it consists of a minor second118 and major 

second, separated by a perfect fourth, a sonority that is also void of any triad-based harmony. It 

is the timbral quality of the pitches themselves, as they relate to the overall spectra of each of the 

instruments’ unique way of playing these quarter tones, that pinpoints the sonority of this chord 

squarely between the orderly, “non-chaotic” Western sensibility119 and the extreme variety of 

timbral and microtonal possibilities in the Arab world. 

The relative stability of this chord serves as a bridge, both in terms of its rhythmic stress 

as the “pickup” to the next measure, and its inclusion of timbre-rich microtones that acoustically 

do not form microtonal intervals. However, the next chord, on beat 1 of mm. 17, changes the 

 
116 Ghrab, “The Western Study of Intervals in ‘Arabic Music,’ from the Eighteenth Century to the Cairo Congress.” 
 
117 Marc Sabat, “Pantonality Generalised: Ben Johnston's Artistic Researches in Extended Just Intonation,” Tempo 
69, no. 272 (April 2015): 7, https://doi.org/10.1017/S0040298214001004. 
 
118 Unless otherwise stated, intervals in this essay are assumed to belong to the 12-TET system. 
 
119 Susan McClary, “The Blasphemy of Talking Politics during Bach Year,” in Reading Music (Routledge, 2007). 
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sonic landscape entirely. Its pitch content, from lowest to highest frequencies, is E-natural, A-

half-flat, B-flat, and F-half-flat (example 6).   

 

Example 6: Aruah, beat 1 of mm. 17, 4-part reduction 

The spatial relationships between these intervals become unequivocally unrooted in the 12-TET 

system. They consist of two 11:8 intervals120 separated by three-quarter tones. The arrival to this 

downbeat signals the first instance in my output, thus far, where I have formed, at least in my 

mind, a significant, symbiotic relationship between Arab music and just intonation, while also 

maintaining the aura of ṭarab. Both aforementioned intervals are seminal in the respective 

musics I am concerned with: the three-quarter tone in Arab music, most commonly occurring 

between the first and second degrees of maqām bayātī and between the second and third degrees 

of maqām rāst; and the 11:8 interval, which is prevalent in Wyschnegradsky’s work.121 

 
120 The 11:8 interval is equivalent to 551.3 cents. 
 
121 Wyschnegradsky dubbed the 11:8 interval, the “major fourth,” and this interval is liberally used through his 24 
Preludes, op. 22, which is scored for two pianos tuned one quarter tone apart. See Wyschnegradsky, Kaplan, and 
Kaplan, Manual of Quarter-Tone Harmony. 
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Chapter 3: Organological Transethnicism 
 
“Yet the remarkable achievement of both Partch and Young is to have transcended the usual 
bounds of transethnicism by creating not merely musical works possessing certain non-Western 
or multicultural characteristics, but rather whole aesthetic worlds…”122  
     –– David Nicholls 
 

The organological lineage of both Arab and Western music cannot be underestimated 

when analyzing how their musics aesthetically differ, along with the theoretical concepts that 

propagate from them. In Europe, instrument makers continually made changes to their 

instruments (and continue to do so), from eighteenth-century inventions like the keyboard, to the 

nineteenth century’s introduction of the saxophone, to the many electronic innovations of the 

twentieth and twenty-first centuries, like the synthesizer. In the eighteenth century, the adoption 

of keyboard instruments became the driver for the progress of functional harmony. The 

saxophone added another timbral palette, and became commonplace in jazz music. And the 

synthesizer has found a home in both the avant-garde and the commercial music worlds. 

 However, not all new instruments in the West were designed in the guise of perceived 

“progress.” Notably, the American experimentalist Harry Partch (1901-1974) invented new 

chordophones and idiophones as a result of his rejection of “both the intonational system of 

modern Europe and its concert system,”123  and opted instead to borrow from other cultures, 

including ancient Greece.124 La Monte Young’s The Tortoise, His Dream and Journeys (1964) is 

composed of a series of sine waves which are used to loosely depict pitches from a non-defined 

 
122 Nicholls, “Transethnicism and the American Experimental Tradition,” 590. 
 
123 Ibid., 576. 
 
124 JAKE JOHNSON, “‘Unstuck in Time’: Harry Partch’s Bilocated Life,” Journal of the Society for American 
Music 9, no. 2 (May 2015): 163–77, https://doi.org/10.1017/S1752196315000048. 
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rāga, a term used in India that is analogous to the Arab maqām. The advances in instrument-

making and technology in the work of these American composers, rather, was a byproduct of 

transethnicism. This refers to the “employment or evocation of musical styles and techniques 

from cultures other than the composer’s own.”125 In the context of organology, this manifests 

itself in the cross-pollination between performance techniques and materiality of existing 

instruments between cultures, or the creation of new instruments or technology that is rooted in 

another culture.  

The organological translation of techniques from “foreign” instruments to Western ones 

is not a modern phenomenon, especially within the realm of the American experimentalists. 

Composers like Henry Cowell, Lou Harrison, Harry Partch, and Philip Glass all have defining 

features in their music which “live in the whole world of music.”126 In Persian Set (1957), scored 

for a Western chamber orchestra, Cowell explicitly uses Persian-inspired melodic gestures over 

pedal drones and/or rhythmic ostinatos. In a similar vein, Glass’s 1+1 (1967), for amplified 

table-top, takes direct inspiration from North Indian additive and subtractive rhythmic processes, 

although he does not state this as explicitly as Cowell.    

 
125 Nicholls, “Transethnicism and the American Experimental Tradition,” 570. 
 
126 Ibid. 
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3.1 Arab instruments 

In the Middle East, Arab instruments, like the ‘ūd, qanūn, and nāy, have not significantly 

changed in many centuries, which contributed to the relative stagnation of aesthetic and 

theoretical “progress.” This relatively static organological development is generally reflected in 

the Arab culture at large, which has long been dominated by “retroactivistic” beliefs.127 This 

credence advocates for a “return to traditions and therefore resist progressive innovation.”128 As 

Lily and Alhazmi posit, the culture at large: “(1) question[s] the claimed promise of progress to 

shift humanity to a better stage; (2) greatly respect[s] the past and assert[s] its moral and divine 

qualities; and (3) interpret[s] progress as a new form of Western colonisation and as a masked 

means to achieve implicit political agendas.”129 Ironically, at the “Congress of Cairo,” Western 

scholars like Père Maurice Collangettes (1860-1943) similarly felt that Arab music should not 

progress, and instead, “remain just as it is, a treasure that is authentically Arab,” and that “it is 

our [referring to both Arabs and Westerners] task to ensure [this].”130 However, in regards to 

instrument-building, this spirit was not shared with Arab scholar Nagib Nahhās, who did not 

view “progress” as a sign of imperialist meddling into Arab culture, but as a new way for the 

Arab community to engage with the wider, global community. Nahhās, in collaboration with the 

Germany company Förster, built an upright piano with four levels of keys: the first two levels 

comprised of the standard eighty-eight equal-tempered semitones, and the next two levels 

 
127 Abdulrahman Essa Al Lily and Ahmed Ali Alhazmi, “The Theory of Retroactivism: Arab Resistance to 
Educational and Technological Progress,” Society 55, no. 6 (December 1, 2018): 540, 
https://doi.org/10.1007/s12115-018-0306-2. 
 
128 Ibid. 
 
129 Ibid. 
 
130 Suleman Taufiq, “First Congress of Arab Music in 1932: A Richly Diverse Palette of Rhythm and Timbre,” 
Qantara.de - Dialogue with the Islamic World, April 16, 2012, https://en.qantara.de/content/first-congress-of-arab-
music-in-1932-a-richly-diverse-palette-of-rhythm-and-timbre. 
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included the full range of equal-tempered quarter tones and third tones (figure 12).131 While the 

instrument itself was not widely implemented, the commitment to seriously integrating a close 

approximation of the maqāmāt within the framework of a quintessentially Western instrument 

like the piano harkens at what possibilities there could be for organological transethnicism.  

 
 

Figure 12: Custom-made Förster upright piano presented at the “Congress of Cairo”132 

 
 

  

 
131 Ghrab, “The Western Study of Intervals in ‘Arabic Music,’ from the Eighteenth Century to the Cairo Congress,” 
71–72. 
 
132 Ibid. 
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3.2 Organological transethnicism in my music 

In my own music, I take a different approach to organological transethnicism than 

previously described, though one that is rooted in the same desire to depict an aesthetic outside 

the traditional Western framework. Rather than focusing on the creation of new instruments, 

which is logistically taxing in terms of additional training and resources, I center my attention on 

using the Western instruments that I have become intimately familiar with over two decades of 

exposure and study. By focusing on specific performance techniques from traditional Arab 

instruments, and how their aesthetic tendencies can change the aural perception of more familiar 

Western instruments, I form a new framework for how two cultures can meaningfully coexist in 

a contemporary landscape.  

The opening section of String Quartet No. 2 organologically borrows from the playing 

technique of the kamānjā, a spike fiddle with origins in the Middle East (example 7). In 

composing the various gestures in this work, I studied the recordings of Sāmī al-Shawwā (1889-

1965), otherwise known as the “Prince of the Violin.”133 While his main instrument was the 

European violin, many of the techniques he used are from traditional kamānjā performance 

practice. For example, in my quartet, there are no less than five distinct types of grace note 

ornamentations that are used in just these four measures between the first and second violin 

players:  

1. grace notes before the beat (mm. 7, Vln. II) 

2. rapid glissando after a tied grace note leading into the beat (mm. 8, Vln. II)  

3. rapid artificial harmonic glissando after a tied grace note leading into the beat (mm. 8, 

Vln. I) 

 
133 Gordon, “Egyptian Violinists and the Negotiation of In-Betweenness,” 87. 
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4. “sighing” grace notes at the end of a phrase leading into a rest (mm. 9, Vln. I) 

5. grace notes on the beat (mm. 10, Vln. I and II) 

These techniques are extremely subtle in nature, and within its Arab context, are often heard as 

purely expressive devices that seek to give more melodic interest to the line. While I do retain 

this aesthetic quality in my own quartet, I also integrate distinctly Western devices, like species 

counterpoint, to form a harmonically rooted relationship between the two voices.  

 

Example 7: Grace notes and glissandi in String Quartet No. 2, mm. 7-10, Violin 1 and 2 

 Later on in the quartet, I employ a tremolando technique which is borrowed from the 

prevalent use of the octave tremolo in qanūn performance practice (example 8).  

 

Example 8: Tremolando in String Quartet No. 2, mm. 109-110 
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However, only one voice, the cello, actually performs an octave tremolo, while the rest of the 

ensemble plays a variety of intervals that make up this section’s harmonic framework. While the 

tremolando itself is the most apparent organologically transethnic device, other more subtle 

devices are present throughout this passage. Grace notes (i.e., technique 1 from the previous 

example) begin the phrase. The cello alternates between touch five and touch four harmonics on 

two different strings, which better approximates the rich harmonic spectra of the qanūn. 

Extremely brief, homotemporal pauses, indicated by the commas above the staves, which are 

preceded by crescendi, provide incidental moments of resonance––not unlike when a qanūn 

player finishes a phrase with a crescendo of their own, and then begins the new one quickly after 

that.  

In my Clarinet Concerto, I expand the idea of organological transethnicism to encompass 

orchestrational principles. For example, in mm. 12, the trumpet section reflects both the 

heterophonic nature of instrumental Arab music and the nasal timbral qualities of the mizmār 

(example 9).134  

 

Example 9: Clarinet Concerto, mm. 12-13, Trumpets 1-3 

 
134 H. G. Farmer, “Mizmār,” Encyclopaedia of Islam, First Edition (1913-1936), April 24, 2012, 
https://referenceworks.brillonline.com/entries/encyclopaedia-of-islam-1/*-COM_0163. 
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This phrase combines many facets of both Western and Arab music to form an aural argument 

that is distinctly its own. In this passage, I have interpreted Arab music elements through its 

microtonal inflections, high proliferation of stepwise motion, and timbre approximating the 

sound of the mizmār. Here, the microtonal inflections include the pitches E-half-flat, F-half-

sharp, and C-half-sharp, which contribute to the sensation of some of the maqāmāt. Stepwise 

motion forms the basis of all techniques in the Arab instruments. And the timbre is achieved by 

covering the bell of the trumpet with aluminum foil and playing normally through it, creating a 

similar harmonic spectrum to the mizmār. From a Western lens, there are several musical devices 

that are employed concurrently with the Arab ones. I have maintained a high regularity of 

rhythmic syntax by mostly using a series of repeating sextuplets, a rhythmic unit itself that is not 

part of the traditional Arab syntax. There is mode mixture through the juxtaposition of the 

trichord – D, E-half-flat, and F – the first three pitches of maqām bayātī, and the trichord – F 

half-sharp, G-sharp, and A – which makes up jins musta‘ar. Lastly, a conventional Western 

orchestrational technique, dovetailing, is employed to create an uninterrupted pace of activity 

without sensing auditory pauses from players’ breaths.  

In mm. 349-353, the majority of the symphonic string section performs a cascading, 

staggered series of descending scales (example 10).  
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Example 10: Clarinet Concerto, mm. 349-353, strings 
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Each staff indicates music intended for either one player (solo), or two players (desk). For 

example, the staff for “Vln. I 1” instructs the outside player of the first desk of the Violin I 

section to play. Right below that, “Vln. I 2” instructs the inside player of the first desk of the 

Violin I section to play, and so on. Further down the page, “Vln. II 1.2” instructs the first desk of 

the Violin II section to perform the music indicated on that staff (i.e., two players on one line). 

These solo and duo indications appear throughout the entire string section, whose composite 

forms a heterophonic texture that “transmigrates” the analogous classical Arab string section’s 

organological usage. In analyzing the pitch content of these descending scales, some resemble 

Arab modes quite exactly, such as the descending maqām bayātī in Vln. I 2 (see mm. 349 in 

example 10; the pitch content is D, E-half-flat, F, G, A, B-half-flat; the only pitch missing is the 

seventh degree, C, which is played in other string parts). Another example is in mm. 349-340 of 

Vln. I 1. Here, the descending figure features maqām sīkāh on B-half-flat (the pitch content is B-

half-flat, C, D, E, F-half-sharp, G, and A; here, all pitches of maqām sīkāh are represented). Most 

of the other descending figures in this example follow the same pattern of transethnisicm within 

the string section, borrowing both the stepwise execution of the Arab modes and the pitch sets 

themselves.  

In the orchestrational layering of this passage, it is the density of the rhythmic profile, 

rather than the combination of microtonal and equal-tempered pitches themselves, that are 

perceived. Each staff contains its own constructed rhythmic profile that are related to the others, 

but do not exist in the same temporality. Rhythmic values within the descending gestures vary 

widely, with many shades of short, duple- and triple-based durational values, including thirty-

second notes, triplet sixteenth notes, sixteenth notes, triplet eighth notes, eighth notes, and so on. 
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Aesthetically, this passage’s overall affect is the result of many relatively modern strands 

of Western and Middle Eastern musical developments, including the polyrhythmic density of the 

New Complexity movement, highly specific notated string writing reminiscent of Xenakis’ 

Metastaseis (1954), and the heterophonic, highly ecstatic soundscape of the Arab firqa, an 

expanded, early twentieth-century version of the takht.135  

 

 

 

 
135 El-Shawan, “Traditional Arab Music Ensembles in Egypt since 1967,” 186–92. 



  

 
 

57 

Conclusion 
 
Being contemporary is not a matter of following trends and fashions; it is much more a matter of 
turning one’s attention and actions to bear upon life as we live it rather than to escape by living 
vicariously in the art products of another time and place.136 
     –– Ben Johnston 
 

Recontextualizing maqāmāt, harnessing ṭarab as a basis for harmonic study, and 

navigating organological transethnicism all have recently informed the development of my 

compositional style, as I continue to hone a personal aesthetic that integrates Western and Arab 

stylisms. In both my creative and personal life, I have found myself living in what American 

sociologist W. E. B. Du Bois (1868-1963) calls “double consciousness,” a phenomenon that 

refers to finding oneself both “inside and outside the West.”137  In writing this essay, 

philosophical questions have arisen between the disparate ideologies of the more “autonomous, 

rational self” that the post-Enlightenment world espouses in its music and the “emotional 

sincerity” and “musical rapture” that promote community and nationalistic narratives in Arab 

music.138 This dichotomy is yet to be addressed directly in my music, though is crucial for its 

future development. Other avenues of research that have potential to produce fruitful results 

include a more robust analysis of Arab vocal technique and the poetry that it is set to, direct 

collaboration on new work for orally-trained Arab instrumentalists, and the expansion of my 

personal sound palette through digital signal processes. While remaining grounded in both Arab 

and Western aesthetic techniques, it is salient to keep in mind that any new music I write is 

 
136 Johnston and Gilmore, Maximum Clarity and Other Writings on Music, 154. 
 
137 John P. Pittman, “Double Consciousness,” in The Stanford Encyclopedia of Philosophy, ed. Edward N. Zalta and 
Uri Nodelman, Spring 2023 (Metaphysics Research Lab, Stanford University, 2023), 
https://plato.stanford.edu/archives/spr2023/entries/double-consciousness/. 
 
138 Jonathan Holt Shannon, Among the Jasmine Trees, xix. 
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“individually created and experienced,” no matter how “historically constructed, and … socially 

maintained” it may be.139 

  

 
139 Timothy Rice, “Toward the Remodeling of Ethnomusicology,” in Modeling Ethnomusicology, ed. Timothy Rice 
(Oxford University Press, 2017), 0, https://doi.org/10.1093/acprof:oso/9780190616885.003.0002. 
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Glossary 
 
al-mūsīqà al-jadīda. Literally translates to “new music,” in Arabic, which is a genre of Arab  
 music that is “deliberately and consciously open to non-traditional [non-Arab]  
 influences.”  
 
al-mūsīqà al-turāthiyyah. Literally translates to “heritage music,” in Arabic, which is a genre of  

Arab music that preceded al-mūsīqà al-jadīda; also referred to as traditional Arab music 
in this thesis.  

 
firqa. An expanded, early twentieth-century version of the takht.  
 
ghammaz. The “dominant” scale degree of the maqām. The “dominant,” in this case, indicates  
 the second most important pitch in the mode.  
 
īqā‘āt. (sing., īqā‘) The rhythmic patterns in Arab music.  
 
jins. (pl., ajnās) The fundamental pitch-based building blocks for music written in the maqāmāt  
 system.  
 
jins kurd. Tetrachord that consists of the following sequential intervals: three quarter tones,  
 three quarter tones, and one whole tone. 
 
jins musta‘ar. Trichord that consists of the following sequential intervals: five quarter tones,  
 one semitone. 
  
jins ṣabā. Tetrachord that consists of the following sequential intervals: three quarter tones, three  
 quarter tones, and one semitone.  
 
kamānjā. A spike fiddle with origins in the Middle East. 
 
maqām bayātī. Mode with seven scale degrees which consists of the following sequential 

intervals: three quarter tones, three quarter tones, one whole tone, one whole tone, one 
semitone, one whole tone, and whole tone; the sixth scale degree can be raised one 
quarter tone depending on the melodic gesture.  

 
maqām kurd. Mode with seven scale degrees that consists of the following sequential intervals: 

one semitone, one whole tone, one whole tone, one whole tone, one semitone, one whole 
tone, and one whole tone.  

 
maqām rāst. Mode with seven scale degrees that consists of the following sequential intervals: 

one whole tone, three quarter tones, three quarter tones, one whole tone, one whole tone, 
three quarter tones, and three quarter tones; the seventh scale degree can be lowered by 
one quarter tone depending on the melodic gesture.  

 



  

 
 

60 

maqām ṣabā. Mode with seven scale degrees that consists of the following sequential intervals: 
three quarter tones, three quarter tones, one semitone, one augmented second, one 
semitone, one whole tone, and whole tone.  

 
maqām sīkāh. Mode with seven scale degrees that consists of the following sequential intervals: 

three quarter tones, one whole tone, one whole tone, three quarter tones, three quarter 
tones, one whole tone, and three quarter tones.  

 
maqām. (pl., maqāmat) The framework for musical composition in the Arab world which 

consists of a system of modes, gestures, modulations, and aesthetic conventions.  
 
mizmār. A double reed woodwind instrument from the Middle East.  
 
nāy. An end-blown recorder from the Middle East.  
 
qaflāt. The cadential patterns within the framework of Arab music.  
 
qanūn. A zither-like instrument from the Middle East.  
 
qarār. The pitch associated with the “tonic” of any one maqām. 
 
sammī‘a. The “cultivated listeners” listeners of traditional Arab music.  
 
sayr. The expected progression of melodic notes within any one maqām.  
 
takht. An ensemble of musicians performing traditional Arab music.  
 
tanbour. A long-necked string instrument from the Middle East.  
 
ṭarab. This term loosely translates to “musical ecstasy.”  
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Composition Portfolio 
 

These three works exemplify recent strides in my attempts to amalgamate the aesthetics 

of traditional Arab and Western music in a contemporary music context:  

1.  Aruah (2022) for flute, bassoon, alto saxophone, trumpet, tam-tam, violin, violoncello,  
 
and contrabass 
 
2. String Quartet No. 2 (2021) for two violins, viola, and violoncello 
 
3. Clarinet Concerto (2019) for solo clarinet, orchestra, and electronics 
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Aruah 

Aruah, or “souls” in Arabic, is an exploration of breath and its repeated gestures of 

inhalation and exhalation that inevitably lead to its final iteration before becoming a “spirit.” The 

title of the work suggests a programmatic and narrative element, which guided me throughout its 

composition. The impact of the 2020 pandemic and its aftermath that we are living in has much 

to do with the conception of this work. Aruah opens with a melody played in quasi-unison across 

the octet, which transforms into a series of chords that embody these breaths. These held chords 

eventually break out into a music that flows in a seemingly perpetual motion, with repeated 

gestures overlapping each other all throughout the ensemble, signifying the sheer volume of 

breath that encompasses even as few as eight people on stage. At times, literal inhalation and 

exhalation sounds make up the sound profile, most poignantly in the middle of the work, where 

the winds literally breathe in the background while the strings take up the harmonic material. The 

language itself is my most overt mixture thus far between the microtonally inflected maqāmāt, or 

Arab modes, just intonation, and the triadic-based harmonies employed by the late twentieth-

century minimalists. The piece was written for the International Contemporary Ensemble and 

premiered on April 16, 2022 at the DiMenna Center for Classical Music in New York City as 

part of the Columbia Composers showcase.  
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String Quartet No. 2 

In writing my String Quartet No. 2, I looked back to a movement of my first string 

quartet, Fugha, which superimposed the Arab maqāmāt over the harmonic motion of a fugue 

from The Well-Tempered Clavier by J. S. Bach. As I composed, I quite enjoyed this process of 

ruminating on what Bach might have done if presented with the rich tapestry of possibility from 

the microtonally inflected Arab modes coupled with his ingenious sense of counterpoint and 

harmony. 

For this work, I went further back in time for inspiration, turning to the often-overlooked 

Nicola Vicentino, an Italian composer and theorist from the Renaissance period. In his 16th 

century treatise, “L’antica musica ridotta alla prattica moderna,” he devised a 31-tone system 

(our “standard” Western system has only 12 tones!) which includes his four-part madrigal, 

“Musica prisca caput,” where he put his ideas into practice. I used this work as a harmonic 

template for my own musical exploration. This madrigal is organized into three parts that are 

distinguished by their pitch content: (1) diatonic (7 possible tones), (2) chromatic (12 possible 

tones), and (3) microtonal (31 possible tones(!)). 

In my work, every chord in “Musica prisca caput” is chronologically represented: almost 

all of them with their original voice leading, many of which are solely in root position! They 

vary from the original by the extension of range (beyond what is possible with human singers), 

expansion of timbral possibilities (i.e. glissandi, tremolandi, harmonics, etc.), and the 

implementation of the maqāmāt to establish a new melodic context for Vicentino’s contrapuntal 

writing.	
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By focusing on this distinctly Western point of departure, I hope to provoke a renewed 

awareness of the richness of Arab traditions and how their facets can coexist within our global 

cultural landscape.
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Clarinet Concerto 

This Clarinet Concerto is the latest chapter of my output that fuses my love for all things 

orchestral, technological, and ancestral. I composed this work from January to October 2019 on 

both coasts of the U.S., though it more aptly relates to a region and tradition that is mostly 

unfamiliar to America and the rest of the West: that of the Middle East and its rich tradition of 

classical Arab music. Kinan Azmeh, a Syrian-born, New York-based clarinetist and composer, 

and I met five years ago through our association with Juilliard professor Mari Kimura, a violinist 

known for ushering in a new wave of conservatory-trained classical musicians to the wonders of 

interactive music technology. Like myself, Kinan is enraptured by the spectrum of emotion that 

lies between Western and Middle Eastern musics, and is always searching for ways to use our 

modern technological tools to highlight those facets.  

The clarinet itself is an instrument I have a personal fondness for, having played it in 

marching band throughout my high school years. There is a physicality (i.e. ‘marching’) that I 

will always associate with the instrument, and this is certainly the case with this Clarinet 

Concerto. Kinan’s role in the orchestra is governed by where and when he moves on stage. He is 

unseen, yearning for attention, unwittingly thrusted into public view, given a platform to express 

his thoughts, overshadowed and forgotten, and finally, elegiacal from all the pain he holds 

inside.  

While the work draws on tenets from very specific traditions of music, it is my hope that 

this music conveys a more universal spirit of cooperation and cordiality with our fellow human 

beings, as we live out our finite time here in the most just, and loving way that we can. 

The coda, entitled “For Jido,” was written in the memory of my late grandfather, Jido 

Adib, who passed in August 2019 at the age of 76. He moved his family of seven, including my 
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grandmother Salimeh, uncles George, Elie, and Salim, aunt Sylva, and my mother Lucy, halfway 

across the world to escape war-torn Lebanon during the midst of its civil war. 

Clarinet Concerto is dedicated to Kinan Azmeh. 
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Score | Set No. 2 

Saad Haddad 

STRING 
QUARTET No. 2 

for two violins, viola, and violoncello 
(2021) 

 

NEW YORK 
www.saadnhaddad.com



INSTRUMENTATION 
two violins, viola, and violoncello 

DURATION 
ca. 15 minutes 

PERFORMANCE NOTES 

Abbreviations: ord. = ordinario; s.p. = sul ponticello. 

Accidentals: Accidentals, including quarter tones, carry through each measure. Accidentals do not carry through   
  different octaves in any given bar unless otherwise notated. 

Boxed Cells: A box around a set of notes indicates to perform the respective cell ad libitum. The first iteration of   
  boxed cells should be rhythmically unison, then gradually become asynchronous. Thick horizontal   
  lines that follow boxed cells indicate to repeat the cell ad libitum until the next notated event. 

Grace notes: 1. Slashed grace notes should be played before the beat; long enough to discern the glissando (if any). 

  2. Un-slashed grace notes should be played on the beat; long enough to discern the glissando (if any). 

  3. Empty grace notes should hold for the rest of the duration of that measure after playing preceding   
  grace notes. 

Hairpins: Crescendo and diminuendo hairpins with circles indicate to start from niente and end at niente,   
  respectively. 

Quarter tones:   

Rehearsal D-E: 1. Tremolos should be very fast, but must be executed as rhythmically unison as     
  possible across the ensemble. 
  
  2. A comma over a pitch indicates to execute the shortest possible rest before playing that pitch. These   
  commas should sound like very sudden and deliberate pauses in between the melodic, tremolo   
  fragments. 

*Additional performance instructions appear throughout the score/parts. 

PROGRAM NOTE 

In writing my second string quartet, I looked back to a movement of my first string quartet, Fugha, which superimposed 
the Arab maqamat (modes) over the harmonic motion of a fugue from The Well-Tempered Clavier by J. S. Bach. As I 
composed, I quite enjoyed this process of ruminating on what Bach might have done if presented with the rich tapestry 
of possibility from the microtonally inflected Arab modes coupled with his ingenious sense of counterpoint and 
harmony. 

For this work, I went further back in time for inspiration, turning to the often-overlooked Nicola Vicentino, an Italian 
composer and theorist from the Renaissance period. In his 16th century treatise, “L’antica musica ridotta alla prattica 
moderna,” he devised a 31-tone system (our “standard” Western system has only 12 tones!) which includes his four-part 
madrigal, “Musica prisca caput,” where he put his ideas into practice. I used this work as a harmonic template for my 



own musical exploration. This madrigal is organized into three parts that are distinguished by their pitch content: (1) 
diatonic (7 possible tones), (2) chromatic (12 possible tones), and (3) microtonal (31 possible tones(!)).  

In my work, every chord in “Musica prisca caput” is chronologically represented: almost all of them with their original 
voice leading, many of which are solely in root position! They vary from the original by the extension of  range (beyond 
what is possible with human singers), expansion of timbral possibilities (i.e. glissandi, tremolandi, harmonics, etc.), and 
the implementation of the maqamat to establish a new melodic context for Vicentino’s contrapuntal writing. 

By focusing on this distinctly Western point of departure, I hope to provoke a renewed awareness of the richness of Arab 
traditions and how their facets can coexist within our global cultural landscape. 

This work was commissioned by the Caramoor Center for Music and the Arts for A String Quartet Library for the 21st 
Century. The World Premiere was given by the Callisto Quartet at Caramoor, Katonah, NY on July 1, 2021. 
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Ȯ ™™™™
‰ œ œB œ œ œ œ ≈ ˙ œ

jœ œ ‰ ˙ ™™ w

Ȯ ™™™™
‰ œ

œ œ œ œµ œ ≈
˙ œjœ

œ w w

= =

4



°

¢

°

¢

Vln.	I

Vln.	II

Vla.

Vc.

o o o fo

39

o o o fo

o o fo

p o fo

Vln.	I

Vln.	II

Vla.

Vc.

o p o o p o

44

o p o o p o

o p o o p o

o p o o p o

&

ord.≥
s.p. ord.

ca.	7th	partial	of	Bb2	(see	Vc.)

≥

&

ord.≥
s.p. ord.≥

B
ord.≥

s.p. ord.

-

? ∑
ord.

&

&

o o o

B
(IV)

? o

w ˙ ™™ 
œ œµ œ œ ‰ Œ

˙ ™ ˙ œ
J œµ

‰ ˙ ™ 
œn œµœ

j ‰

w# ˙ ™™ 
œ œ# œ œµ ‰ Œ ˙# ™ ˙ œ

J
œn ‰ ˙ ™ 

œ œœ
j ‰

w ˙ ™™ 
œ œ œ œ ‰ Œ

˙ ™ ˙ ™ œ
œ ™ ˙ ™ 

œ œBœ
J

‰

Ó Œ ‰
œO
j
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Ȯ ™™™™ ‰
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Ȯ ™™ ~w

~w ~w Ȯ Ȯ## ~w Oœ Œ
Ȯ
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Ȯ Oœ ™
™ 

œ
O
j

œB

J

˙ œ œ œn œB

Œ Œ
œ
j ˙ ™ œ

j œ# œ ™ œB ™ œ œ œ œ
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*) ,**) ,

&

*)	Play	tremolos	as	fast	as	possible	and	synchronized	with	other	players.

*) ,

**)	Comma	indicates	sudden,	deliberate,	and	very	short	rests	in	between	tremolo	gestures.	
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w~ w~ Ȯ ™™ Œ

Ȯ 
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œ
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œ
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˙# ˙ ˙ ˙ œ œ œ# œ œ œ œ œ œ œ œ œ ‰

œ œB œ ™ œ ™ œ ™ œ ™ œ œ ˙ ™ ˙ ™ œ œ ‰
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Œ Ȯ 
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j ‰

œOBB Ȯ ™™
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Vln.	II

Vla.

Vc.

p o p

accel. 	q	=	92 rall. 	q	=	66 rall. 	q	=	54 	q	=	66 accel. 	q	=	92174

p o p

p o p

p o p

Vln.	I

Vln.	II

Vla.

Vc.

f

	q	=	66178

o f

o o f

o f

74 44 34

74 44 34

74 44 34

74 44 34

34

34

34

34

44 34

44 34

44 34

44 34

&

ca.	7th	partial	of	Ab1

U
almost	white	noise

- -

U

-

3

&

almost	white	noise
U

- -

U

-

3

B
almost	white	noise
U

- -

U

-

3

?
almost	white	noise
U

- -

U

-
3

& - - - -

ca.	7th	partial	of	C2

U
W

3 3

&
- - - -

U
W

3 3

B
- - -

U
W

3 3

?
- - -

U
W

3 3

&
U

- - - -

U

- - - -

&
U

- - - -

U

- - - -

B
U - -

- -

U

- - - -

?
U

- - - -

U
- - - -

Œ œ# œ œ œn œ œ w wµ ‰ 
œ œµ œ œ œ œ ˙

Œ
œ# œn œb œn œ œ w w

‰

œ œb œ œ œ œ ˙

Œ œn œ œ œ# œn œb w# wb
‰


œ œ œ œ œn œ ˙

Œ œ œb œ œ œb œ wn wb ‰ 
œ œ œ œ œ œ ˙

‰ 
œ œµ œ œ œ œ œ œ œ

jœb œ œµ œ œBb œ œ ‰ 
œ œµ œ œ œ œ

jœb œ œ<µ> œ ≈ œn œ
œ
j

œb œ œ œ

‰

œ œb œ œ œ œ œ œ 

œ
jœn œ œ œ# œ œ œn

‰

œ# œ œ œ œn œ

jœ œ œb œ
≈

œ# œ
œ#
j

œn œ œ œ

‰

œ œ œ œ œ œ œ œ œ

jœ œ œ# œ œn œ œb ‰ 
œn œ# œ œ œn œ

jœ œ œ œ
≈

œ# œ œ
jœ œ œ œ

‰ 
œ œ œ œ œ œ œ œ œ

jœ œ œ œb œ œ
œ ‰


œb œ œ œ œn œ

jœ œ œ
œ ≈ œ# œ œ

jœ œ œ œ

‰ œb
j

œ
jœ œ œ

jœ œ œ
j ‰ ≈

œµ œ œ œ œ œ œ œb
j ‰ ≈ œB œb œ œ œ œ œ œ

j ‰

‰
œ
j

œ
jœ œ#

œ
jœ œ œ#

j ‰ ≈
œn œ œµ œ œ œ œ# œ<µ> œ

≈
œn œ œ œ# œ œ œ# œn

j ‰

‰ œ
j

œ
jœ œ#

œ
jœ œ œ# œ ≈ œ œn œn œ# œ œ œ œµ œ ≈ œb œ œ

œ# œ œ œ# œn
j ‰

‰ œ
J

œ
jœ œ# œ

jœ œ œ œ ≈ œ œ œ œ# œ œ œ# œB œ ≈ œ# œ œ œ œ œ œ œ
J ‰

= =

= =
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°

¢

°

¢

°

¢

Vln.	I

Vln.	II

Vla.

Vc.

f

Maestoso	 a	tempo
rall. rall. accel.181

f

f

f

Vln.	I

Vln.	II

Vla.

Vc.

p o p o p o

rall. 	q	=	50 	q	=	92 poco	rall.186

p o p o p o

p o p o p oo

p o p o p oo

Vln.	I

Vln.	II

Vla.

Vc.

o p o p o

a	tempo a	tempo a	tempo
rall. rall. rall.192

o p o
p o

o p o p o

o p o p o

34 44

34 44

34 44

34 44

54

54

54

54

& - - - - - -

-
- - - - -

- - - -

&
- - - - - - - - - - - - - - - -

B
- - -

- - - - - - - - - - - - -

?

- - - - - - - - - -

-
- - -

-
-

&
- - -

- - -

U U U U

& - - - - - -

U U U U

B
-

- -
- -

- U U U U

? - - - - - - U U U
U

&
U U U U U U U

&
U U U U U U U

B
U U U U U U U

? U U U U U U U

œœ œœb œœb œ
œ
b œœ œœ

œœbb œœ œœb œœn# œœ œ
œB œ œn œ

œ
œn

n œ
œb œœ œ

œn œb œ œœ œ
œn

œ
œb

œœ œ œ œ œ# œ œ

œœn œ
œb œœb

œœ œœ œœ œœ œœ œ
œb

œ œ œ œ œb œn œB

œœn œ
œb

b œ
œn

b œ
œn

n œ
œb œ

œn
œ
œb œ

œ œœbb œ
œ#

n
œœnb œ œn œ œ œ

œ œ œB œ ˙ ™™ ‰ w# Œ 
œ œµ œ œ œ Œ 

œ œµ œ œ œ œµ
j œb œ œ œ

j œ

œ œb œ œ ˙ ™™
‰

w
Œ 
œ œ œ œ œ Œ 

œ œ œ œ œ œn
j œ# œ œ

œ
j œ#

œ œ œ œB ˙ ™™ ‰ ˙ ˙ Œ 
œ œ œ œ œ Œ 

œ œ œ œ œ œ
j œ œ œ#

œ
j œ

œ œB œ œ ˙ ™™ ‰ w Œ

œ œ œ œ œ Œ


œ œ œ œ œ œj œ œ œ

œj œb

Œ ˙B ™
Œ œ 

œµ œ œ œ œb œµ
j œ œ œ Œ œµ œ# œ# Œ

œ# œ# œ œn

Œ ˙ ™ Œ œ# 
œ œ œ œn œ# œn

j œ œ<n> œ Œ
œ œ# œ Œ

œ œ œ œ#

Œ ˙n ™ Œ œ 
œ# œ œ œn œ œ

j œ œ œ Œ œ œ œ Œ œ# œ œ œ#

Œ ˙ ™ Œ
œb œ œ œ œn œ œj œ œ

œ Œ œ# œ# œ Œ œ œ œ œ

= =

= =
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°

¢

°

¢

°

¢

Vln.	I

Vln.	II

Vla.

Vc.

p o
p o p o

	q	=	66 a	tempo
rall.197

p o p o p o

p o p o
p o

p o p o
p o

Vln.	I

Vln.	II

Vla.

Vc.

202

Vln.	I

Vln.	II

Vla.

Vc.

no	dim.

	q	=	69205

no	dim.

no	dim.

no	dim.

44 54 98

44 54 98

44 54 98

44 54 98

98 78 34

98 78 34

98 78 34

98 78 34

78 34

78 34

78 34

78 34

& ∑
U

&
U

-

B
U

-

? U

& - -
-

- -
-

&
- - - - - -

B
- - - - - -

? - - - - - -

&
- -

-
-

- -
-

&
- - - - - - -

B
- - -

-
- - -

? - - -

-

- - -

w#
Œ œO# œO Oœ Œ œO# œO

j
œO ™™ w~ Œ

w#
w Œ

œO œO œO
Œ

Ȯ ™™ w~
Œ

w# w Œ
œO œO œO# Œ Ȯ ™™ œO Ȯ## ™

™ Œ

w# w#
Œ Oœ

Oœ# Oœ Œ
œO œO

j
œO ™™ w~

Œ

œ# œ œ œB œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ ‰ œB œB œBb ‰ œB œB œBb

œ œ œ œ œB œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
‰

œµ œµ œ
‰

œµ œµ œ

œ œB œ œn œ œ# œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
‰ œµ œµ œB ‰ œµ œµ œB

œ œ# œ œ œ œ œB œ œ# œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ ‰ œµ œB œµ ‰ œµ œB œ

œB œBb œB
˙
˙
™
™ ‰ œn œn œn œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ ‰ œµ œµ œµ ‰

œB œµ œµ ˙̇n ™™
‰ œn œ œ œb œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ ‰ œµ œB œµ

‰

œµ œµ œB ˙̇n ™™ ‰ œ œ œ œn œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ ‰ œµ œ œµ ‰

œµ œB œµ
˙̇n ™
™ ‰

œ
œn œ œn œ œ œn œ œ œ œ

œ
œ œ œ œ œ œ œ œ œ œ œ œ ‰

œµ œµ œµ ‰

= =

= =
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°

¢

°

¢

°

¢

Vln.	I

Vln.	II

Vla.

Vc.

209

Vln.	I

Vln.	II

Vla.

Vc.

no	dim.

	q	=	72 	q	=	76
212

no	dim.

no	dim.

no	dim.

Vln.	I

Vln.	II

Vla.

Vc.

no	dim. p		sub.

217

no	dim. p		sub.

no	dim. p		sub.

no	dim. p		sub.

34 98 58 34

34 98 58 34

34 98 58 34

34 98 58 34

34 58 78 34 44

34 58 78 34 44

34 58 78 34 44

34 58 78 34 44

44 78 34 58 34 98

44 78 34 58 34 98

44 78 34 58 34 98

44 78 34 58 34 98

&
- - - - -

- -

& - - - - - - -

B - -

-

-

- - -

? - - - - - -
-

&
- - - - - -

-

- - - - - -

& - - - - -
-

- - - - - -

B
-

-
- - - - - - - - - - -

? - - - - - - - - - - - - -

&
- - - - - - - -

&
- - -

- - - - -

B
- - - - -

- - -

?
- - - - - -

-
-

œµ œµ œµ œµ œµ œµ œµ ‰ œ# œn œ œµ œ œ œ œn œ œ œ œ œ œ œ œ ‰

œµ œµ œB œµ œB œµ œµ
‰ œn œn œn œ œB œ œ œ œ œ œ œ œ œ œ œ ‰

œB œµ
œµ

œµ
œµ œµ œB

‰
œ œB œ œn œ œ# œ œn œ œ œ œ œ œ œ œ ‰

œB œµ œµ œµ œµ œµ œµ ‰ œn œ# œ œ œ œ œB œ œ# œ œ œ œ œ œ œ ‰

œB œB œB œB œB œB
˙
˙ ‰

œµ œµ œB
‰

œµ œµ œB

œµ œµ œ œB œµ œµ ˙̇n# ‰
œB œµ œµ ‰

œB œµ œµ

œµ œµ œB œµ œµ œµ ˙̇# ‰
œµ œµ œµ

‰
œµ œµ œµ

œµ œB œµ œµ œB œµ ˙̇n ‰
œµ œB œ

‰
œµ œB œ

œµ œB œµ œµ ˙n œ ™ ˙µ œ
J ‰ œB ™ œ ˙n œ œ# œ œ œ

œµ œµ œµ œB ˙n œ ™ ˙B œ
j ‰ œB ™ œ ˙# ™

œµ œµ œB œµ ˙n œ ™ ˙µ œ
j ‰ œµ ™ œ ˙n ™

œB œµ œµ œµ ˙n œ ™ ˙µ œ
J ‰ œµ ™ œ ˙n ™

= =

= =
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°

¢

°

¢

°

¢

Vln.	I

Vln.	II

Vla.

Vc.

p		sub.

	q	=	66
222

p		sub.

p		sub.

p		sub.

Vln.	I

Vln.	II

Vla.

Vc.

224

Vln.	I

Vln.	II

Vla.

Vc.

p

228

p

p

p

98 44 78

98 44 78

98 44 78

98 44 78

78 44 58 78 98

78 44 58 78 98

78 44 58 78 98

78 44 58 78 98

98 34 44 98 78

98 34 44 98 78

98 34 44 98 78

98 34 44 98 78

&
*)

*)	mm.	223-233	need	not	be	bowed	exactly	as	indicated,	but	the	"spirit"	of	the	phrasing	should	be	as	closely	depicted	as	possible.

&
*)

B
*)

?
*)

&

&

B

?

&

- -

&
- -

B
- -

?
- -

œ# œ œ œ œ œ œ œ# œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ# œ# œ
Œ Oœ Oœn Oœnn

œ œ œ# œ œ# œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ# œ œ œ Œ
œOnn œObn œO

œ œ œ# œ œ# œ œ# œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
Œ œOn œOn Oœ

œ œ œ# œ œ œ œ œ# œ œ# œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ#
Œ

Oœn
Oœ Oœ

‰ Oœ Oœ Oœ
Oœb Oœ Oœ Oœ ‰ Oœ Oœ ‰ Oœ Oœ Œ

‰
œO œOb œO Oœ œO œOb œO

‰ œOb œO
‰ œOb œO

Œ

‰ œO œO Oœ
Oœ Oœ Oœ Oœ ‰ Oœ Oœ ‰ Oœ œO Œ

‰
Oœ

Oœ Oœ
Oœ Oœbb Oœ Oœ ‰

Oœ Oœ ‰
Oœ Oœ Œ

wµ
‰

˙µ ™
Œ

Oœ Oœ Oœ Oœ Oœ Oœ Oœ ‰
Oœ Oœ Oœ ‰

wµ ‰
˙B ™

Œ Oœ Oœn Oœ œO œOb
Oœ œO ‰ œO Oœ œO ‰

wµ
‰

˙µ ™

Œ
Oœ Oœb Oœn Oœ Oœ

Oœb Oœ ‰
Oœ Oœb Oœ ‰

wµ
‰

˙µ ™

Œ
Oœ Oœn Oœ Oœ Oœ Oœ Oœ

‰
Oœ Oœ Oœ

‰
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°

¢

°

¢

°

¢

Vln.	I

Vln.	II

Vla.

Vc.

p p p

233

p p p

p p p

p p p

Vln.	I

Vln.	II

Vla.

Vc.

p f p

238

p f p

p f p

p f p

Vln.	I

Vln.	II

Vla.

Vc.

	q	=	92
243

34 58 34 24

34 58 34 24

34 58 34 24

34 58 34 24

24 58 34 78 34 118

24 58 34 78 34 118

24 58 34 78 34 118

24 58 34 78 34 118

118 78 34 98

118 78 34 98

118 78 34 98

118 78 34 98

&
- - -

-
- - -

-

&
- - - - - - - -

B
-

- -
-

-
-

-
-

?
-

- - -

-
- -

-

&
- - - - -

& - - - - -

B
- -

-

-

-

?
- - - -

-

&
- - - - - -

& -
- -

-
- -

B - - - - - -

? B
- - - - - -

Oœ
Oœ Oœ ‰ Oœ œ Œ Oœ œ Œ Oœ œ ‰ Oœ œ Œ

œOb œO Oœ ‰
œO œ Œ œO œ Œ

œO œ ‰ œO œ Œ

Oœ Oœ
Oœ ‰ œO

œ Œ
Oœ œ Œ œO œ ‰

Oœ œ Œ

Oœ Oœ Oœ
‰ œO œ Œ Oœ œ Œ œO œ ‰ Oœ œ Œ

œ Œ œµ ™ Œ ˙# Œ ˙B œ
J Œ ˙n œ œ# œb œ œ

œ Œ œµ ™ Œ ˙ Œ ˙µ œ
j Œ ˙# ™

œ Œ œµ ™ Œ ˙ Œ ˙µ œ
J Œ ˙ ™

œ Œ œµ ™ Œ ˙n Œ ˙µ œ
j Œ ˙ ™

œ# œ œ œb œœœ œ# œ œœ œœ œ œœ œœ œœœœ œœ œ œœœ œ œœ œ
œ œ œ# œ

Œ œ# œ œ
‰ œ# œ œ

œ œ œ# œœœœ œœ œœ œœ œ œœ œœ œœœœ œœ œ œœœ œ œœ œ
œ# œ œ œb Œ œ œn œ ‰ œ œ œ

œ œœœ œ# œ œ# œ œœ œ œœ œœ œœœœ
œœ œ œœœ œ œœ œ œ œ œ œ

Œ œ œ œ# ‰ œ œ œ#

œ œ œ# œ œœ œ œœ œ# œ œœœœ œœ œ œœœ œ œœ œ œ œb œ œ#
Œ œ œ# œ ‰ œ œ# œ

= =

= =

21



°

¢

°

¢

°

¢

Vln.	I

Vln.	II

Vla.

Vc.

246

Vln.	I

Vln.	II

Vla.

Vc.

253

Vln.	I

Vln.	II

Vla.

Vc.

p f p f p f p

260

p f p f p f p

p f p f p f p

p f p f p f p

98 58 34 78 34 58

98 58 34 78 34 58

98 58 34 78 34 58

98 58 34 78 34 58

58 34 58 34 34

58 34 58 34 34

58 34 58 34 34

58 34 58 34 34

98 24 44

98 24 44

98 24 44

98 24 44

&

- - - - - - - - - - - - - - - - - - - - -

&
- - - - - -

- - - - -
-

- -
-

-
-

- - - -

B
- - - - - - - - - - - - - - - - - - - - -

B - - - - - - - - - - - - - - - - - - - - -

&
- - - - - - - - - - - - - - - - - -

&
- -

- - - - - - - - -
-

-
-

-
- - -

B
- - - - - - - - - - - - - - - - - -

B
- - - - - - - - - - - - - - - - - -

?

& - - - - - -

& - - - - - -

B
- - -

- - -

?
- - - - - -

œb œ œ œ
‰

œ œ
‰

œb œ œ œ œ œ# ‰ œ œ œ# œ œ# œ œb œ œ

œ# œ œ œ# ‰
œ œ

‰ œ# œ œ œ œn œ ‰ œ œb œ œb œ œ œ œ œ

œ œ œ# œ
‰ œ# œ ‰ œ œ œ# œn œ# œ ‰ œ œ œ œ œ œ œ œ œb

œ œ# œ œ
‰ œ œ#

‰ œ œ# œ œ# œ œ ‰ œ œ# œ œ œ œ# œ œ# œ

œ# œ
‰

œ œ
‰

œb œ œ œ# œ
‰ œ œ œ# œ œ# œ œ œ œb

œ œ ‰
œ œ

‰ œ œ œ œ œ ‰ œ œb œ œb œ œ œ œ œ

œ œ
‰

œ œb
‰

œ œ œb œ œ
‰ œ œ œ œ œ œ œ œ œ

œ œ#
‰

œ œ
‰

œ œ# œ œ œ#
‰ œ œ# œ œ œ œ# œ œ# œn

œ œ œ# œ œ œ
Œ ™

œµ ™
‰

œ# ™
‰ œB ™ ‰ wn

œ œ œ œ œ œ
Œ ™

œµ ™
‰

œn ™
‰

œµ ™
‰

wn

œb œ# œn œ œb œ Œ ™ œB ™ ‰ œ# ™ ‰ œB ™ ‰ w#
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INSTRUMENTATION 

3 Flutes (2nd Flute doubles Piccolo 2, 3rd Flute doubles Piccolo 1) 
3 Oboes 
3 Clarinets in B-!at 
3 Bassoons (3rd Bassoon doubles Contrabassoon)  

4 Horns in F 
3 Trumpets in C  
2 Tenor Trombones  
Bass Trombone 
Tuba 

Timpani 

Percussion 1 (Bass Drum [prepared with chain on head], Cabasa) 
Percussion 2 (2 Congas, 2 Bongos, Tam-tam) 
Percussion 3 (2 Log Drums [4 pitches]) 

Harp (scordatura required; see Performance Notes)  

Solo Clarinet in B-!at  
(see Soloist Spatialization Notes and Soloist Electronics Notes) 

Strings [14.12.10.8.6 minimum] 

Score in C 
Duration: ca. 17 minutes 

PERFORMANCE NOTES* 

Accidentals:   Accidentals, including microtones, carry through each measure. Accidentals do not carry through di"erent octaves in any given   
    bar unless otherwise notated.  

Boxed Cells:   A box around a set of notes indicates to perform the respective cell ad libitum within each section. #ick horizontal lines that   
    follow boxed cells indicate to repeat the cell until the next notated event. 

Dashed Arrow:   A dashed arrow signi$es a gradual change.  

Feathered Beaming:   #is type of beaming shows a gradual change in the speed of the notes. It is shown with a primary straight beam and other   
    diagonal secondary beams (that together resemble a feather). #ese secondary beams suggest a gradual acceleration or deceleration   
    from the $rst note value within the feathered beam to the last. 

Grace Notes:    All grace notes should be played ‘before the beat’ and as fast as possible. 

Harp scordatura:   Harp pitches in score/part are written as they should be played (not as they sound). Do not use enharmonic spellings for any pitch 
    in this work. 

     
     

Microtones:    
  

     

Strings:    #is work requires a minimum count of 14.12.10.8.6. Each set of two players (i.e. 7.6.5.4.3. stands) has their own distinct part.   
    Any extra players will perform from the gli altri part from their respective section. For example:  

    Violin I  1.2 1st stand, outside and inside players  
    Violin I  3.4 2nd stand, outside and inside players 
    Violin I  5.6 3rd stand, outside and inside players 
    Violin I  7.8 4th stand, outside and inside players 
    Violin I  9.10 5th stand, outside and inside players 
    Violin I  11.12 6th stand, outside and inside players 
    Violin I  13.14 7th stand, outside and inside players 
    Violin I  gli altri any extra players   

    Bowings indicated by composer must be adhered.  
     
Trumpets/Tenor Trombones: Trumpets 1–3 and Tenor Trombones 1, 2 are asked to cover their bells with aluminum foil to achieve a mixture of pitch and   
    rattling sounds. Dashed arrows indicate to gradually remove the foil from the bell in order to slowly “release” the full spectrum of   
    the instruments’ unadulterated sound.  

*Additional performance notes in score/parts. 



SOLOIST SPATIALIZATION NOTES 

Soloist does not enter the stage with conductor. Attention must not be drawn to soloist in any way until the work is concluded. Soloist is physically spatialized as 
follows:  

Measure Number  Spatial Instructions   Facing Instructions  Music Stand 

1–130   Seated at Circle 1    Audience   Yes  
60   Gradually stand up   Audience   No 
61–64   Stand in place at Circle 1   Audience   No 
65–121   Gradually walk towards Circle 2  Audience   No 
122–267   Stand at Circle 2    Audience   Yes 
268–269   Gradually walk to Circle 3   Downstage Right   No 
270–275   Stand at Circle 3    Audience   No 
276–277   Gradually walk to Circle 4   Downstage Right   No 
278–280   Stand at Circle 4    Audience   No 
281–282   Gradually walk to Circle 5   Downstage Right   No 
283–286   Stand at Circle 5    Audience   No 
287–288   Gradually walk to Circle 6   Downstage Right   No 
289–292   Stand at Circle 6    Audience   No 
293–294   Gradually walk to Circle 7   Downstage Right   No 
295–297   Stand at Circle 7    Audience   No 
297, beat 4–298  Stand at Circle 7    Flank to Upstage Left  No 
299–355   Stand at Circle 7    Upstage Left   Yes 
356–357   Gradually walk to Circle 8   Upstage Center   No 
358–359   Stand at Circle 8    Downstage Left   No 
360–361   Gradually walk to Circle 9   Upstage Center   No 
362–363   Stand at Circle 9    Downstage Left   No 
364–365   Gradually walk to Circle 10   Upstage Center   No  
366   Stand at Circle 10    Downstage Left   No 
367–368   Gradually walk to Circle 11   Upstage Center   No 
369–end   Seated at Circle 11   Audience   Yes    

  
 

#e above con$guration can be mirrored if needed.  



SOLOIST ELECTRONICS NOTES 

Soloist must perform this work with a DPA or similar high-quality wireless microphone attached to bell. Soloist is ampli$ed and digitally signal processed. Soloist’s live 
sound is processed through laptop and audio interface. Audio interface is routed to the in-house mixer. Mixer is routed out to the four onstage loudspeakers. Laptop 
operator should be familiar with the software program MAX. #ere are 23 cues throughout the work that coincide with notated events in the score.  
      
TECHNICAL REQUIREMENTS  

DPA or similar high-quality wireless microphone (supplied by soloist) 
Laptop running MAX 8 or higher (electronic $les provided)  
Audio Interface with at least 1 input and 4 outputs (supplied by performing organization)  
Mixer (supplied by performing organization) 
4-channel onstage loudspeakers (supplied by performing organization)  

PROGRAM NOTE 

#is Clarinet Concerto is the latest chapter of my output that fuses my love for all things orchestral, technological, and ancestral. I composed this work from January 
to October 2019 on both coasts of the U.S., though it more aptly relates to a region and tradition that is mostly unfamiliar to America and the rest of the West: that of 
the Middle East and its rich tradition of classical Arab music. Kinan Azmeh, a Syrian-born, New York-based clarinetist and composer, and I met $ve years ago through 
our association with Juilliard professor Mari Kimura, a violinist known for ushering in a new wave of conservatory-trained classical musicians to the wonders of 
interactive music technology. Like myself, Kinan is enraptured by the spectrum of emotion that lies between Western and Middle Eastern musics, and is always 
searching for ways to use our modern technological tools to highlight those facets.  

#e clarinet itself is an instrument I have a personal fondness for, having played it in marching band throughout my high school years. #ere is a physicality (i.e. 
‘marching’) that I will always associate with the instrument, and this is certainly the case with this Clarinet Concerto. Kinan’s role in the orchestra is governed by where 
and when he moves on stage. He is unseen, yearning for attention, unwittingly thrusted into public view, given a platform to express his thoughts, overshadowed and 
forgotten, and $nally, elegiacal from all the pain he holds inside.  

While the work draws on tenets from very speci$c traditions of music, it is my hope that this music conveys a more universal spirit of cooperation and cordiality with 
our fellow human beings, as we live out our $nite time here in the most just, and loving way that we can. 

#e coda, entitled “For Jido,” was written in the memory of my late grandfather, Jido Adib, who passed in August 2019 at the age of 76. He moved his family of seven, 
including my grandmother Salimeh, uncles George, Elie, and Salim, aunt Sylva, and my mother Lucy, halfway across the world to escape war-torn Lebanon during the 
midst of its civil war.  

Clarinet Concerto is dedicated to Kinan Azmeh.  

#is work was commissioned by the Princeton Symphony Orchestra, Rossen Milanov, Music Director and the Barlow Endowment for Music Composition at Brigham 
Young University. World premiere performances were given by the Princeton Symphony Orchestra under the direction of Rossen Milanov in Princeton, New Jersey on 
January 18 and 19, 2020.  
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J
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≈
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œ
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œ œ œ œ
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‰
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œ œ œ ™
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œ œ œ œ

J
‰ ‰ ‰ œB œ œ œ
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œ
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Bb	Cl.	2

Bb	Cl.	3
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F	Hn.	2

F	Hn.	4

C	Tpt.	1

C	Tpt.	2

C	Tpt.	3

Perc.	1

Perc.	2

Perc.	3

MAX	Cues

Solo	Bb	Cl.

Vln.	I	1

Vln.	I	2

Vln.	I	3

Vln.	I	4

Vln.	I	5

Vln.	I	6

Vln.	I	7

Vln.	I	8

Vln.	I	9

Vln.	I	10

Vln.	I	1 1

Vln.	I	12

Vln.	I	13

Vln.	I	14
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s

&

**)	+	indicates	to	use	an	alternate	 ngering	to	create	a	bisbigliando	( timbral	trill).

**)

,+ + + + + +
+ + + +

∑ ∑

& ∑

,+ + + + + +
+ + + + +

∑ ∑

& ∑ ∑

+ + + + + +

∑ ∑

& ∑ ∑ ∑ ∑

+ + + +

& ∑ ∑ ∑

+ + + + + +

∑

& ∑ ∑ ∑

+ + + + + +

∑

& ∑ ∑ ∑

+ + + + + + +

∑

&
∑

∑ ∑ ∑

+ + + + + + + + +

& ∑ ∑ ∑

+ + + + + + + + +

? ∑ ∑ ∑ B

+ + + + + + + + + + + +

? ∑ ∑ ∑ B

+ + + + + + + + + + + +

& ∑ ∑ ∑ ∑

-
-

& ∑ ∑ ∑ ∑

-

-

& ∑ ∑ ∑ ∑ ? -
&

-

& ∑ ∑ ∑ ?

-

&

-
-

&

senza	sord.,	aluminum	foil	covering	bell	
6 6 66 6

6

&

senza	sord.,	aluminum	foil	covering	bell	
6 66 6 3

3

3

6

&

senza	sord.,	aluminum	foil	covering	bell	
6 6

6
3 6 3

/ ∑ ∑ ∑ ∑ ∑

/ ∑ ∑ ∑ ∑ ∑

/ ∑ ∑ ∑ ∑ ∑

edge

*)	Cue	2:	pan	dry	signal	from	PA	3,	4	to	PA	1 ,	2	over	95,000ms;	play	and	pan	133chords	sound le	from	PA	3,	4	to	PA	1 ,	2	over	95,000ms.

*)

∑ ∑ ∑ ∑ ∑

&

senza

vibrato

standing

in	place gradually	widen	and	speed	up	vibrato

wide	fast

vibrato
¯¯
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gradually	walk	to	downstage

center	near	conductor
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≤ >
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œ œB œ
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œ
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œ
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œ ™ œ

œ œB œ œµ
≈
œ œ œn œµ œ# œ

œ œ œn
‰ Œ

œ œB œn œµ œ# œ œ
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‰ ‰
œ œB œn œµ œ# œ œ œµ œ
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œ
j œn œ œ

R
‰™ Œ

œ œB œ œµ œ# œ œ
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œ œ# œ
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œ
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jœ œ ™ ˙ œ
R ‰™

œµ
J ‰ Œ Œ ‰™

œ
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J
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œB œ œ
œµ
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œ
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Picc.	2

Fl.	1

Ob.	1

Ob.	2

Ob.	3

Bb	Cl.	1

Bb	Cl.	2

Bb	Cl.	3

Bsn.	1

Bsn.	2

F	Hn.	1

F	Hn.	3

F	Hn.	2

F	Hn.	4

C	Tpt.	1

C	Tpt.	2

C	Tpt.	3

Perc.	1

Perc.	2

Perc.	3

Solo	Bb	Cl.

Vln.	I	1 .2

Vln.	I	3.4

Vln.	I	5.6

Vln.	I	7.8

Vln.	I	9.10

Vln.	I	1 1 .12

Vln.	I	13

Vln.	I	14

Vln.	II	1 .2

Vln.	II	3.4

Vln.	II	5.6

Vln.	II	7.8

Vln.	II	9.10

Vln.	II	1 1 .12

Vla.	1 .2

Vla.	3.4

Vla.	5.6

Vla.	7.8

Vla.	9.10
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I67

s p s p
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p p s
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p p s
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s
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s
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+ + + + + +

∑ ∑

+ + + +

& ∑ ∑

,
+ + + + + +

+ + + + +

∑

& ∑ ∑

+ + + + + +

∑ ∑

& ∑ ∑ ∑

+ + + +

∑

& ∑ ∑ ∑

+ + + + + +

∑

& ∑ ∑ ∑ ∑

+ + + + + +

& ∑ ∑ ∑

+ + + + + + +

& ∑ ∑ ∑

+ + + + + + + + +

& ∑ ∑ ∑

+ + + + + + + + +

B ∑ ∑ ∑

+ + + + + + + + + + + +

B ∑ ∑ ∑ ∑

+ + + + + + + + + + +

&
-

-
∑ ∑ ∑

3

3

&
-

3

∑ ∑

&
-

3
-

3

∑ ∑ ∑ ∑ ∑

& ∑ ∑ ∑ ∑ ∑

&

6
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3

6

3

3

&

6
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3
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3
3 3
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/ ∑ ∑ ∑ ∑
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&
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>
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∑ ∑ ∑
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∑ ∑
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& ∑ ∑
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œ
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Bsn.	2
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C	Tpt.	1

C	Tpt.	2

C	Tpt.	3
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Perc.	1

Perc.	2

Perc.	3

Solo	Bb	Cl.

Vln.	I	1 .2

Vln.	I	3.4

Vln.	I	5.6

Vln.	I	7.8

Vln.	I	9.10

Vln.	I	1 1 .12

Vln.	I	13.14

Vln.	II	1 .2

Vln.	II	3.4

Vln.	II	5.6
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-

3
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*)	Cue	6:	fade	out	dry,	high	pass	reverb,	and	tapout1 -4	signals	over	80,000ms.

∑ ∑ ∑

&

3

3

3
3

&

“: ; -

”“

3

∑ ∑

&
∑ ∑ ∑

-
”“

&
∑

”“
-

∑

loco

-

&
∑

&
∑

&

&

B

B

?

?
∑ ∑

œµ œµ œ œ

J
‰ Œ Œ Œ ‰

œ œ œµ

Œ Œ

Œ

œµ œµ œ

Œ Œ

œµ ™

J ≈ Œ

œ œµ œµ œ

R
‰™ Œ Œ Œ ‰

œµ œµ œ

R
‰™ Œ Œ

Œ Œ ‰

œµ œµ œ

R
‰™ Œ Œ Œ ‰

œµ

J

œ

‰

Œ ‰™
œµ

R

œ

R ‰™ ‰™

œ

R

œ

R
‰™ Œ Œ ≈

œµ

J ≈ Œ

Œ ≈
œµ

J
≈ Œ ≈ œ#

J
≈ Œ Œ ‰ ‰ œ

j

œ

r
‰™ Œ Œ Œ ‰ ‰

œ#

j

Œ Œ

œ œ

≈

Œ ‰ œB

J

Œ ‰

œ

J Œ Œ Œ
œ

J
‰ Œ

Œ
œµ

Œ
œ#

Œ Œ ‰

œ œ

j ‰ Œ Œ Œ ‰

œ

Ã
Œ Œ

œ# œ œ œ œ# œ œ œ ˙ œµ œ

œ œ œ ™

J
≈ ≈

œµ œ œ œ# ™ œ œ œµ œ œ œµ œ
œ œ œ

œ#

œ

R
‰™ Œ Œ Œ ‰™

œ#

R

œµ

‰

Œ ‰

œ

J

œ œ ™

Œ

œµ œ

≈ Œ

œ

J

œ#

‰ Œ

‰
œ

J

˙ œ ™
œµ ˙ œ

Œ Œ

‰
œ

J

˙ œ ™
œµ ˙ œ

Œ Œ

‰ œµ

J

˙ œ ™ œb ˙ œ ‰™
œ

R

œ ˙ ™

‰ œ

j

˙ œ ™ œ ˙ œ ‰™ œB

R

œ ˙ ™

‰ œ

J

˙ œ ™
œB ˙ œ

‰™
œn

R

œ ˙ ™

‰
œ

j

˙ œ ™
œ ˙ œ ‰™

œB

R

œ ˙ ™

‰ œ

j

˙ œ ™
œ ˙ œ

‰™
œ

R

œ ˙ ™

Œ ‰ ≈ œ

R

œ ˙ ™
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Ob.	2

Ob.	3

Bb	Cl.	1

Bb	Cl.	2

Bb	Cl.	3

Solo	Bb	Cl.

Vln.	I	1

Vln.	I	2

Vln.	I	4

Vln.	I	5

Vln.	I	6
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Vln.	I	9
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Vln.	II
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Vc.
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&
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&
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-
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-

&
∑

-
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-
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&

&

B

B
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B
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-

Œ Œ
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J
≈

‰

œ

Œ Œ

œ#

r
‰™ Œ Œ

Œ

œ œ ™

J ≈

œ ™

J
≈ Œ Œ œB œ

R

‰™ Œ

œ ™

j
≈ Œ ≈

œµ ™

j

œ

j
‰ Œ Œ

œ# œ

R ≈
œB œb œB œ œ œ œ

œb
œ

œ œ

J

œ ™ œB ™
œ œn œB

œ
œ œ œn ™ œn œ

≈

œµ œ œ œ# œ œ œµ œ œ
œ

‰ ‰

œµ

J

œµ

J

œ

‰

Œ Œ ‰

œµ

J

œ ™ œ œ

J
‰ Œ

Œ ‰

œµ

J

œ

Œ
˙

‰™ œ

r

˙

‰

œ# œ œ
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Œ Œ

œµ ˙µ œ

J
‰

‰
œµ

J

œ
Œ
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J
≈ Œ ‰

œ

J

Œ Œ ‰ ‰

œµ

j

œ

j ‰ ‰

œ

J

œ œµ ™ œ ™

‰ Œ Œ Œ

œµ

œ œ
≈

œµ œ œ œ
œ# œ œ ™

‰

œµ ˙ œ œ#

œB œ ≈ œn œ œ œ œ œ œ ™ ‰ œB ˙ œ œn

œ œ
≈

œ œ œ œ œ œ œ ™

‰

œ ˙ œ œ

œB œ
≈ œ œ œ œ œB œ œ ™

‰ œ ˙ œ œB

œ œ
≈
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‰
œ ˙ œ œ
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Vln.	I	2

Vln.	I	3

Vln.	I	4

Vln.	I	5

Vln.	I	6

Vln.	I	7

Vln.	I	8
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Vln.	II	1

Vln.	II	2

Vln.	II
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Vc.
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B
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®

œµ
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œµ œ œ œ ™ œµ œn
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Œ

˙ ˙ œ
≈

œ

Œ Œ

œµ œ

J
‰ Œ Œ

˙µ ™ œ

Œ Œ

˙µ

Œ ‰

œµ

J

œ œ

R
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J
‰

œ ™
‰ ‰

œ

J

œ ™

‰ Œ Œ

˙ œ

Œ Œ

œ

j
‰ ‰

œ

J

œ œ ™

J
≈ Œ Œ ≈
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J

˙ œ
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‰™

œµ

R
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R
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œµ

J

˙ ™ œ

Œ Œ

˙# œ ™

J
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R
‰™ Œ Œ

˙ œ

J
‰ Œ ‰ œ ™ ˙ Œ

˙µ œ

R ‰™ Œ

˙ œ

j ‰ Œ Œ

‰™
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R

˙

Œ Œ ≈

œ# ™

J

˙ ™

˙# ™ œ
Œ Œ

˙ ™ œ
˙ ˙ ™ ˙ ™ œ ™

‰ Œ

˙ ™ œ
˙µ ˙ ™ ˙ ™ œ œ œ œ

˙B ™ œ
˙ ˙ ™ ˙ ™ œ œ œ œ

˙ ™ œ
˙ ˙ ™ ˙ ™ œ œ

œ œ

˙ ™ œ
˙ ˙ ™ ˙ ™ œ œ

œ œ

Œ
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œ

J

œ
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Vln.	II	1

Vln.	II	2
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J
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≈
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Œ ‰

œ

J
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‰ Œ

˙ ™ œ ™

‰ Œ

˙µ ™

Œ ‰

œ

J

œ ˙ œ œ œ ™
œ ™ œµ œ œ œ
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‰ Œ

˙ ™ ˙ ™ œ œ œ œ ˙ ™ ˙ ™ œ œ œ œ

˙ ™ ˙ ™ œ œ œ œ ˙ ™ ˙ ™ œ œ
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˙ ™ ˙ ™ œ œ œµ œ ˙ ™ ˙ ™ œ œ œ œ

˙ ™ ˙ ™ œ œ
œ œ ˙ ™ ˙ ™ œ œ œ œ

˙ ™ ˙ ™ œ œ œ œ ˙ ™ ˙ ™ œ œ œ œ

˙ ™ ˙ ™ œ œ œµ œ ˙ ™ ˙ ™ œ œ œ œ
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≈
œ
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œ œ œµ ™
œ œ œ œ œ œ œ œ œ

≈
œ
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œ œ ™
œ

œ œ
œ œ œ œ œ
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œ

J

œ œ œ ™™ œµ œ œ
œ ™

œµ ™
œ œ œ œ ˙ ™ œ ™

‰ Œ

˙ ™ œ ™

‰ Œ

Œ ‰
œµ

J

œ œ œ œµ ™
œ œ ™

œ
œ ™ œ œ œ œ
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œ œ
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œ œ ˙ ™ ˙ ™ œ œ œ œ
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˙ ™ ˙ ™ œ œ œ œ ˙ ™ ˙ ™ œ œ œ œ
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Solo	Bb	Cl.

Vln.	II	2

Vla.

Vc.

Cb.

Più	mosso	q	=	66
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Più	mosso	q	=	66

Solo	Bb	Cl.

Vln.	I	7.8

Vln.	II	5

Vla.

Vc.

Cb.
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&
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*)	Cue	7:	no	signal	processing.

∑ ∑ ∑ ∑ ∑ ∑ ∑

&

B

B

œ œ
≈
œ
œn œ œ ™ œ œ œ

œ
œ œ œ œ œ œ œ œ œ œ œ œ

œb œ œ œ œ œ
œ œ ™ œ œ ™

œ œ œ ™
œ œ œ œb œ

œ œ œ œ
œ
œ œb

œµ œ œ œ œn œ
œ

˙ ™ œ ™
‰ Œ

˙ ™ œ œ œ œ w ˙ ™ ˙

œ œ œ œ œ œ œ œ w ˙ ™ ˙

˙ ™ œ œ œB œ w ˙ ™ ˙

˙ ™ œ œ
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˙b œ ™

J

≈
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œ
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œn œB
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j
≈
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œ

œ œ œ œ œ œ œ œ
œ œ ™ œ

r
≈

œ œ œ
œ œ œ

œ œB œ œ

˙ ™ ˙ ˙ ™ ˙ œ ™
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Œ
œ
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Ã
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œ
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j

œ
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j

œ ™ œ œ œ ™ œ ˙ œ ™

j
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˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙

˙ ˙ œ
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Solo	Bb	Cl.

Vla.

Vc.
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Hp.

Solo	Bb	Cl.

Vla.

Vc.

l.v.	sempre

Ancora	più	mosso	qq	=	72
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p p

Ancora	più	mosso	qq	=	72
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Ù
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œ
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œ
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*)	Cue	8:	fade	in	dry	signal	over	5,000ms;	pan	with	soloist	position	in	PA	1 ,	2;	

fade	in	reverb	signal	over	5,000ms;	pan	with	soloist	position	in	PA	1 ,	2;		pitch	shift	reverb	signal	from	0	to	-10	cents	over	5,000ms.
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*)	Cue	9:	dry	and	reverb	signals	pan	with	soloist	position;	no	pitch	shift	for	830ms,	then	pitch	shift	reverb	signal	from	0	to	-20	cents	over	4,200ms.
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*)	Cue	10:	dry	and	reverb	signals	pan	with	soloist	position;	no	pitch	shift	for	1 ,250ms,	then	pitch	shift	reverb	signal	from	0	to	-30	cents	over	3,800ms.
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Vln.	II	1 .2

Vln.	II	3.4

Vln.	II	5.6

Vln.	II	7.8

Vln.	II	1 1 .12
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Œ
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Œ œ œ
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Ó Œ

œ
œ œB œ w

Œ ≈
œB œ œ ˙ ˙ Ó
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œB œ œ œ ˙ ™
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œ œB
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‰
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œ

r

œ œ ™ ˙ ™

Œ
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Œ Ó

Œ
œ
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Œ Ó Œ ‰
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Œ œB œ œ

˙ ˙ Œ
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˙
Œ
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œ
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‰
œ
j œ œ œ œB ™ œ œ

R

œ

Œ Œ ‰ ‰

œ

J

œ ˙B œ

J
‰ ‰ Œ Œ

˙

Ó Œ Œ

œ œB ˙

Ó

˙ œ œ

Œ

œB œ ™ œ ˙ w

œB ™

œ œ œ œ
œ œ w w

Ó Œ œ ˙ œ ™
œ

œ

wB w Ó Œ œ ˙ œ ™
œ

œ

˙B œ ™
œ
œ œ œ

œ
œ ˙ w ˙

Œ œ ˙ œ ™
œ

œ

Ó

˙ ˙ œ ™
œB

œ œ œ
œ œB ˙ w ˙

Ó

œ œ œ
œB ˙ w ˙

Ó

w œ ™
œB œ œ œ

œ œ w w

˙
Ó

w œ ™

œB œ œ œ

œB œ w ˙ Ó

w ˙
Ó

wB œ ™

œ œ œ œ
œ œ w

Ó

˙ ˙ œ ™
œ

œ œ œ
œ œB ˙ w

Ó
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œ œ œ
œ
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w œ ™

œB œ œ œ
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¢

°

¢

°
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Ob.	1

Ob.	2

Ob.	3

Bb	Cl.	1

Bb	Cl.	2

Bb	Cl.	3

Bsn.	1

Bsn.	2

Bsn.	3

C	Tpt.	1

C	Tpt.	2

C	Tpt.	3

Tbn.	1

Tbn.	2

MAX	Cues

Solo	Bb	Cl.

Vln.	I	1 .2

Vln.	I	3.4

Vln.	I	5.6

Vln.	I	7.8

Vln.	I	9.10

Vln.	I	1 1 .12

Vln.	I	13.14

Vln.	II	1 .2

Vln.	II	3.4

Vln.	II	5.6

Vln.	II	7.8

Vln.	II	9.10

Vln.	II	1 1 .12
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f

f

f

f

X

p f

p f

p f

p f

p f

p f

p f
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&

foil	out
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3 33
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3

&
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∑ ∑

foil	on

3 3

∑

?
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∑

foil	on	

9 3 33 3 3

?
∑ ∑ ∑

foil	on

3 3

B

3

*)

*)	Cue	1 1 :	dry	and	reverb	signals	pan	with	soloist	position;	no	pitch	shift	for	830ms,	then	pitch	shift	reverb	signal	from	0	to	-40	cents	over	4,200ms.
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œ
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Œ
œ
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œB œ œ ˙

Œ
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œ
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œ
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œ
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œ
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œ
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Ó

Ó
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Ó

Ó
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Ó

Ó
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Ó
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œ œ ˙ w
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Ob.	1

Ob.	2

Ob.	3

Bb	Cl.	1

Bb	Cl.	2

Bb	Cl.	3

Bsn.	1

Bsn.	2

Bsn.	3

C	Tpt.	1

C	Tpt.	2

C	Tpt.	3

Tbn.	1

Tbn.	2

Timp.

Perc.	2

Perc.	3

MAX	Cues

Solo	Bb	Cl.

Vln.	I	1 .2

Vln.	I	3.4

Vln.	I	5.6

Vln.	I	7.8

Vln.	I	9.10

Vln.	I	1 1 .12

Vln.	I	13.14

Vln.	II	1 .2

Vln.	II	3.4

Vln.	II	5.6

Vln.	II	7.8

Vln.	II	9.10

Vln.	II	1 1 .12

Cb.	6

Y
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∑ B

foil	on

3 3 33

B

foil	out

∑
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3 3
3
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? ∑ ∑ ∑ ∑

/ ∑

2	Bongos,	2	Congas medium	yarn	mallets

3 3 3 3 33

/ ∑

(Log	Drums) 3 3

3

3 3 3 3

∑

*)	Cue	12:	dry	and	reverb	signals	pan	with	soloist	position;	no	pitch	shift.
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∑ ∑ ∑
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7
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Ó
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Fl.	1

Ob.	1

Ob.	3

Bb	Cl.	1

Bb	Cl.	2

Bb	Cl.	3

Bsn.	3

C	Tpt.	1

C	Tpt.	3

Tbn.	1

Timp.

Perc.	2

Perc.	3

MAX	Cues

Solo	Bb	Cl.

Vln.	I	1 .2

Vln.	I	3.4

Vln.	I	5.6

Vln.	I	7.8

Vln.	I	9.10

Vln.	I	1 1 .12

Vln.	I	13.14

Vln.	II	1 .2

Vln.	II	3.4

Vln.	II	5.6

Vln.	II	7.8

Vln.	II	9.10

Vln.	II	1 1 .12

Cb.	3

Cb.	4

Cb.	5

Cb.	6

f f f f f f

Larghetto	q	=	96

299

f f f f f

f
f f f f f
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f
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f
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f p f
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*)

*)	Cue	13:	pan	dry	signal	with	soloist	position;	pan	reverb	signal	with	soloist	position	for	313ms,	then	pan	reverb	signal	from	PA	closest	to	soloist	to

PA	diagonally	opposite	from	soloist	over	8,500ms;	no	pitch	shift	for	313ms,	then	pitch	shift	from	0	to	-50	cents	over	8,500ms.
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*)	Cue	15:	pan	dry	signal	with	soloist	position;	pan	reverb	signal	from	PA	diagonally	opposite	from	soloist	to	PA

closest	to	soloist	over	3,750ms,	then	pan	reverb	signal	from	PA	closest	to	soloist	to	PA	diagonally	opposite	from	soloist

over	5,600ms;	pitch	shift	from	-50	cents	to	0	cents	over	3,750ms,	then	pitch	shift	from	0	cents	to	-50	cents	over	5,600ms.
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*)	Cue	17:	pan	dry	signal	with	soloist	position;	pan	reverb	signal	from	PA	diagonally	opposite	from	soloist	to	PA

closest	to	soloist	over	3,750ms,	then	pan	reverb	signal	from	PA	closest	to	soloist	to	PA	diagonally	opposite	from	soloist

over	4,600ms;	pitch	shift	from	-50	cents	to	0	cents	over	3,750ms,	then	pitch	shift	from	0	cents	to	-50	cents	over	4,600ms.
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*)	Cue	18:	pan	dry	signal	with	soloist	position;	pan	reverb	signal	from	PA	diagonally	opposite	from	soloist	to	PA	closest

to	soloist	over	3,750ms,	then	pan	reverb	signal	from	PA	closest	to	soloist	to	PA	diagonally	opposite	from	soloist	over

4,700ms;	pitch	shift	from	-50	cents	to	0	cents	over	3,750ms,	then	pitch	shift	from	0	cents	to	-50	cents	over	4,700ms.
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*)	Cue	19:	pan	dry	signal	with	soloist	position;	pan	reverb	signal	from	PA	diagonally	opposite	from	soloist	to	PA

closest	to	soloist	over	2,800ms,	then	pan	reverb	signal	from	PAclosest	to	soloist	to	PA	diagonally	opposite	from

soloist	over	3,750ms;	pitch	shift	from	-50	cents	to	0	cents	over	2,800ms,	then	pitch	shift	from	0	cents	to	-50	cents	over	3,750ms.
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*)	Cue	20:	pan	dry	signal	with	soloist	position;	pan	reverb	signal	from	PA	diagonally	opposite	from	soloist	to	PA	closest	to	soloist

over	2,350ms,	then	pan	reverb	signal	from	PA	closest	to	soloist	to	PA	diagonally	opposite	from	soloist	over	9,375ms;	maintain

pitch	of	-50	cents	for	2,350ms,	then	pitch	shift	from	-50	cents	to	0	cents	over	9,375ms;	maintain	reverb	signal	for	2,350ms,	then

fade	out	over	9,375ms.
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