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Abstract:  

The research and creation depart from the experimentation of 
sound duration concepts in the science of Tajwid, particularly 
the rules of mad (elongation) and waqaf (pause), as the 
foundation for developing a new notation system in the work 
titled Makhraj. Through the approach of intersemiotic 
translation, the principles of mad and waqaf laws are 
categorized and transformed into musical instructions that 
emphasize the subjectivity and flexibility of duration, the 
equality between pauses and the flow of sound, as well as the 
interpretative space for performers. In addition to a notation 
system that focuses on duration, this work also uses graphic 
notation as information on timbre and sound dynamics, as well 
as the principle of indeterminacy, to construct an experimental 
composition. Within the framework of applied 
ethnomusicology, this creation not only serves as an artistic 
practice but also as a methodological offering to expand the 
ways of reading and creating musical works through 
contextually adapted Islamic intellectual knowledge. The 
creation process was carried out through practice-led research 
involving consultations with Islamic law researchers and tajwid 
practitioners, as well as ensemble rehearsals with four players 
using the newly developed notation system. The composition 
is structured into six interrelated sections that progressively 
expand the duration values derived from mad and waqaf 
categories, culminating in a section that synthesizes fixed and 
flexible durations within a single performative frame. The 
results indicate that this system effectively expands the 
vocabulary of experimental music composition while also 
opening up musical participation for non-academic circles, 
particularly those familiar with tajwid recitation but unfamiliar 
with conventional Western notation 
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.  
Abstrak: 

 

Penelitian dan penciptaan karya ini berangkat dari 
eksperimentasi konsep durasi bunyi dalam ilmu tajwid, 
khususnya kaidah mad (pemanjangan) dan waqaf 
(pemberhentian), sebagai landasan untuk 
mengembangkan sistem notasi baru dalam karya 
berjudul Makhraj. Melalui pendekatan intersemiotic 
translation, prinsip-prinsip kaidah mad dan waqaf 
dikategorikan dan ditransformasikan menjadi instruksi 
musikal yang menekankan subjektivitas dan fleksibilitas 
durasi, kesetaraan antara jeda dan alur bunyi, serta 
ruang interpretasi bagi pemain. Selain sistem notasi 
yang berfokus pada durasi, karya ini juga menggunakan 
notasi grafis sebagai informasi timbre dan dinamika 
bunyi, serta prinsip indeterminacy, untuk membangun 
komposisi eksperimental. Dalam kerangka 
etnomusikologi terapan, penciptaan ini tidak hanya 
berfungsi sebagai praktik artistik, tetapi juga sebagai 
tawaran metodologis untuk memperluas cara membaca 
dan menciptakan karya musik melalui pengetahuan 
intelektual Islam yang diadaptasi secara kontekstual. 
Proses penciptaan dilakukan melalui practice-led 
research yang melibatkan konsultasi dengan peneliti 
hukum Islam dan praktisi tajwid, serta latihan ansambel 
bersama empat pemain menggunakan sistem notasi 
yang baru dikembangkan. Komposisi ini disusun ke 
dalam enam bagian yang saling berkaitan, secara 
bertahap memperluas nilai durasi yang diturunkan dari 
kategori mad dan waqaf, hingga berpuncak pada bagian 
yang mensintesiskan durasi tetap dan fleksibel dalam 
satu kerangka pertunjukan. Hasil penelitian 
menunjukkan bahwa sistem ini efektif memperluas 
kosakata komposisi musik eksperimental sekaligus 
membuka partisipasi musikal bagi kalangan non-
akademik, khususnya mereka yang akrab dengan 
bacaan tajwid namun belum familiar dengan notasi 
musik Barat konvensional.. 
 
Kata Kunci: tajwid, sistem notasi, musik 

eksperimental, etnomusikologi terapan 
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1. Introduction 

Applied ethnomusicology consistently strives to position ethnomusicology 
knowledge as an active force in addressing cultural and social issues, not 
merely as a descriptive academic exercise (Titon, 1992; Titton & Pettan, 
2015). In this framework, the creation of the composition titled Makhraj 
serves as a methodological intervention that brigdes the Islamic 
intellectual tradition with contemporary experimental music composition. 
This work utilizes the science of tajweed, wich is a systemic guide for 
reading the Qur’an, not as a sonic liturgical object but as a structural and 
conceptual framework to develop a new musical notation system. 

The convergence of personal biography, cultural context, and disciplinary 
question forms the foundation of this creative research. More than a 
decade of experience in reading the Qur’an reveals a phenomenon with 
ethnomusicological significance, where several qaris (Qur’an reciters) read 
collectively with the same mad (elongation) value, yet their individual 
duration naturarlly differ due to variation in breath capacity and subjective 
counting. This non-metrical temporal behavior is individual yet rule-bound, 
resonating strongly with the concept of indeterminacy in experimental 
music as articulated by John Cage (1961) and Michael Nyman (1999). This 
research, therefore, poses the question : How can the principles of mad and 
waqaf in the science of tajweed serve a both a conceptual and technical 
foundation for a new notation system in experimental music composition? 

Research on the intersection between Islamic intellectual traditions and 
music composition is still relatively underdeveloped in Indonesian 
ethnomusicology. Altough Faiqoh and Marsuki (2019) have studied the 
acoustic phonetics in the recitation of mad, and Arslan (2011) has 
documented the historical integration of tajweed principles into Persian 
music notation by Qutb al-Din al-Shirazi, there has yet to be a 
contemporary study that systematically applies the structural logic of mad 
and waqaf to develop a new notation system within the framework of 
applied ethnomusicology. This work aims to fill that gap by demonstrating 
that the Islamic epistemological system has a generative structural 
capacity for experimental artistic practices. 

2. .Literature Review 

The theoretical foundation of this research draws on three intersecting 
bodies of knowledge: the study of indeterminacy in experimental music, 
the theory of intersemiotic translation, and the historical relationship 
between Islamic intellectual traditions and musical notation. 

The concept of indeterminacy, as articulated by John Cage (1961) and 
elaborated by Michael Nyman (1999), refers to compositional practices in 
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which the outcome of a performance is not fully determined by the score. 
Cage's treatment of silence as a compositional element equal to sound — 
and his rejection of fixed duration as a structural necessity — provides a 
theoretical precedent for the Makhraj system's treatment of flexible 
temporal values. Morton Feldman's (2000) concept of flexible duration 
further extends this framework by proposing that time in music need not 
be metrically fixed but can be experienced as a phenomenological flow, an 
idea that resonates with Thomas Clifton's (1983) phenomenology of lived 
duration. Together, these perspectives establish that non-metrical, 
performer-determined duration is not merely a compositional experiment 
but a legitimate structural paradigm in contemporary music. 

The methodological framework of intersemiotic translation, introduced by 
Roman Jakobson (1959), describes the process by which signs from one 
semiotic system are transmuted into signs belonging to a different system. 
In this research, the rules of mad and waqaf — operating as a duration-
regulating semiotic system within tajwid — are transmuted into musical 
symbols functioning within a compositional notation system. This process 
is not direct equivalence but a structural analogy, preserving the relational 
logic of the source system while adapting its form to a new medium. 

Historically, the integration of Islamic intellectual knowledge into music 
notation is not without precedent. Arslan (2011) documents how Qutb al-
Din al-Shirazi, a thirteenth-century Persian scholar, incorporated tajwid 
principles into his music notation system — demonstrating that the 
musicalization of Islamic epistemological structures is a legitimate and 
established intercultural practice. More recently, Indonesian composers 
such as Rahayu Supanggah (2004) and Iwan Gunawan (2025) have 
integrated elements of local and religious practice into experimental 
composition frameworks, providing a contemporary local precedent for 
the present work. However, no study has yet systematically applied the 
categorical logic of mad and waqaf duration rules as the primary structural 
foundation for a new notation system within the framework of applied 
ethnomusicology. This research addresses that gap. 

3. Methods  

This study uses practice-led research (PLR) as its methodological 
framework, integrating the analytical, consultative, compositional, and 
performative phases. The research process unfolds in seven sequential 
stages derived from Jakobson's (1959) intersemiotic translation procedure. 

The first stage involves a systematic analysis of the rules of mad and waqaf 
from the primary tajwid reference, namely Tajwid Lengkap Asy-Syafi'i by 
Abu Ya'la Kurnaedi (2024). Fifteen rules of mad were successfully identified 
and categorized based on their duration values: 2 counts (three rules), 4–5 
counts (two rules), 2 or 4–5 counts (one rule), 2, 4, or 6 counts (three rules), 
and 6 counts (six rules). Out of the thirteen identified waqf rules, waqf tam 
lazim (mandatory pause) and waqf mu'anaqah (optional paired pause) 
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were chosen for transmutation. 

The second stage consists of consultative fieldwork that follows the ethical 
principles of applied ethnomusicology regarding community involvement. 
Semi-structured interviews were conducted with Irma Nur Rahmy, an 
Islamic law researcher, on March 24, 2026, and with Muhammad Izzat 
Gunawan, a scholar and artist from Central Sulawesi, on April 27, 2026. Both 
informants confirmed the feasibility and significance of adapting the 
principles of tajwid as a composition methodology. 

The third stage involves the transmutation of selected rules of mad and 
waqaf into musical symbols using exponential logic and the principle of 
ratio. The forms of the symbols are designed to visually encode duration 
values: the basic symbol representing 2 counts is derived from the visual 
morphology of the hijaiyah letters; higher values are encoded thru 
exponential operations (2² = 4; 2² + 2⁰ = 5; 2² + 2¹ = 6) applied to these 
symbolic forms. Waqf symbols are designed in circular shapes, inspired by 
fawashil (verse separators) in the Quran, with lines inside them 
representing duration values. The fourth stage applies graphic notation as 
a secondary symbolic layer for timbre, dynamics, and improvisation 
guidance. The fifth and sixth stages involve score synthesis and ensemble 
practice, conducted with four musicians in several sessions before the 
premiere performance. 

4. Results 

The main result of this research is the Makhraj notation system—a hybrid 
notation framework consisting of five symbols for mad duration, six 
symbols for waqaf pauses, and a set of graphic notation symbols for timbre 
and dynamics.  

 

Category Type of Symbol Duration / Fungtion 

Mad (duration) Symbol 2 counts 2 harakat; based on the 
morphology of hijaiyah 
letters 

Mad (duration) Symbol 4-5 counts 22 = 4; 22 + 20 = 5 (binary 
exponential) 

Mad (duration) Symbol 2 or 4-5 counts Optional: ratio 2 : 4.5 = 
total 6.5 

Mad (duration) Symbol 6 counts 22 + 21 = 6; single 
duration 

Mad (duration) Symbol 2, 4, or 6 counts Optional: simplified 
ratio 1 : 2 : 3 = total 6 

Table 1. Summary of the 
Makhraj Notation System 
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Waqaf (stop) Stop  for 2 counts Mandatory stop: 
duration 2 counts 

Waqaf (stop) Stop for 4-5 counts Mandatory stop: 
duration 4-5 counts 

Waqaf (stop) Stop for 6 counts Mandatory stop: 
duration 6 counts 

Waqaf (stop) Transitional Waqaf Section separator; 
collective stop 

Waqaf (stop) Waqaf mu’anaqah Optional: stop at the 
first or second sign 
only 

Waqaf (stop) Waqaf ending Must stop: only located 
at the end of the music 
composition 

Graphic notation Various graphic 
symbol 

Guide to timbre, 
dynamics, and 
improvisation 

 

The Makhraj composition is structured into four main sections (A, B, B', C, 
C', and D) that gradually introduce layers of optionality and interpretive 
freedom. Section A uses a fixed mad duration of 2 counts, resulting in a 
texture of discrete and isolated sonic events. Section B and B' explore 
longer durations (6 and 4–5 counts, respectively), allowing players to fill the 
duration frame with various sounds. Sections C and C' represent the peak 
of the players' autonomy: no graphic symbols for pitch or timbre are 
provided, and the musicians improvise freely within the framework of mad 
and waqaf—with C' introducing waqaf mu'anaqah as an additional 
optional stopping layer. Section D synthesizes all the previous duration 
values and ends with an absolute 6-count mad value, followed by a 
terminal waqaf symbol. 

Findings from the ensemble rehearsal revealed that this system produced 
very different experiences among the players in each section. Sections A, 
B, B', and D were reported to be very accessible to all four members of the 
ensemble, including the percussionist with limited formal notation literacy. 
Mapping symbols to durations transparently allows for quick adaptation. 
Sections C and C' present significant psychological resistance due to the 
inherent assumption among trained musicians that improvisation 
requires a reference to collective metrics. Each player independently 
develops a unique problem-solving strategy: the brass player uses body 
gestures as markers for counting cycles; the jublag player uses a single 
pitched sound as an anchor for counting; the percussionist develops 
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rhythmic rudiment patterns calibrated to the duration of the mad; and the 
pianist relies on phenomenological memory of the initial counting 
duration for subsequent repetitions. These different strategies 
demonstrate the system's capacity to generate individual problem-solving 
within a shared structural framework. 

 

Regarding the reading direction convention, the Makhraj score is read 
from right to left—aligned with the reading direction of Arabic script and 
the Quran—which simultaneously serves as a conceptual homage to the 
source knowledge system and performative experimentation in spatial 
orientation. 

5. Discussions 

The discussion section interprets the results in the context of existing 
knowledge, explaining how the findings offer new insights into the 
problem. It should link back to the introduction, demonstrating how the 
study contributes to the broader body of knowledge and its implications 
for society. 

The Makhraj notation system is a demonstration that the Islamic 
intellectual tradition has a strong structural and generative capacity for 
experimental music composition. The categorical logic of tajwid duration 
rules, with internally differentiated optionality values, is then mapped onto 
the concept of flexible duration as articulated by Morton Feldman (2000) 
and the phenomenology of lived duration by Thomas Clifton (1983), while 
the mandatory cessation logic of waqaf tam lazim resonates with Cage's 
(1961) idea of silence as an equal compositional element. 

In the framework of applied ethnomusicology, Makhraj embodies what 
Titon (1992) refers to as the public interest dimension of ethnomusicology: 
generating new methodological knowledge, empowering non-academic 
musicians to participate in experimental composition, and creating 
artifacts of intercultural dialog. The ethical dimension of community 
involvement has been fulfilled through consultations with Islamic scholars, 
who affirm that the adaptation of tajwid logic as a methodology for music 
composition, detached from the text of the Qur'an, is a legitimate form of 
rahmatan lil alamin, an Islamic principle regarding relevance and 
dynamism in every time and place. 

This system also intervenes in the persistent dichotomy between Western 
deterministic notation and fully indeterminate graphic scores. As noted by 
Karkoschka (1972), graphic notation emerged to capture what could not be 
represented by standard notation. The scoring system in Makhraj's work 
proposes a third position, namely a structured optionality system where 
players operate within predetermined duration rules while executing real 
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interpretative agency. This positions Makhraj in alignment yet distinct from 
Cage's aleatoric procedures and Slamet Abdul Sjukur's controlled 
improvisation based on the minimax principle (Supriaza, 2016). 

The historical precedent of al-Shirazi (Arslan, 2011) contextualizes Makhraj 
within a longer tradition of the musicalization of Islamic knowledge, 
showing that this creative research participates in, and does not initiate, a 
legitimate intercultural composition practice. Iwan Gunawan's (2025) work 
on intercultural gamelan composition and the integration of religious 
chanting by Rahayu Supanggah (2004) into contemporary compositions 
provide a local precedent in Indonesian experimental music. 

A critical self-evaluation identifies two main limitations. First, the system's 
focus on subjective duration and probabilistic outcomes potentially limits 
its audience to composers and musicians who tend to be experimental, 
thereby reducing direct benefits for the Tajwid practitioner community. 
Second, the decontextualization of "mad" and "waqaf" from the Quranic 
text severs the direct relevance of this system for the source community. 
Future development needs to expand the system to incorporate other 
tajwid parameters, such as ghunnah (nasalization), qalqalah (echo), hams 
(whisper), jahr (clarity), and explore digital implementation through 
electronic media such as Max/MSP or SuperCollider to open contemporary 
discourse in the current digital era. 

6. Conclusions 

This study has demonstrated that the structural logic of mad and waqaf in 
the science of tajwid can be transmuted into a functional music notation 
system for experimental composition through the methodology of 
intersemiotic translation. The notation system in Makhraj's work 
successfully encoded five categories of duration and six types of pauses 
derived from tajwid rules, complemented by layers of graphic notation for 
timbre and dynamics. Experimental validation of the system through 
ensemble practice confirms its accessibility for musicians with or without 
formal backgrounds, while simultaneously producing a distinctive 
temporal heterophony based on individual breath in the recitation of the 
Quran, transposed into the context of collective musical performance. 

Within the framework of applied ethnomusicology, Makhraj demonstrates 
that the intellectual knowledge system of Islam, particularly the codified 
rules of tajwid, has a generative structural capacity for contemporary 
experimental music composition. These findings expand the 
methodological framework in both applied ethnomusicology and 
experimental composition, positioning non-Western knowledge systems 
as active contributors, rather than mere passive objects of musicological 
inquiry. This work invites further research on the full spectrum of tajwid 
parameters as a comprehensive compositional resource and its potential 
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for digital implementation. 
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