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ABSTRACT OF THE DISSERTATION

The Classical Tasnif':

A Genre of Persian Vocal Music

by

Margaret Louise Caton
Doctor of Philosophy in Music
University of California, Los Angeles, 1983

Professor Petcr Crcocssley-Holland, Chair

Ta§nif, or composed song, as found today refers to the
form that developed in the late Qajar period (c. 1880-1925),
as represented by the songs of ‘Ali Akbar Shirazi (Sheydd)
and Abolgasem ‘Aref Qazvini, Previous works on the subject
have been primarily historical surveys or discussions of
particular asvects of tasnif such as rhythm or functional
and literary roles within a specific time-~frame, This
study approaches tasnif from both cultural and structural
aspects while focusing on a specific type, time-=frame, and
examples in ordexr to present findings based on systematic
and comparative analysis of formal and operational princi-

ples. Discussion of the history and context of the tasnif
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has been based on the collation of many source materials
during three years of field work in Iran. Some of these
sources have not heen presented by earlier scholars, such
as th» texts of tasnifs in manuscripts and the narratives
and photographs of musicians and musical life from the
Timurid through Qajar periods.

In the tasnif, music and poetry are interwoven and
supportive of one another and are understandable as a unit

P To b viaatsl
ST WYy

in terms of form, rhythm, and tonal structure. The

3

thought by soms to be '"svllabic," is primarily based on or
conforms to the meters of the classical versification

system, the ¢

aruz, and it is in the interaction with the
musical rhythm, parvicularly the time-measure, that the
rhythmic characteristics as a whole emerge. The tasnif is
based on claszical formal and tonal systems but is divided
into sections each with its own uliyme schemc, poetic meter;
liue~length, and musical theme. As a form of social ex—
pression, tasnif composition is subject to changes within
the society as reflected in its composers, performers, and
arrangers, Mixing of folk and classical forms at the end

of the nineteenth century, emergence of political protest

as a social movement, and the widening of the audience be-

et

yend that of the court and closed circles influenced the

tasnif both in its use of traditional poatic themes and in

its formal structure.

xvi
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CHAPTER ONE

INTRODUCTION

The musical form tasnif (see pp. 14~16 for System of
Persian Transliteration) can refer to several different
types of song forms from various regions and style periods.
This dissertation will examine those composed and performed
primarily during the late Qajar period in Iran (ca. 1875~
1925) by court musicians and their students and associates.
These are representative of the type referred to by Caron
and Safvate as classical tasnif (1966:144), which includes
the tasnifs associated with the performance of the dastgahe

In addition to the formal, rhythmic, and tonal aspects
of the classical tasnif I shall discuss its historical,
philosophical, and literary background. Questions to be
examined include the contextual and musical functions of
ta§nif, the characteristics of the traditional tasnif as a
distinct form, and the factors relating to wvariation in its
performance style.

In Persian music the term tasnif commonly refers to a
type of vocal composition, Ta§nif, a word of Arabic origin,
was incorporated into Persian terminology in coxr around the
fourteenth and fifteenth centuries and cam: into common

usage during the sixteenth century. It succeeded the terms
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gqol and ghazal which had been in use during the first period

after Islam (Arianpur 1971, 2:151). The term originally
referred to literary composition and then later also re-—
ferred specifically to literary-~musical composition, for
which it is better known today. There is disagreement as to
what constitutes a tasnif, due partly to the multiplicity of
its forms and partly to variation in usage ¢f terms for dif-

ferent song types, both historical and contemporary.

ATIMS AND APPROACHES

The tasnif has been mentioned and discussed by a aumber
of authors. It is a form of historical significance which
has developed and changed, as has the avaz. Because the
tasnif was a form of composition, its history includes
accounts of composer personalities and their varied moti-
vations for composition. A number of tasnif texts have been
presexrved with some reference to melodic and rhythmic mode
and these provide material for further study in under-
standing the antecedents of the present musical system,

Because of the scope of the subject and because the
tasnif is both poetry and music, both form and cultural
expression, scholars have primarily presented historical
surveys, have govered particular aspects of ta§nif such as
rhythm, or have examined functional and literary roles within
a spécific time-frame. Works discussing the tasnif tend to
be descriptive and historical surveys with less attempt at

structural analysis. A notable exception to this is Tsuge's
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study (1974) of the rhythmic aspects of avaz and tasnif.

The studies of Soroudi (1972) and Machalski (1965) both pro-
vide insight into contextual aspects of the tasnif of the
late Qajar period and its place within the literary
tradition.

The present work examines the tagnif from a number of
different perspectives: historical, contextual, develop~
mental, philosophical, and structural. In examining these
aspects of the classical ta§nif within a particular histor-
ical period, I intend to present a more focused and at the
same time more comprehensive treatment of this foim. As an
artistic product it functions within and is a reflection of
the wider circles of performer, composer, and social en-~
vironment. The contextual, formal, and philosophical ele-
ments interact and must all be treated to understand the
form fully. Because the tasnif during the late Qajar period
often functioned as a political force in addition to serving
as entertainment, I have related the way in which its tra-
ditional themes and metaphors have been influenced and
transformed by other artistic forms and by social movements
for purposes ol political appeal,

After discussing the philosophical ana historical
background of the tasnif, I shall consider its structural
and stylistic dimensions. I have cheosen representative
examples and divided them into the following four

categorics:
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A==01ld Tasnifs, Anonymous

1« Bahr-e Yek

2. Del be Yar

3« Chun Ast

4. Cheshm—-e Rega

B-=Composed by Sheyda

5« Geriye Konam
6. Ta Gham-e Hejr _
7. Emshab Shab-e Mahtab

C==Composcd bv tﬁref

8. Hengam-e Mey
9. Che Shurha
10. Shane Bar Zolf

D-—Dastgzahi

11, Aman Az In Del
12, DMorgh-e Sahar

The four divisions of classical tasnif (A to D) also
reflect the categories of Baharlu (Tsuge 1974:200) and are
used by Caron and Safvate (1966:144), The first three
groups are traditional or old tasnifs, considered to have
been composed before 1923 (Baharlu in Caron and Safvate 1966:
144), The first group (A), which includes the oldest
examples, are thought to have appeared, or to have been
composed, some time during the ninetsenth century (Baharlu
in Tsuge 1974:201). The fourth category (D), referred to by
Baharlu as classical ta§nif (Tsuge 197&:200) and by Caron
and Safvate as complete classical tasnif (1966:144) (as
opposed to old classical tasnif for Groups A, B, and c), I
refer to here as one of dastgahi ta§nifs, not only in order

to prevent confusion with the general category of classical
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tasnif but also to be descriptive oi the melodic movement,
which follows the outline of ~ particular dastgnh. The last
category of tasnif did not develop until the beginning of
the twentieth century (ibid.:145). )

In addition to the above four groupings, there is a
category of metric song that is part of the radif:
E--?arbi

13, Danamat Astin

14, Mehrebani

15« Gereyli

Also included is an example of avaz for compariscon:
F——Avaz

16, Daramad-e Mahur

A total of 16 tagnifs will be analyzed and compared on
the basis of their form, rhythmic organization, mode,
melodic contour, variation in performance, and relationship
to the form of avaz and zarbi. Flexibility of style in
performance will be explored by comparing three different
performances of each of the ‘Aref tasnifs on the basis of
ornamentation, form, rhythm, melodic configuration, and
instrumentation. I shall examine structure systematically
from many different aspects. In doing so, my purpose is to
determine individual and general characteristics and
operational principles, Each chapter contains conclusions
based on a comparison of examples. Where applicable,

material from the chapters on history, context, and meaning

are reiated to poetic and musical form. By these approaches
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I intend to provide a basis for understanding the varazety
of patterns found among the classical tasnifs of this
period.,

This work takes the study of tasnif beyond cither an
historical and formal survey or the study of particular
aspects. It is an integrated study which looks at the
tasnif from both cultural and structural perspectives while
focusing on a specific genre and time-rrame, and on specific
examples in order to present findings based on systematic
and comparative analysis of formal and operational prin-
ciples. It attempts to show the influence of context, the
relationship of voetry to music, a definition of the late
Qajaxr tagnif as a distinct form, a comparison of tasnif with
avaz, stylistic variation versus formal structure, the
tasnif as an expression of Persian philosophy and spirit,
and the place of the late Qajar tagnif in the continuing

Persian musical tradition.

THE SOURCE MATERIALS

This work draws on a variety of Western and Persian
sources. These sources are principally tape recordings of
tasnif (archival and personal), traveler's narratives,
biographies, printed music, photographs, poetic and musical
analyses, and historical accounts., In addition to collecting
these documents, I have worked with and interviewed a number
of ccntamrpnorary classical masters., particularly the 1late

Ostad Nur‘ali Borumand and the Ostad Mapmud Karimi. The
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actual source locations and persons consulted appear in the
Acknowledgements (pe. xii)e
The materials may be classified in the following
categories:
I. Ta§nif Poetry and Music
A. Sound Recordings
B. Notated Music
C. Texts
ITI. Personal Accouits
A. Travelers' Narratives (in English and French)
B. Historical Accounts of Court Life (in Persian)
C. Photographs (from the collection of Ndser
al=Din Shah)
ITI,. Background and Reference Works
A. Historical
B. Philosophical
C. Literary
D. Biographical
E. Musical
IV. Works Discussing Tasnif

A. In English

B. In Persian

Tasnif Poetry and Music

Examples chosen for study are primarily sound recor-
dings of tasnifs from the National Iranian Radio archives,

my own recordings of Borumand, and notated examples chiefly
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from the two magazines Majalle-yve Musigi-ve Rndio and

Majalle-ve Muzik, from the rolidt-e Divan-—e ‘Aref Qazvini

(1968), and from Karimi's Radif-e Avazi-ve Musiqi-ve

Sonnati-ye Iran (1978). I have chosen three tasnifs by
Sheyda, three by ‘Aref, one by Amir Jihed, one by Ney Davud,
and five by unknown composers; two Earbi; and one avaz, In
additicn there are three performances or each of the ‘Aref
tagnifs. Since the examples were recorded at different
dates and vary in style, they will be used to study variable
factors in individual performance.

Tasnif texts and music originating before the twenticth
cantury are available in the following works: Adab-e

Avaz'ha va Zek: 'ha’ike Dar Maniber, Amir Khan (1696),

Chodzko (1842), Fairchild (1904), Huart (1922), Jong-e

Tarane‘'ha va Ta§nif'h5—ye Qajar, Lemaire (1900), Waring
(1807), and Zhukovski (1902). Twentieth century sources
that include printed versions of tasnifs are Arianpur (1971),
Badi‘i (1975), Bahar (1956), Baraq‘ei (1950), Jahed (1970),

Khoshzamir (1972, 1975), Majalle-ye Musigi-ve Radio Iran

(1958~1963), Majalle-ye Muzik (1952-1967), Majalle—ve Radio

Iran (1956-1966), Payan (1947, 1948, 1956), Qazvini (1968),
and Soroudi (1972).

The above written sources include texts and printed
music in various degrees of arrangement, The ta§nifs in
Fairchild, Huart, and Lemaire are arranged for Western

perfcrmance, The magazines often present versions of the
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tagnifs from the Golha (Flowers) programs and arrangements,
made since the 1950's, Among the sound recordings used for
this study are (a) recordings of traditional performancns;
(b) lessons with Nur‘ali Borumand; (c) excerpts from the
Golhd~ye Rangarang prograiis, which are half-hour radio
programs that include arrangements of old tasnifs, and

(d) contemporary ravival performances of traditional music.

Personal Accounts

For contemporary accounts of the perfcermance setting of
Persian music, 54 of the travelers! narratives in Englicsh
and French, housed at the Melli (National) Library in
Tehran provided useful references. These accounts were
vwritten between the years 1600 and 1937. Persian accounts
of Persian life, particularly those of court society, often
contain references to music. Those used for this study
include works by Brydges (1973), Hedayat (1950), Khaleqi
(sargozashte 1956, 1974), Ma‘yer al-Malek, Mostowfi (1945-47),
and Ravandi (1967). Particularly useful are the works by
Ma‘yer al=Malek, Mostowfi, and Khaleqi.

I had the good fortune to gain access to the Boyutat
Albam of N5§er al-Din Shah, the originals of which are
located in the Saltanati Library at the Golestan Palace.
Copies of about 17,000 of these photographs are on file at
the manuscript archives of the Tehran University Central
Library. They document many aspects of Qajar court life,

including Naser al-Din Shah's journeys, hunting excursions,
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wives, and officors; some of them are of musicians and
musical cvents. These augment the personal accounts of both
fofeigners and Persians living during the Qajar period.

Some of these photographs and accounis are already included

in Khaleqi's Sargozashte (1956, 1974).

There are mauy unpublished manuscripts on the subject
of Persian music ik Aravice, Turkish, and Persian,
Daneshpeczhuh (1976) has published an index and guide to these
manuscripts. Manuscripts included in our Bibliography are
from the Majles, Malek, Melli, Sana, and University of
Tehran libraries. Further manuscripts are to be found in
libraries in England, France, the USSR, India, and the
United States. I have included a few examples of tasnif
texts from three of these manuscripts: Amir Khan (1696),

Jong=-e Tarine'ha (late Qajor), and Resdle-ye Musiqi (1856).

Published and unpublislhied texts of ta§nifs from the Timurid
through Qajar periods will be only briefly referred to and
centain in themselves sufficient material to foxrm the sub-

ject of a further treatise.

Backeground and Reference Yorks

A number of works on the philosophy, history,
literature, and music of Iran provide a useful background.,
Important works dealing with the issue of poetic meter and
combination of poetry with music include those by Elwell-
Sutton (1976), Tsuge (197%), Khanlari (1975), Kamyar (1978),

Yar-Shater (1974), HMallah (1967), Forugh (1958-60), and

10
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Dehlavi (1963). 2iographical accounts of singers. composers,
and poets are scattered in many sources, including specific

articles about singers. The Koliat—e Divan—e (Kref Qazvini

(1968) contains complete texts of all ‘Aref's tasnifs in
order of their composition and has an extensive commentary
on why they were written and for what occasions. Much has
been written about ‘Aref. Less is available about Sheyda,
but some biographical information does appear in Badi® i
(1976), in the article about Sheyda in Tamishah magazine
(Ateshi 1974), and in Khoshzamir's B.A. thesis (1972). The

musical histories of KhAleqi (Sargozashte 1956, 1974) and

Safvat (Ostadin 1971) provide synopses of important figures.

Review of VWorks Discussing;Ta§nif

Works in Western languages include the dissertation by
Tsuge (1974) on rhythmic aspects of classical Persian vocal
music, Knoshzamir's thesis (1975) on tasnif, Soroudi's
dissertation on Persian poetry from 1900 to 1925 (1972) and
Machalski's book on contemporary Persian literature (1965,
French). The major studies in Persian are by Mallah (1957,
1961, 1970), Neyyer Sina (1957-60, 15€4-65), Badi‘i (1975),
Khaleqi (1974), Khoshzamir (1972), Arianpur (1971), Mashhun
(1969), Qazvini (1968), and Bahar (1954).

Tsuge has a chapter on the tasnif and also examines the
relationship between poetic and musical rhythm, including a
treatment of tasnif rhythm. His basic approach is a

structural one: description, analysis, and compariscn of

11
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tasnif rhythm both poetically and musically. He compares
the theory of the classical metric system (‘aruf) to the
actual poetic and musical rhythmic relationship found in
specific examples of tasnif (and Aavaz). It is an important
work and provides accurate, objective findings that should
form the basis for a solid theory of rhythm for Persian
vocal music.

The master's thesis by Khoshzamir (1575) is an overall
survey of variocus aspects of the tasnif, which includes hcre
urban but not rural song. He looks zt tasnif as a musico-
poetic form from a structural, contextual, and thematic
point of view. His approach is primarily descriptive and
classificatory, covering various definitions and types of
ta§nifs from anhistorical perspective. He discusses both
poetry and music and their relationship to classical
musical and poetic systems. He examines the rhythmic
relationship of poetry to music, also conducting an experi-
ment to test the regularity of syllable stress in the
recitation and perfermance of tasnif texts.

Soroudi discusses the tasnif from a historical and
literary perspective during the period of 1900-1925: how
it functioned in scciety and how social and political move-
ments changed its style, function, and thematic content.
She discusses the impact of soccial change and the inter-
action of artistic férms with each other and with social

movements, Machalski, like Soroudi, discusses the tasnif

12

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



from a historical and literary perspective during approxi-
mately the same period ovi time.

NalIﬁp is often referred to in Iran as the major re-
searcher on the subject of tasnif, and his theories have
been referred to earlier in this chapter. Mall&h's three
articles on tasnif are essentially aspects of a single
article, each succeeding part representing an expansion of
scme aspect of the previous one. He emphasizes the early
history of song, from pre-~Islamic times, and has done some
werk on the reconstruction of melody and rhythm from old
texts (in the Haft Honar article 1970). His theory that
tagnif is a general term covering the song forms of tarane,
chame, and sorud has been referred to by both Khoshzamir
(1975) and Tsuge (1974).

The Neyyer Sina historical survey of tasnif in Donxé-xe
ig;g is extended in the publication Radio JIran to the con-
temporary period. He presents a history of major trends,
musicians, and environment for tasnif performance and com-
position dating from pre-Islamic times. Himself a poet and
lyricist, he includes poetic references to music as sources
for his discussion. Badi‘ i's thesis is a literary history
of tagnif, concentrating particularly on contemporary song
composition.

In his histery of Iranian music dating from 1906,
Khaleqi combines peorsonzl reminiscence and commentary with

a description of performers and composers, their instruments

and the performance environment. His three chapters on

13
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composers and performers of the tasnif contain an evalu~
ation of the state of the art and its proponents and include
brief discussions of and gesentation of examples of ta§nif
poetrye.

Khoshzamir's M.A., thesis discussed above expands the
scone of his Be.A. thesis (1972). Thc B.\. thesis presents
a brief chronology and discussion on definitions of the
tasnif, a synopsic of the life of the tasnif composer
Sheyd%, and short descriptive analyses of six examples of
Sheyda's tasnifs.

irianpur's work on poetry includes a summary of the
history and development of tasnif. The Nashhun article on
rhythmic music includes biographical sketches of tasnif
singers and explains the relationship between drumming and
tasnif singing. ‘Aref's (Qazvini) Divan is principally a
source book for tasnif and ghazal texts, but also contains
relevant historical and biographical information. Bahar's
history of Iranian poetry includes comments on tasnif and is
mentioned here as he has been quoted in the works of Mall&@,

Tsuge, and Khoshzamir,

SYSTEM OF PERSIAN TRANSLITERATION
The system of transliteration of Persian is based on
the one published by the Library of Congress in 1975

(cataloging Service) and the one used by Tsuge (1974:14-16):

14
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1. Consonants

Letters of the Alphabet

Intial Medial Final Alone Value Initial Medial Final Alone Value

\ s \ \ omit - - oo - $

‘ - — - b — - a .

.l L, . O

: ] O 7

; 2 <. o t 5 L L 3 -

H 2 e < s r3 a & ¢ u
> ~ z c i £ - & ¢ #h
Ll Ed : C I‘l H a ;. j q
- - > T kh s < K E| It
3 a 4 K A s < oL o a?
3 4 4 3 P ] i J J i
J 2 2 < L - - - I m
I J 7 E z ; - o 9 n
] bk} b 5 zh 3 3 3 3 vE

- - v S 8 » + “ . ht
= = S~ F s : : « & 3

2. Vowels and dipthongs

e | i e
_(._?_I_ S y S

/
o ? u B ow 2
/ - /| ’ !
a a a S
3. Silent letters
h=2 When it is at the end of a word preceded by

e, the h is omitted.

v .

kh' = 5
’ = 7

4. The ezafe is indicated by -e or —-ye (§or 7), for
example, dar-e, except for lyrics, where words will be
divided according to syilables, e.g. da-re.

5« Separate letters that might be read as a single sound

are divided by a single prime ('): marz'ha ( le /. )e
15
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6. Elision: in lyrics, consonants that are pronounced with

the flrst vowel of the next word are indicated thus:

?E-Qaﬁ‘gg.
7. The English plural form will be used: tarénes

(instead of the Persian tarane'hd).
8. The spelling of words commonly in English usage and the

spelling of an author's name for a work in a Western

language will be retained.
MUSIC NOTATION, SYSTEMS OF DATES, AND TRANSLATIO

Music Notation

P A koron is a sign indicating an approximate half-
flattening of a pitch.

H A sori is a sign indicating an approximate half-
sharpening ¢f a pitche.

6/8 Persian 6/8 time implies the concept of hemiola, that
is, of simultaneous division into two and into three.

P1 If the actual pitch is different from that notated,
the first pitch is given, for example, P1 = e.

A small circle above and between pitches indicates a

-0

tekiye, a falsetto tone often indefinite but approxi-~
mately one-~half to one step above the melodic pitches
it follows and precedes (it can be more than one step).
Hj When a line repeais and there are different versions,
the upturned stem indicates the first time through and

the downturned stem indicates the second or subsequent

16
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tima(s). For clarification, a number in parenthosas,

for example, i}l, will indicate which repetition is

represented.

[f_7 Where there is lack of :larity or an omission, brackets
indicate the material that should be included.

I,V The symbol I stands for instrumental line. It is
written as a melodic outline and may not be at the
octave indicated. V stands for vocal line.

é; An 3 under the first treble clef indicates that the
actual pitch throughout is an octave lower than written.

ca. Tempo fluctuation is indicated by the symbol ca.,

for example, 96 ca.

- Tempo acceleration is indicated by an arrow, for
example, 100—2112.

Note: The dynamics are not indicated in the trans-
criptions. See Chapters V and VIII for explanation of
dynamicse.

The Borumand examples were sung by both Borumand and

by the author,

Systems of Dates

Dates given in the text follow the Westerm calendar
(A.D.) unless otherwise indicated. The Bibliography gives
first the Westernm date and then the date of publication as
it appears in the reference itself, for example, 1971
(H.S. 1350)s H.G. indicates He jri-ve Qamari, the Islamic

iunar calendar. HeSe. indicates Hejri-ye Shamsi, the

17
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Islamic solar calendar. Both dating =systems begin at the
year A.D. 622,

Freeman's The Muslim and Christian Calendars (1977)

is used to convert Qamari dates. Shamsi datos are converted
as follows: for the year 1350, for example, the months
Farvardin through Kgar are considered to be in 1971 (1350 +
621) and the months Dey through Esfand are considered to bev
in 1972 (1350 + 622) unless the exact day of the month is
given, in which case 1972 wauld begin approximately from

Dey 11, If the month is not indicated, the date is con-

sidered to be the earlier one, that is, 1971.

Trancslation

I made the translations fron the Persian of the tasnif
texts that appear in this study., Translations of any other
texts are indicated, those by me being concluded thus:

(MLC) .

ORIGIN AND DEFINITION
This dissertation reviews some of the earlier defini-
tions and discussions of tasnif and related terms in order
to define the scope of the project, namely, the classical
tasnif of the late nineteenth and early twentieth century.
Prior to the introduction of the word tasnif as a term
for vocal composition, other terms of Persian origin were

used to refer to vocal forms, such as tarane, chame, and

sorud (Malldah 1961, MMR 39:22). Later the vocal suite

nowbat-e moratab, according to Maraghi (1965:103), was a

18
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tagnif comprised of the four forms: gol, ghazal, tarane,
and forudasht. These compositions (tasnifs) werc based on
the rhythmic systems of both poetry (Sarvz) and music (iga)
and existed along with folk poetry and music, which was
based on the syllabic system of rhythm of pre-Arabic origin
(nheja’i).* After the Safavid period, ‘arug and iga were no
longer required as a siiythmic basis for tasnif composition
(Arianpur 1971, 2:152). Malladh states (1961, MMR 46:23)
that all the specific terms encompassed by the generic term
of tasnif had disappeared from usage by the end of the
nineteenth century. There is; however, still a variety of
forms. At least three other terms for metric song are
currently in use: tarane, sorud, and zarbi (also ghazal).
I shall discuss the use of the term tasnif itself as
presented by dictionaries, works on music, and musicians,.
The definitions presented are not exhaustive but represent
a cross-—-section. They disagree as to what specifically is
a tasnif, as to whether it be folk or classical, and as to
whether tarane, sorud, and zarbi may indeed fall under this
genus. These definitions conflict because they refer to
ferms in use during various historical periods, to differing

contemporary forms, and eithexr to the form ta§nif as a

*#The syllabic theory considered the poetic meter to be based
primarily on an equal number of syllables per line, regard-
loss of length (Mallah 1961, MMR 39:22). Many thcorists
disagree with this theory, saying that the poetry considered
to be "syllabic! is in reality based on accent (Khanlari
1975) or on length (Kamyar 1978; see also Yar-Shater 1974
63=-64).

19
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whole or to a specilic type within that form. (Appendix A

contains a list of different definitions.)

Ta;nif

Among all the musical definitions of tasnif there is
general agreement that it is a vocal form, specifically a
composced metric song. The dictionary definitions emphasize
the compositional nature of the tasnif, particularly as a
literary form or literary-musical form (Dehichodz 1959, 7:
722; Haim 1962, 1:44k; Steingass 1963:305).

Since tasnif as a musical term has been in use since
the fourteenth century it has undergone some degree of
change. At one time (Timurid and possibly Safavid) it was
a general term given to vocal composition, under which many
different forms appeared, all of which were required to use
‘aruz and iqa rhythm (Arianpur 1971, 2:151; MarZghi in
Khoshzamixr 1975:9). Because these rhythmic requirements
have been dropped, this no longer appears as part of the
definition, The poetic rhythmic basis is now considered by
some to be syllabic (Krianpur 1971, 2:151; Khoshzamir 1975:
1; Mashhun in Khoshzamir 1975:5), by others to be accentual
(Khanlari 1975) or quantitative (Kamyar 1978), and yet by
others to be based on one or other of the three (Mallag
1961, MMR 39:22), (See chapter 6 for discussion of the
rhythmic aspects of the poectry,)

Tasnif is often translated into English as "ballad"

(Browne 1928:221; Farhat 1965:264; Sadeghi 1971:66;
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Soroudi 1972:62; and Zonis 1973:10). Mulcolm Laws (1964:2)
defines ballad as "a narrative folksong which dramatizes a
memorable event.'" Abrahams and Foss (1968:87, 37-38) state
that "ballads cohere because they tell a story chronclogi=-
cally and in terms of beginning, climax, and ending.  « o
Ballads and lyrics are united in that they both describe
dramatic occasions-=that is, they are both types of story-
songs. If the private experience, the emotional dimension
of a story, is stressed in a song, then it has been called
a lyric; if action predominates then the texrm ballad has
been used.

The term ballad as defined above applies to the body of
English, Scottish, and Irish folk songs. If we were to take
the general definition of the two terms, lyric and ballad;
the classical tasnif would conform more closely te the lyrie,
with its emphasis on mood and reaction to a situation,
rather than to the ballad, with its emphasis on the narra-
tion of action, Even in the case of the political tagnifs
of Abolgasem (Kref, the tasnif presents an emotional
reaction to each specific event and not a narration of the
event itself (see Appendix B, pp. 333-334). The folk and
urban popular song, or tard@ne, includes both lyric and
ballad types. The tarane of Lotf {Ali Khan (Waring 1807:
93=94) is an example of a narrative song:

Seated on the terrace, he receives the accounts of

an army approaching firom Mazendaran; still one

report succeeds another. To finish the war,

Lootf Ulee Khan departs for Kerman; fresh and
successive reports follow each other.
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The term ballad, however, has been applicd to all types of
both tasnif and taiane, due to the "topical" and "folk"
nature of some of the songs. Even though some tarane are
narrative, the traditional English ballad form is not the
same as the Persian tasnif form,

Another aspect of the discuésion of song categories and
definitions is the divisicn into tribal, Tolk, popular, and
art or professional, which Charles Seeger refers to as a
categorization of music according to the extrinsic criterion
of social strata (1977:145). Because the classical tasnifs
treated in this paper were composed by professional musi-
cians of the court and aristocracy, I will continue to refer
to these categories, with the understanding that the music
of the various strata of society are interrelated. The
Persians themselves have used the term tasnif to apply to
professional composition and the term tarane to apply to
folk and popular composition. Seeger sees professional
music as characterized by expertness and creativity, folk
music as characterized by older tradition, particularly
rural; and popular music as characterized by aspects of
both (ibid.:147, 149, 156). I shall use the term classical,
however, to refer to music of the court musicians in place
of the terms art, professional, or traditional, as these
terms could be applied to music of other strata as well.

Various scholars have defined the classical tasnif as
composed between 1875 and 1925, the period forming the main

focus of this paper, thus: Tasnif is a song type having a
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verse and refrain (Borumand, interview, 25 December 1974),
with the words and music composed by one person. Its melody
is based on the radif (Mallﬁb, interviecw, 1975), its zhythm
is slow and regular (Farhat 1965:34) and the poetry of the
verse may be from a ghazal either from the old mastors of
poetry such as Sa‘di and Hifez (Lotfi, interview, 1975) or
from tho old music masters of the court (Sadeghi, class
notes, 1969). Unlike the poetic forms of ghazal and gasida,
tagnif as poetry was originally intended to be composed with
music (Karimi, class discussion, 1975). The tasnifs of
Sheyda, %Aref, and Amir Jahed, the three best known tasnif
writers of this period, were, as tradition demanded, com-
posed (both poetry and music) by cne porson. Other examples
of this period do not adhere to this standard, such as

those composed by Darvish Khan and Ney Davud.

Tarane

Tarane is a much older Persian musical term than tasnif
and has been used to describe any type of folk or regional
poetry, whether its composer be known or unknown, whether
it be metric or non-metric. In addition, it is a general
term used now to describe popular urban metric songs. It
has even been used to describe what would come under the
heading of classical tasnif, with a known court composer
and a close association with classical poetic symbolism and

forms, and a closer conformity to the radif,
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Specifically, tarine is associated with the roba‘i
and the folk poetry known as dobeyti (both are quatrains,
two couplets or four hemistichs) (Bahar 1954:76; Dehkhoda
1959, 7:539; Nallﬁ@ 1961, MMR 42:23; Maraghi 1965:103;
Neyyer Sina 1964, 2, 3:35; Steingass 1963:292; Tsuge 1974:
137-88). Mallah states that before the coming of Islam,

the tarane was known as fahlavivyAat, of which dobeyti is its

Persian name., After the coming of Islam it was sung with
the roba‘i. Elwell-Sutton in his description of the latter
term states (1976:252) that "the word rubafi originally
implied nothing more specific than a verse of four lines,
and appears not to have been distinguished from the diabayti
(verse of two bayts) and the tarana." Tsuge states

(1974 :144), "The greater part of Persian folk songs is sung
with verses in the form of dobeyti . . . considered as a
simplified version of rubaci, the quatrain.” The meter of
both is from the hazaj group (two different varieties).
Khanlari states (1975:214-16) that there is in the ‘arua
system (metric system of classical Persian and Arabic
poetry) a tarane meter also attributed to the hazaj group
but actually of independent origin, existing in the fahla-
viyyat or Persian folk poetry before it was added to the

system of ¢

aruz meters. Further, contemporary tuaranes
themselves "arce neither syllabic [Ehsed on numeric counting
of syllable§7 nor ‘aru;i [;hsed primarily on quantitative

rhythm or length of syllables in timg7 but are based on two
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principles: quantitative and accented [Etrength and weak-—
ness of syllable§7 both of which are important and influence
each other" (ibid.:73, transl. MLC).

Those responsible for the definitions have often
focused on both tarane and tasnif at different stages in
their history. During the Safavid Era, when the use of the
term fagnif became common, a tarane having the meter of
roba'i was included as a type of tasnif., It is now still
thought of by some as a type of tasnif (Dehkhoda 1959, 7:
5355 Mallah 1961, MMR 42:23), by others as an overall name
for song (Qaim 1961, 1:423; Steingass 1963:292) and by yet
others as a form similar to tasnif but separate from it
(Bahar in Malldh 1961, MMR 44:23; Khoshzamir 1975:4). 1In
contemporary society, tarane is still used as the name of
the musical dobeyti of folk origin. Urban popular songs
are also called tarane, perhaps because of their popular
origin and simple lyrics, even though their composers are
known and contemporary.

The term tarane has often been used interchangeably
with the term tasnif, the mixture of musical gonres in the
cities having helped to create this overlap., For example,
the urban popular song is of folk origin but is composed,
is often amatory in nature but may be topical, and is per=-
formed for all classes alike through the medium of radio-
television (although each class level has its own group and
types of singers and taranes). Outside of this urban

mixture, the two terms may be separated more clearly. The
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traditional folk song, particularly dobeyti, is clearly
known as tarane. The songs specifically composed by Qajar
court musicians and poets (Sadeghi, class notes, 1969), or
today by trained composers and musicians such as Dehlavi,
or by those composing in the style of the older court
tasnifs such as Tajvidi: all are known as tasnifs. In
general, tarane connotes a folk or popular origin, whereas

tasnif connotes a literary, aristocratic one.

Sorud

This is another song form that has in the past been
included under the heading of tasnif. Bahar states (1954:73)
that sorud is the oldest form of Persian poetry and began as
Zoroastrian hymn singing. Zoroastrian sorud (Gathda) was in
free meter and/or probably had "heavy rthythm" (ritmi-xe
sangin)(Mallah 1961, MMR 40:23). Contemporary national,
institutional, and instructional anthems are also called
soruds. In contemporary urban socicty all three forms—-
tasnif, tarane, and sorud--are composcd metric song. The
sorud, unlike the tasnif or tarane is meant to be sung by a
group, not just by an individual, Now?e, which is in
reality a type of Moslem religious sorud, is traditionally
not grouped with the secular forms of metric song, as its
religious text by cultural definition separates it from
musical "song" (see chapter 2, p. 61). It cculd, however,
be included under the heading of song and be studied and

compared with tasnif, tarane, and sorud.
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Avaz, Ghazal, and Zarbi

Although I have concentrated thus far on metric vocal
forms, there is another large body of vocal music that is
non-metric which may have grown out of the Zoroastrian
sorud and/or Qur’anic chant, It is prevalent both in
regional or folk music and in classical music, where it is
lknown as égég. This non-metric music is to a great extent
improvised on the basis of modal nuclei (Powers 1980:426-27),
as contrasted to composed metric vocal music which is much
less improvised. As is well-known, the individual pieces
of an avaz are known as gushe and are organized into
12 systems called dastgég. One of the principal bases of
organization is a pitch and modal progression, while another
is the distribution of the lines of a ghazal throughout the
avaz., Included in the dastgah are metric pieces known as

aviz-e zarbi, Borumand {interview, 31 March 1975) has

stated that the original radif or body of traditional

pieces did not include metric pieces, so these may have Leen
added later and could possibly have been ta§nifs that were
popular and enduring enough to become part of the tradi-
tional repertoire.

The ghazal, which forms the poetic basis of the avaz,
is a Persian lyric poem consisting of about five to seven-
teen lines or paired hemistichs and is amatory in nature
(see chapters 4 and 5). The ghazal is central to ths long
dastgah form and serves to unify the musical elements, both

formal and rhythmic-thematic. Other poetic forms, such as
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the dobeyti and the masnavi, are also used for individual
pieces.

As mentioned above, the ghazal set to music was once
considered as part of the tagnif form nowbat-e moratab
(Maraghi 1965:103). Since most of the tasnifs of the
Safavid Era were composed with poetry using the ‘arug
principles (Khoshzamir 1975:11), the ghazal fit naturally
with the tasnif definition and rules of that time. Neyyer
Sind states that "melodies of this period /Timurid-Safavid/
mostly were composed on poetry and most of the soruds and
taranes were the same qe?e‘s and ghazals that poets had
previously composed and afterwards the poet himself or other
musicians composed a melody on them" (1964, 2, 7:17, transl.
MLC). A portion of a ghazal is found in the verse section
of some of the older tasanifs, particularly those by Sheyda.
It would, however, require a comparison of the tasnif and
tarane poetry from the sixteenth century to the twentieth
to show whether other rhythmic systems mixed with, or took
over from, the ‘aruz system, and if so, how,.

In comparing the musical ghazal with the tasnif, it is
necessary to remember that the ghazal is composed as a
poetiec form, whereas the tasnif, which may use the ghazal
form, is composed as a musico=poetic unit (Borumand,
interview, 1 ilarch 1975). Borumand in fact states that a
ghazal may be a tasnif if it has music composed to it. One
way to make a tasnif is to take one to two beyts of poetry,

of Sa‘di, for example, and compose the melody and refrain
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yourself. Because of the ghazal's close associations with
music, it can be argued that the composition of ghazal
poetry and its use in the avaz is not so separate as may
appear,

The metric avaz, or zarbi, has a slow and regular
rhythm and uses the classical poetic forms such as ghazal,
roba‘i, and siqiname. The zarbi may represent a link with
the older forms of classical tasnif which developed from
the ‘aru:z-iqa tasnif of Maraghi's time. The fact that the
zarbi is part of the radif and that the classical tagnif
is not, does not take away from their resemblance,

Borumand (interviocw, 31 December 1975) in fact preseats one
tasnif melody that appears in the radif as the garbi
Mehrebani.

The zarbi and the classical tagnif share the following
characteristics: (a) a relatively fixed melodic frameworlk,
(b) a slow and regular rhythm, (¢) classical poetry
(Borumand, interview, 1 March 1975: Lotfi, interview, 1975)
/in some ta§nif§7, (d) a melodic basis in tne radif, and
(e) performance for the aristocracy (Lotfi, interview,
1975). Moreover, either form in actuality may be sung
alone or as part of the dastgah performance, particularly
at the end. Sadeghi has suggested that rhythmic or zarbi
improvisation was one of the methods of composing tasnif
(class notes, 1969). Despite the great similarity between
classical tasnif and zarbi, there are some potential dif-

ferences. A zarbi is one of the gushes of the radif and is
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part of the traditional recpertoire (although Borumand states
that the original radif did not have metric pieces) whereas
tasnif is not considored to be part of the radif, often has
a refrain, and usually has a known composer (although this
may not be the case with the older tagnifs). Mallﬁp states
that the tasnif uses the radif as a foundation for its own
melodic composition (interview, 1975), but that the zarbi
melody conforms to and is actually part of the radif itself,
And, while the tasnif may use the scale of the mode, it

may go out of the confines of the gushe. However, were the
Earbi to be considered as an older form of tasnif, it in
turn may also have originally been compesed in the manner of
a tasnif. The zarbi uses classical poetry composed on ‘arug
meters and expressing a specific philosophy (Mall&@, inter-
view, 30 December 1975)(see chapter 4). The tasnif may also
employ these forms and philosophy, but it is not confined

to them. According to Mallah (ibid.) and Karimi (class,

31 May 1975), the avaz melody developed its present form

and flexibility to fit the poetic form, whereas the tasnif
developed as a musico=poetic unit in which the musical
rhythm has a more equal and influential role in determining
the overall rhythm. The zarbi may be considered to be a
type of older tasnif, a basis for tasnif composition, or a

separate but similar form.
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Summary

Currently tasnif, tarane, and sorud all come under the
definition ¢f composed metric song. Tarane connotes a song
of folk or of popular origin, and tasnif itself connotes a
song of more literary and aristocratic origin. Sorud, in
addition to the Zoreastrian chant, now connotes a patriotic
or instructional song in duple meter sung Dy a group.

%arbi as a metric song (although in the category of "tradi-
tional" rather than "composed') represents perhaps an older
version of the Qajar tagnif, or, perhaps simply a metric
version of the avaz,.

Mallﬁ@'s original thesis is that tasnif is a general
term and sorud, tarane, and chame (or ghazal) are specific
forms of tasnif. As shown above, however, the word tasnif
has taken on a specific meaning as well, applying to the
ta§nifs of the master musicians of the late Qajar pexriod or
to more recent tasnifs that conform to them in style and
content. It is in this specific sense that tasnif will be

referred to hercafter.

FUNCTION AND PLACE OF TASNIF

The tasnif, with the non-metric and metric avaz, con-
stitute the vocal component of Persian classical music.
Since tasnif is a compositional form cultivated particularly
by musicians associated with the court, it shares many of
the characteristics both of classical poetry and of classi-

cal music, that is, the music of the radif or dastgah
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system, Xt has been placed, however, in a flexible category
between popular and classical. The tasnifs that more close-
1y approacihh the classical norms have become accepted by the
classical musicians and included in their repertoire,

These tasnifs can be performed separately or in groups or
can be incorporated in a dastgah performance. The basis of
the dastgah is the avaz section, a group of non-metric

vocal and instrumental pieces to which are added metric
vocal and instrumental pieces. In the past, performance
styles were solo-oriented and non-standardized (Tsuge 197h4:
19&). Currently a more ensemble-~oriented performance of a
dastgah is considered typical, consisting of a combination
of improvised and non-improvised forms in the following

order: pishdaramad, chaharmezrab, avaz, tasnif and reng

(ibid.:192-95)., Borumand has stated that the tasnif is
usuzlly performed in a series from slow to fast; two to
four tasnifs are followed by a reng (8 December 1974).

With the non-metric avaz as the core of a dastgah
performance, metric pieces (chah&rmegrab, garbi, ard ta§nif),
which may be placed between some cf the gushes (pieces) of
the avaz, add variety. Both Tsuge (1974:191) and Sadeghi
(1971:165) have stated that the ta§nif changes the mood and
creates motion and excitement that contrasts with the non-
metric rhythm of the Avaz, The tasnif appears in radio
programs as part of new arrangements of traditional music,
as in the Golha-ye Rangarang programs, which used an

crchestra of Western and non-Western instruments. The
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ta§nif may also be sung outside of the dastgah format,
Choice of ta§nif and performance style may vary according
to whether the singer specializes in avaz or tasnif (caron
and Safvate 1966:159-60). Traditionally the distinction is
made that an avaz singer is able to perform the tahrir
(melisma) and a tasnif singer has a strong sense of rhythm
and often is accomplished on the dombak (goblet-shaped drum)
as well (ibid.; Khiileqi 1974, 1:357).

Song in Persian music has functioned as an important
and integrating agent in Persian society. There was at one
time no craft or occupation that did not have its song that
regulated and lightened the work. Songs marked special
occasions, religious festivals, and leisure activities, and
served in many instances to give veoice to sentiments criti-
cal against those in power.

Persian musicians and musicologists have not known
exactly where to place the tasnif in importance or in
quality. The tendencies have been to group tasnif with
tarane and sorud as '"song" and hence with popular or follk
art on the one hand, and to group the zarbi with avaz and
thus with classical art on the other, Since the quality
and style of tasnif varies, as does its melodic and poctic
similarity {o the radif, it is understandable that attitudes
would be mixed., Some musicians, such as Borumand, feel that
the tasnif is an important form and that there are many
tasnifs of high quality, particularly those by Sheyda and

‘Kref.
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Among the classical musicians there is a consensus as
to those tasnifs that would be included in a dastgah per-
formance. In order of aesthetic excellence thesc are the
works of: (a) Sheyda, (b) ‘Aref, and (c) other composers
of classical tasnif, particularly Amir Jahed. Most of these
tasnifs were composed before 1925 (the conclusion of the
Qajar Era). Some tasnifs written after that date may be
included in dastgah performances.

These "standard," accepted classical tasnifs go through
periodic revivals in popularity, undergo new arrangements
and are presented in different ways. In the years 1976 and
1977, particularly, the classical musicians, in their eof-
forts to reactivate traditional music that had either fallen
into disuse or was on the point of extinction, made consi-
derable efforts to learn additional tasnifs from cid
masters or from recordings in order to be able to represent
and re-record them. Thus, as the value of traditional
classical music increases or decreases with popularity, so

does that of tagnif.
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CHAPTER TWO

THE CREATIVE ENVIRONMENT
But one needs the setting of the Orient to realize
what these songs are: the warm, clear Persian
night; the lamps and lanterns shining oir the
glowing colours of native dresses; the surrounding
darkness where dusky shadows hover; the strange
sounds of music; voices, sometimes so beautiful,
rising and falling in persistent monotany-=-all
this is untranslatable, but the impression left
on one is so vivid and so full of enchantment
that one longs to preserve it in some form.

(Fairchild 1904:2)

This chapter presents a review of tasnif texts, com-
posers, and performing environments from the Timurid

through the Qajar periods (1370-1925).

TIMURID

From the time of the music theorist Mafﬁghi (‘Abd ale-
Qader Ebn Gheybi Hafez Maraghi, knmown as “Abd al-widcw
Guyande, d. A.D. 1435), the term tasnif began to be applied
to musical as well as to literary composition. liaraghi used
the term to refer to a set of compositions based on Arabic
and Persian poetry and Arabic iga'at or rhythmic modes

(Khoshzamir 1975:9). His treatise Magased al=Alhan,

written in 1418 (H.G. 821), contains a section concerning
tasnif composition and 11 types of tasnii (1965:100-106}.

An earlier work, Jame® al-Alhan, written in 1413 (ii.G. 816),
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contains the first extensive examples of n2otntzd Persian
music (Zonis 1973:35), with examples of tasnifs written by
Maraghi, who was himself a composer. Examples of his com-

positions are to be found in Amir Khan's Resile-yve Musigqgi,

Bahjat al-Ruh, Jame‘ al-Alh3n, and Residle-ve Musigi (Tehran

University NS. Mc. 1974). Of the 11 types of tasnif men-

tioned in his work, Maraghi considers the nowbat-e moratab

to be the largest and most difficult (1965:103), Tradi-
tionally it contains four sections, the gol (with Arabic
poetry), the ghazal (with Persian poetry), the taranc

(in the meter of roba'i), and the forudasht (similar to the
qol). Maraghi states that he himself composed 30 of these
nowbat-e moratab in the month of Ramazan, each with five
sections, including a mostazad (ibid.). The following

example from Resale=ve Musigi (1856:48-49) is a four-part

nowbat composed by Maraghi in the mode of Bozorg:

o
Dhaplisz

Gl b Gl
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The qol and ghazal consist of one beyt (distich or couplet
consisting of two hemistichs) each (a2aa) and the tar@ne and
forudasht of two beyt each (aaba). The translation of the
Persian ghazal and tarane are as follows:

ghazal:

Oh beloved, do not abandon faithfulness,
No longer be a stranger to tie lover.

tarane:
Since I have no road to your presence,
Far from you I sigh continuously.
Yesterday I did not see you, but today
I did not see the moon, so great was my yearning.

Another type of tasnif, the ‘amal, consists of sowt-e

midnkhane, tashyi‘e, and baz gasht (Maraghi 1965:105-6).

An example of an ‘amal of Maraghi. from the Res3le-~ve Musigi

(1856:50) in the mode of Dogah is as follows:
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.ga;u W" .,.\-.; ;y,adm)a

Oh heart warmer, tonight vour beauty is of another
brightness;

Observers, with your face, are in another meeting-
place.

From the beauty of your gold-scattering sun, moment
to moment,

In a glance the candle of the meeting has another
brightness.

In what climate was this grace nurtured;
Perhaps the city of grace is of another atmosphere.

Maraghi lived during the reign of the Timurids, which
began with the conquest of Persia during the period 1370-92
made by Timur Lang, a Central Asian Turk (Kramers 1936, 3:
1045), lMaraghi was an instrumentalist, singer, and com-
poser first in the court of Ahmad Jallayeri in Baghdad
(1356-1375) and was then an entertainer for Timur Lang and
for his sons Miranshah (in Azarbaijan) and Shahrokh (in
Herat) (Neyyer Sina 1964, 2, 6:21-22), Under the Timurids
Herat became the dominant center for culture in the Near
Bast, particularly under the last great Timurid ruler

Soltdn Hoseyn Bayqara (d. 1501) and his minister
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Amir ‘Ali Shar Navi’i, himself a musician (Farmer 1964:
2799; Neyyer Sinad 1964, 2, 6:20 and 2, 7:16-17). It was
during this time also that most of the veenl music was
composed for ghazals and qe@e‘s previously written

(Neyyer Sina 1964, 2, 7:17). Viasefi (1970:403-5) telis of
a garden party in 1521 attended by Allix ‘Ali Shir near

Herat where he lists by name ten singers and eight instru-
mentalists as well as poets and other entertainers. Instru-

ments heard at that party included neyv, ‘ud, balaban,

gheychak, and tanbur,

SATAVID

In 1501 Ismdil T (r. 1501-24) proclaimed himself the
first ruler of the Safavid dynasty. The proclamation of
Shiism as the state religion and the subsequent renewal of
interest in religion led to secular music being officially
outlawved, particularly during the reign of Shah Tahmasp
(re« 1524-76), During the seventeenth century, music was
again encouraged by the Safavid court at ngahan (Isfahan).
Western travelers during that time commented on the musical
instruments and practices found there. Olearius (1662),
Sherley (1825), and Tavernier (1678), for cxample, mention
evening dinner parties in the houses of local governors or
in the king's court which included singing, instrumental
music, and dancing by women referred to by them as cour-
toesans, TFarmer states that in the seventeenth century the

‘{ud and kamdnche accompanied singers, the best of whom
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were male (Farmer 1964:2801).

The term tasnif was commonly used to refer to a musi=-
cal or poetic composition of tasnif or to both, of syllabic
or ‘aruz origin (Khoshzamir 1975:11). Although, according
to Mashhun, most tasnifs were composed according to the
‘arug system or on previous poctry such as the works of
uafe;, therc worc alse tagnifs composed for parties in
syllabic or f‘aruz style in which refrains werc added to
lines borrowed from famous poets (Khoshzamir 1975:11)

(see also Borumand's definition of what constitutes a
tasnif, Appendix A, Pp. 318). Tahrir became a great art in
the performance of dvaz and tasnif (Neyyer Sina 1964, 2, 3:
33). Neyyer Sind states that most of the singers of that
period had the title Hiafez ("memorizer of the Qur’an")
prefixed to their names (ibid.). The poet and musician
vasefi wrote a narration of his travels from Khorasan to
Herat at the beginning of the sixteenth century (1521). In

this work (Badaye‘ al-Vagave‘’) he writes about musicians

and the history of the music of that time. HKe describes
the effect that the famous singer ﬁ&fcg Basir had on his
listeners when he sang a ghazal (1970:21-22).

Neyyer Sind states that Shah ‘Abbas the Great was
among the tasnif composers of his time. He frequented a
coffee house, Qahve Ilhane ‘Arab, in E§fah5n, which was the
locale for performing newly composed songs that would go

out from there to other points (Neyyer Sina 1964, 2, 3:34),
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‘lusicians and dancers entertained at Shah ‘Abbas's private
and official gatherings (ibid.:35). Further work on the
life and music of the Timurids and Safavids can be conducted
using travelers' narratives and treatises, both published

and unpublished, and miniature paintings.

The treatise Bahiat al-Ruh includes a number of ta§nif
texts ($afi al=Din 1967:66-75). Plaicing the treatisc his-
torically is problematic as both the time of writing and
the author have been a matter of conjecture. The notes to
the published edition estimate the time of writing to be
around the sixtcenth-seventeenth centuries (H.G. tenth and
eleventh centuries) and state that although the treatise is
signed with the name ‘Abd al-Mo'men Ebn Safi al-din, the
author does nct have any relationship to the great thir-
teenth-century music theorist Safi al-Din Armavi {ibid.:4).
Neyyer Sina feels that the author was actually ‘Abdul o' men
Guyande, a musician who composed tasnifs and played and
sang at the Timurid gatherings in Miranshah's court in
lgarﬁhijan (Neyyer Sina 1964, 2, 6:22). Within the chapter

from the Bahjat al=Ruh on the behavior of a musician, Zonis

translates (1972:211):
The musician should include in his repertory the
3 difficult compositions (tasnif) of Immam Fakhr
ud din Tatlusi Haraqi wiiich contain the 12 prin-
cipal modes, usul, 3 rhythmic daur, the 12 prin-
cipal melodic modes and the 24 branch modes,

Zonis further states: "The author then gives thesc three

compositions by writing the words, the melodic mode, and

L
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writing out the 'tan tana® rhythmic pattern® (ibid.).
The second tasnif in the work presents an example of this

method of notation (Bahjat al-Ruh 1967:68-69) (see Ex, 1,

pe. 43). Four other tasnifs mentioned {(ibid.:73-75) include
two by Maraghi..

Amir Iban was a '"motreb" (musician, entertainer) of
Shalh Soltan Hoseyn I (r. 1694-1722), He wrote the treatise

(unpublished) Res@le-ve Musigi in 1696 (1I.G., 1108) in which

he includes a number of examples of tasnif (Danesh Pezhulh
1976:170—75). The 15 tasnifs included in the scecond half
of the treatise (Amir Khan 1696:109-149) are composed by
Anir Khan himself (five), Maraghi (five), Aqa Mo’ men,
Sheykkh “\bd al-‘®Ali, ilorteza Big, ©Tbrahim Golpdygani, and
Sharif Hamedani, Included within this treatise is a Resiale

va Tas@nif-e Marhum Aga Mo’men, who lived earlier during

the reign of Shah Safi (r. 162)-42) and Shah Cibbas II
(r. 1642-66), His 13 tasnifs appear on pages 51~84 of
Amir Khan's Resale.

Another unpublished treatise, Resile-ye ilusiqgi (18506)

includes a number of cxamples of tasnif, mainly ‘amal, from

¢

Maraghi (20 ‘amal, one nowbat) in particular (48-58),

Other tasnifs in this worl: are {rom Solpﬁn Ahmad (two qol,

4

two 'amal), ilohammad Lala (two ‘amal), and include ‘amals

(one each) by Seyyed riohammed, Ostad Nur Sheykh, Seyyed

Qotb al-Din, and Ostdd ‘Ali Setd ‘i,

42
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Ex. 1. Tasnair-e Doyom (Bahjat al-Ruh)
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ALTAR

After the fall of the Safavids in 1722; the Afghans,
Ndder Shah, and then Karim Khan Zand, ruled Iran until
Agha !lohammad Hasan OQajar of Gorgan conquered the various
regions of the country and established Tehran as the
capital of the Qajar dynasty. The Qajar reign may be
accounted as beginning in 1794 with the defeat of Lo?f
Cali Khan, son of Karim Khan. A tasnif describing and
lamenting this defeat appears in Varing (1807:93=4; see also
chapter 1, p. 21). Agha lHohammad was succceded by his
nephew Fath (Ali Shah in 1797. It became a practice in the
Qajar rule to have the large provinces governed by Zajar
princes, with lhigh offices of state going to the great
families. Since a group of musicians was attached to each
of these high offices or governors, the music of the aris-

tocracy followed a prince to his provincial station.

The Tasnifs

There are a number of sources of Rajar tasnifs. lHuart
(1922) and Lemaire (1900) have printed YWesternized musical
arrangements of tasnifs and tasnif excerpts; Chodzko (1842)
has printed translations of 50 Persian songs mostly from the

harem of Fath ‘Ali Shah; Zhukovskil (1902), Jong-e Tarane'hd

va Tasnif'ha-ve Qajar, and Adab-e AvAz'ha va Zekr’ike dar

Manaber contain Persian texts; and Fairchild (1904) contains

both texts and music. Other works of and about the Qajar

period, such as those by Xrianpur (1971) and Mostowfi

Ly
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(1945-47) include smaller numbers of texts.
Some cxamples are as follows:

Come to-nignt to my house, my darling. Stay, ny
soul, all the day to-morrow, for my heart's de-
lisht. I said, 'are you not as beautiful as a
peacocli? All your featurcs vie in beauty with
each other.,' I look at you as upon a sugar-cane,
you are all sweetness from head to foot. Come
to=-night, my darling, and stay to-morrow for my
heart's delight.

(Chodzko 1842:424)

. .

(s At BB M b

.

Come at nignt, beloved

Come at midnight, beloved

If you cannot ~ome tonight
Come tomorrow night, beloved.

(Adab-e Aviz'ha va Zekr’ilke dar Manidber:27)

The Zhukovslii collection, done in 1883-86 and 1899
contains tasnifs, wedding songs, lullabies, and riddles.
These, like the other collections, mainly include love
songs and songs of wine and of social and political commen-
tary. 7Two of the songs from this collection (No. 19,
pP. 33=34 and No. 26, p. 44) have been attributed to
Sheyda (Borumand does not verify this: Khoshzamir i575:17)
(see Exe 2, pPP. h6-h7). They are sung together as a two-
part piece by larziye ("Dar Fekr-e To Budam, " i, Mu=zil:
1953, 1, 8:10~11), but only the first two vorse lines of
cach are the same as those in the Zhukovskii version.

A complete study of the Qajar ta§nifs requires both

the Persian text and its music in the original Persian form.

bs
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Ex. 2. "Agar Mastam" and "Dar Fekr-e To Budam"

(Zhukovskii 1902:33-34, 44)
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If T am drunk, T am drunk with loving you, beloved,
Your lips like milk and sugar.

Come sit, you took the heart from my hand, beloved,
Your 1lips like milk and sugar.

I was a white bird on the branch of the pistachio,
beloved,
Your lips lilkke millt and sugar;

The heavens threw a stone and broke my wings, beloved,

Your lips like millk and sugar.

2
N
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I was thinking of you when
I said, "Oh beloved, Kaaba

Oh king, perhaps it is
Oh moon, perhaps it is

Vexation of kings with the
The king that would not be
perhaps it is you,

Oh king, perhaps it is
Oh moon, perhaps it is

L7

Les
Lewe

someonce knocked on my door;
compass, perhaps it is you.

you;
you."

beggar is an old customg

vexed at the beggar,

You;
you,
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Of the sources mentioned above only one has both music and
text together (Fairchild 1904), but in a Westernized
arrangement. The tasnifs included in this study are re-
corded examples primarily from the body of late Qajar
tasnifs that either have been preserved in archives and
collections or are still known by masters of traditional
music. Printed notations of some of these also exist, such
as the Marziye version mentioned above, and may be used to
supplement recorded examples. However illuminating they be
in topic and meaning, texts without music cannot give a
complete picture of the form, which is composed of both
musicul and poetic elements (see chapter 5)e In addition,
texts presented may omit words or phrases that are actually
used together with music (Khoshzamir 1975:15). After an
understanding of how music and poetry work together as a
unit, these texts may be more useful in understanding the

Qajar tasnif form.

Musical Life in Qajar Iran

This work focuses on the secular music that was per-
formed for the aristocracy and the Qajar court. This
period was a time of revival for Persian traditional music.
The repertoire of traditional music that is currently being
taught and performed can be traced directly to the Qajar
court musicians. Sources consulted for descriptions of
musical occasions during this period include English and

French travelers' narratives, photographs from the
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Albam-c Boyutat-e Saltanati, the chronicles of Ma‘yer al-

M3alek and Mostowri (1945-47), and the music history of

Ruhollih Khaleqi (Sargogashte 1974, 1).

The secular music, including songs, of this period was
performed at dinner parties, evening entertairments (bazm),
picnics, weddings, and on other special occasions. Enter-
tainers at these events might include instrumentalists,
singers, dancexrs, actors, Jjugglers, fire-eaters, and
wrestlers, Actual accounts of music during the dinner
parties commonly mention the presence of a musical ensemble
usually consisting of two melody instruments—-~typically
t3r (plucked lute) and possibly kamanche (spiked fiddle)--
and a drum, dayere (single-skin frame-drum) or dombak
(goblet-shaped drum).

Khaleqi (1974:357-67) states that the drummer was often
also the singer, particularly of tasnif. The total en=-
semble described in these parties was male, with the dancers
dressed up as women. A notable characteristic of this
period was that entertainment ensembles were typically
either all male or all female.

Browne (1893:119-20) discusses the evening dinner
parties:

As a rule, music is provided for the entertainment

of the guests. The musicians are usually three in

number: one plays a stringed instrument (the

si~tdr); one a drum (dunbak), consisting of an

earthenware framework, shaped something like a

huge egg—~cup, and covered with parchment at one

end cnly; the third sings to the accompaniment of
fellow-performers, Sometimes dancing~boys are

ko
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also present, who excite the admiration and
applause of the spectators by their elaborate
posturing, which is usually more remarkable for
acrobatic skill than for grace, at any rate
according to our ideas,.

Before dinner there was wine, with appetizers, smoking,
and music., The dinner itself was often served at the end
of the evening as appears in the following excerpts from
a dinner party given in Esfahan in 1876 (Arnold 1877:17,
19-20, 21):

In a rectangular recess, three musicians, sitting
on the floor, discoursed strange songs and music,.
One had a wiry instrument, resembling a small
guitar; another produced short screams from a
sort of flageolet; and the third, who also con-~
tributed the chief part of the vocal entertain-
ment, had a small drum., In the centre of the
room, there was a Persian carpet of many and
beautiful colours; round the sides were felts,
nearly half an inch thick, and five feet wide,
upon which most of the guests sat or reclined.

e o « The Khan was roaring, the singers twanging,
piping, drumming, and shouting monotonous love-
songs, when the first "dish" was served. A
servant walked round the room carrying a large
bottle of arrack in one hand, and wine in the
other. « « « Another servant followed with a
plate, in which was laid about half of a sheet
of Persian bread, thin, tough, and flabby. Upon
the bread was a heap of kababs . . . For three
hours this was the form of entertainment; the
talk and the music went on while the kababs, the
arrack, and the wine circulated. About ten
o'clock the real dinner began. . . « For mnearly
an hour there was little talk, much eating and
drinking; then some coffee, and after that the
guests were hoisted on to the high saddles of
their steady, patient mules, and jogged homewards
through the narrow streets, lighted only by the
lanterns of their attendants,

Direct comments on the type of songs sung were some-

times made., Waring (1807:53-54) states:

50
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The Persian songs are very sweet and patheticy
and the music which accompanied their voices I
thought to be very good. Their songs are in
praise of wine and beauty, mixed with frequent
complaints of the cruelty of their mistressese.
Gobineau (1905:444, transl. MLC) allows us a further
insight:
Songs enjoy great favor, but they must be new and
the latest known are often the vogue. Many arc
satirical and often political. Among those
which treat only of the charm of love and wine,
a great number have more august origin.
Browne (1950:308-10) also mentions the existence of two
types of social music, that of the "lays" of ﬁéfeg and
Sa'di and that of the tasnif, which ke describes as topical

and often satirical.

At the Couxrt: Thce music of the ccurt was of two types,

that of the private gatherings and that of the official
occasions and holidays, the latter using a military band,

or nagare khane. The military band was used for public

announcements, the signaling of sunrise and sunset, the
closing of shops, and for religious dramas and processions.
During Naser al-Din Shah's reign Western military music was
introduced, and this all but replaced traditional Persian
military music.

In addition, some other Western instruments wers
imported, including the piano and the wvieclin, Eventually
the school of music established to train military musicians
led to other music conservatories, both Persian and Western.

Indeed, the influence of Westerm military bands and training
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on Porsian musicians such as Darvish Khan and Vaziri led to
great changes in the composition and orchestration of
Persian music and consequently in the composition and per-
formance of tasnif.

N5§er al=Din Shah had photographers record the various
events and people during his rule and kept the pictures in
what is now known as the Albam-e Boyutat-e Saltanati.

These pictures include representations of religious,
Western military, folk, and court musical performances,

the last of which is considered here in connection with the
performance of tasnif.

The pictures of musicians who performed for private

court gatherings include the majles-e taglid. what appears

to be a comedy troupe, and the court musicians known as

lamale jat—e tarab (xhV3s). The pictures of the ma jles~e
taqlid show this to have been a group of all male enter-
tainers, varying in number from 8 to 14 with musicians,
boys dressed as women, and other actors or bystanders
(Illustration No. 1)e Of the musical instruments, the
kamanche and dombak are present in all the pictures, with
the dayere and balabin (double-reed wind instrument)
appearing less frequently,

There was a total of 15 different photographs of the
court musicians (‘amalejat-e tarab khVas). Again, they
were all male ensembles, predominately instrumentalists and

singers, with tiwwo pictures including boy duncers. The

52

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Reproduced with permission of the copyright owner.

53

Further reproduction prohibited without permission.




3. CAmalejat~e Tarab Kh'ds in Shahrestd@nak (above)

1

4o In the Anderun

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.




6. Women Musicians
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number of performers varies from 4 to 14 (Iilus. 2). The
musicians were most often seated in a kneeling posture.

The court orchestra, based on the pictures and on historical
accounts, most probably included a santur (hammered dulci-
mer), one or two tar, one or two kaminche, and a dombak,

and possibly a daysre. Whether.the performers in each of
the photographs played together as a group or were merely
posing together has not been clarified. Khoshzamir (1975:
71) states the performance of tagsnif during the Qajar reign
wvas mostly accompanied with the tadr, kamanche, santur, and
dombak, As mentioned on page 49 the dinner parties commonly
used two melody instruments and one drum. The court or-
chestra, which included more musicians than might have been
available to a governor or prince, might have on occasion
or regularly actually performed with more than one tar or
kamanche, The singers of the group appear either without

an instrument or with a dayere or dombak. In these pictures,
some of the famous masters of Persian music are frequently
seen, such as iMirza ‘Abdollah, Sadeq Khan, and Gholam
Hoseyn. Of the 14 instrumentalists identified by name in
the pictures, all but one are mentioned in Khaleqi's

Sargozashte (1974).

The settings for these pictures (of court musicians)
varied: five were outdooirs in th2 sumner quarters at

Sharestanak on the occasion of the Ruz-e Tabkh-e Ash (Day

of Cooking Soup) (Illus. 3), one was in Sorkh-e Hesar,
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another was at another summer location, two were either
indoors or in a tent, and eight were taken in a courtyard
or at the side of a building.

As Lotfi and Davami relatz, the old aristocratic
tasnifs were performed in the biruni and anderun of the
homes. The musical life of the court household was divided
into two parts, that which took place in the Eifﬂﬂi’ or
men's (or outer) quarters and that which toolk place in the
anderun, or women's quarters (Illus. 4), In the Qajar
court there were two separate groups of musicians, groups
of male musicians for the activities of the biruni and
outdoor events and female groups for the events in the
women's quarters. The court musicians played for private
gatherings in the biruni (Illus. 5)e They were the masters
of the radif, the repertoire of traditional music, In
addition to the events in the court, they performed for the
shah when he went outside the city. On his yearly trips
to the summer quarters, he took from 7,000 to 10,000 people
(Ma‘yer al-Malek:126-27), including half of his wives. On
his return he stopped at a place called Sorkh-e Qegar, for
the Ruz-e Tablkh-e Rsh, which customarily tcclt place during
the month of Mehr (September-October) and was formerly held
in Shahrestanak. Princes and members of the aristocracy
were invited to that event, and entertainers wexre brought
in the form of groups of clowns and jesters and court

musicianse.
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In_the Anderun: During the reign of Fath ‘Ali Shah

there was a large group of 50 female entertainers, that is,
instrumentalists, singers, dancers, and actresses attached
to the anderun. They were in the charge of the shah's
wives and lived in a separate building. The women of the
anderun were educated to sing and dance by the best masters
(Morier 1812:225). Wills (1886:17) observes:
Beauty and youth are the few and simple qualifi-
cations for entering the royal harem. Various
accomplishments, such as singing, playing on the
hand~-drum or tumbazk. the tambourine, or the
harmonica, are often acquired after the lady has
been received into the seraglio.
Ma‘yer al-Malek mentions (29-30) an incident where his
grandmother was asked by Naser al-Din Shah to find 10 or
12 pretty girls and send them to study music with the
masters in order to play for the anderun. She sent them
to the male court musicians to study for two years, after
which she arranged a performance for the shah, Some of
these girls were eventually made contract wives of the shah.
The ensembles of the male group and of the female were
similar in compeosition, including performers of <a.,
kamanche, santur, and dombak; a singer; onc or two dancers;
and a number of actors (Khaleqi 1974:423-24) (Illus. 6).
The music of the female musicians, however, was generally
confined to the anderun, and few names of these musicians
have been recorded (ibid.:419). Little is known about

their music, whereas the histories, works, and pictures of

the male court musicians have been much better preserved
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and transmitted,

Of life in the anderun, Bassett writes (1887:269):

The social entertainments of the women consist in

feasting, cating of candies, in gossip, and

dancing by hired dancing girls or boys.

Wills (1886:19) also observes:

The amusements of the ladies are tea-parties,

music, story-telling, the bath~-in which they

spend many hours-~picnics, excursions in the

royal carriages, smoking, and the eating and

making of sweetmeats and confectionery and

pickles.

In addition to the music, dancing, and other entertainments
that were part of the daily life of these women, evening
entertainment took place in the large hall of the anderun,
in the garden, or in the apartment of one of the shah's
wives.

About eight or nine p.m. supper was usually served in
the anderun (Dubeaux 1881:458; Wills 1886:13); lostowfi
states (1945-~6, 1:517) that in spring and summer this was
from one to two hours after sunset and in winter from two
to three hours after sunset. The shah ate alone or with
Anis al-Dowle, his principal wife, After supper the shah
went visiting the women in the anderun and then went to his
own kzll $tc write letters, whcre the wives also gathered
(Mat yer al-bialek:24~26)., They would eat fruit and have
amusements, such as music. Anis al-Dowle had a piano in her
apartment, which the mother of Ma'‘'yer al-M3lek played in

the evenings on the occasions when the shah was visiting

Anis al-Dowle (ibid.:28)., Other women crowded around and

59

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



would sing tasnifs. Gobineau comments on their songs
(1905: 444, transl, MLC):

The king, his mother, and the women of the

anderun produce them without cease, which are

also repeated in the bazaar and in the other

anderuns. But if one changes the words, it is

rare that one makes a new tune,

Some nights, the shah closed off the audience hall, and he
and the women of the household would eat dinner in thsa
carden, where musicians would also be playing (Ma‘yer al-
M3lek:31), and afterwvards go to the building (‘emarat) at
the end of the garden where the women sat on one side of
the room and the musicians on another, the shah watching
both, Aqa Jan, the father of Soma‘ Hogur, who played a
special type of kamanche, was also there.

On occasion, a corner of the large hall of the anderun
was closed off by a screen and the male musicians were led
in blindfold to this enclosure, and then had their blind-
folds removed, so as to allow them to play for the gather-
ings of the shah within the anderun (Mostowfi 1945-6, 1:
518). In addition there were two groups of musicians,
having both males and females, the males being blind
(Mayer al-Malek:39). The Daste-ye Kurha, or Blind
Ensemble, consisted of four men and two women: with tar,
kamanche, dombak, two daf (large dayere), and singer; and
the group Daste~ye Mo’men Kur consisted of four people; a
man (Mo’men), his wife, and two daughters: with dayerao,

dombalk, and hand-organ. The man and one daughter sang and

the wife and the other daughter danced.
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Early in the spring, the shah held an ash (soup) party
for his wives and the wives of the aristocracy. They ate
out in a garden, where the women musicians and blind
musicians were interspersed playing music (Ma‘yer al-Malek:
134-36).

In the anderun at the end of the evening, it was cus-—
tomary {or the court musicians to be present at the time
the shah went to bed. The shah's sleeping quarters had
feur doors, one of which opened onto a place where the male

court musicians would play (ibid.:34-36),

The Influence of Relipgious Attitudes

Since the introduction of Islam into Iran in the
seventh century, the attitude of its advocates and followers
toward music has been problematic. Debate has been main-
tained through the centuries regarding its permissibility
and the conditions of its permissibility. Attitudes have
varied widely, from outright condemnation to advocacy of it
as a means of achieving spiritual growth and enlightenment.
The predominant attitude, however, has been anti-musical,

As Roychoudhury explains (1957:46-49), since the Qur’an
makes no direct mention of music, views pro and con are
based on the sayings and actions of the Prophet, his fol-
lowers, and the leaders of the religion, Qur?3nic chanting
and the call to prayer (ggéﬁ) do not fall under the category
¢

"music" (that is, musigi, sama‘, and ghen3d) and are thus

considered allowable (Farmer 1973:33-=34; Gardet 1970:580).
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Most of the advocates of Sufism, or Islamic mysticism,
favor music and a number of Sufi theologians have written
treatises in the defense of sama’, or zudition.

After an early period of repression, music continued
to be condemned officially but was actively fostered in the
courts of the caliphs and kings and had developed to a high
degree along with other Islamic arts by the time of the
carly Abbasid era (750-847). Periods of repression and
turmoil also had their effect on the lives of the musicians;
they were executed, maimed, or had to flee to other regions
and countries. During the late Qajar period music was still
subject to the disapproval of the orthodox Shi‘e, but
practiced, with some caution, both in the court and among
the people, There were those who fostered music, either as
listener or as performer, and among them were advocates of
Sufism,

The Sufi orders themselves were subject to continuous
criticism and examination as to their orthodoxy, that is,
observance of the laws of Islam. They attempted to achieve
a certain outer conformity to orthodox laws and customs to
the point where some Sufi orders, in order not to arouse
the suspicion of the clergy, limited their music to that
used for the recital of the Masnavi. Sufis were also con-
cerned that music had to excitc spiritual sensibilities as
opposed to carnal ones and were thus careful that a novice

or one who had not mastered his own desires not be included
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in the sama!, From its associations with Sufism, music
thus acquired an aura both of secrecy and of sacredness.
Another aspect of the relationship between music and
Sufism is seen in the existence of the Islamic craft-guilds,
notably from the tenth century to their decline in the
nineteenth century (Lewis 1937:20-27). The life of an
Islamic city was organized around craft associations which
included guilds of musical groups, of singers, of musicians,
and of instrument makers.¥ These guilds became linked with
Sufism and the Sufi brotherhoods (ibid.:27-29). Each guild
had a sheylh or ostad as the head of the order who would
determine the admittance, time of study, and discipline of
an apprentice (ibid.:30~31). And, according to Lewis
(ibid.:37) the guilds "always had a deep-rooted ideology,
a moral and ethical code, which was taught to all novices
at the same time as the craft itself." 1In the spiritual
path of the Sufi there had to be an affinity between the
sheykh and disciple for the disciple to be accepted. Many
times the seeker might be rejected, treated rudely, or sub-
jected to a number of rigorous disciplines or tests before
he would be admitted into the service of that sheyi:h

(Schimmel 1975:101-2), From the time of admittance the

sheykh had almost unlimited authority over his disciple,

*One hundred thirty-five musical guilds of various types
were listed in a survey of guilds made by order of Soltan
Morad IV in Constantinople in 1638 (Efendi 1834:100, 225~
240).
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Certain aspects of these attitudes about the master-
student relationship survive in various forms among preseni-
day musicians. Their ostads often made it difficult for
students to study with them; imposing in some cases tests
of sincerity, worthiness, and endurance. Many musicians
still emphasize the spirituality of the tradition and the
necessity fcr guarding and preserving the essential charac-~
ter of this tradition, A distinction is often made between
the entertainer and the master musician, the one playing
for worldly gain and the other playing for the purpose of

mcditation and for achieving the true hal, or ecstasy.

Status of the Musician

Professional musicians were drawn from different groups
of people, including religious minorities, members of
tribes (Lorey 1907:163-65), and lutis* (Bassett 1887:273;
Orsolle 1885:240; and Sykes 1910:281), and in the words of
one observer (Bassett 1887:273) others of low social stan-—
ding in society. According to Khaleqi (1974, 1:21) the
musician was known by the term ¢amale-~ye tarab or

.

‘amalejat-e tarab, merriment maker, which he considered an

indication of the low status of the musician. This status
was greatly influenced by the negative attitude generally

held toward secular music by the followers of Shi‘e Islam.

*Luti, according to Orsolle (1885:240) is a man with no ob-
servablie profession who practices a number of pursuits such
as Jjuggler, story-teller, and mountebank,
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The life of a musician under these circumstances was dif-
ficult and sometimes dangerous, and the music orf the radif
particularly became a cloistered and closely guarded
tradition,

The radif musicians relied on patronage by members of
the court and aristocracy or sometimes spiritual groups
such as dervish orders, Chardin states that among the
entourage of governors of large provinces are their bands
of musicians and their bands of dancers (Chardin 1735, 2:
205), Although this statement was written in the eighteenth
century, it apparently held good at least through the reign
of Mozaffar al-Din Shah (to 1907), since the master of tar,
Darvish Khan, was employed in such a capacity. Mallﬁ@
states that, for purposes of patronage and protection,
musicians were often forced to go to the mystic societies
or to wealthy and powerful patrons such as the princes or
rulers, where they were retained as part of the patron's
retinue and not allowed to perform outside for others

(Mallah, Payame-e Now 1954, 7, 1:69). Changes in the tra-

ditional system of patronage and private instruction began
occurring in the mid-1800's wheﬁ Western music~making was
introduced in the form of a French bandmaster and military
band. Military music instruction was established and this
expanded later into a conservatory of musie. The political
and social changes of that time took Persian music gradually

into more public arenas and made it more widely available,
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Darvish Khan is a transitional figure who grew up under the
patronage system. As a member of a prince's retinue, he

was obliged to travel with the prince and to be at his sole
disposal., He eventually broke with this tradition and
established his own orchestra under the auspices of the
Anjoman-e Okhovat (Society of Brothers), a dervish order.

He organized the first concerts and brought the music within

reach of the general public (During 1975:ik45).

SUMMARY

A number of extant tasnif texts date from the Timurid
period (ca. fourteenth century) which provide insight into
language and meaning and to a certain extent into form,
rhythm, ancd mode. These tasnifs, which vary in content
from love songs to political satires, are performed in
various settings. The tasnifs under study are those that
were associated with the aristocracy and performed for
their parties, picnics, and weddings, and for private
entertainment with the home.

In the Qajar period, musical ensembles were small and
were either all male or all female, the males performing
in the biruni (exterior) part of the home and the females
in the anderun (interior) part. Exceptions to this were
occasions when males were either blind or blindfolded and
led into a screened-off portion of the anderun. Histories
have tended to record the names and activities of the male

ensembles, particularly the court musicians, who were
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performers and transmitters of the radif,

The status of the musician was generally low and un-
stable, due in part to the predominantly anti-musical
attitudes among the orthodox Shi'i Moslems. Music of the
radif, while fostered in the environment of the court,
became a closely guarded tradition. Practiced for centuries
by members of the Islamic craft guilds associated with the
Sufi brotherhcods, music was treated as 2 sacred trust and
the passing of the tradition from master to student was
done with great care and caution., Musicians played for
and relied upon the patronage and protection of nobles and
princes until political and social changes during the late

nineteenth century brought music to the goeneral public.
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CHAPTER THREE
TASNIF COMPOSERS AND PERFORMERS

OF THE LATE QAJAR PERIOD

The examples or tasnif chosen for this study are main-
ly from the late Qajar period, that is, the end of the
nineteenth and beginning of the twentieth centuries. Many
of the tasnif composers are unknown to us, although some-
times portions of the poetry of well=known poets such as
Sa‘di are used in song composition., Out of this perioc have
emerged, in addition, known composers, such as Sheyda and
‘Kref, who have become the representatives of traditional
tasnif composition., With the developments of Westernization
and changes in society there were also changes in poetic
themes and poetic and musical style which affected tasnif
composition, orchestration, and performance. The dastgahi

tasnifs are examples of one particular type of development.

OLD, ANONYMOUS TASNIFS

I have treated the subject of these older tasnifs in
chapter 2. They, with the zarbi from the radif, constitute
the song heritage of the composers of this later pericd.
The examples studied in this work were learned and recorded
from Nur‘ali Borumand who was in the line of court musicians.

In particular he studied with Qahremani who was one of the
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better known students of Mirza ‘Abdollah and was a master
preserver and exponent of the radif. Mirza ‘Abdollah (see
- chapter 2, Illus. 3, p. 54, second from the left seated)

(ce 1843-1918 [/H.G. 1259-13377) was a noted court musician
whose radif is considered to be the main source of contem-
porary Persian classical music as taught in censervatories
and universities in Iran., Mohammad Lotfi, one of Borumand's
principal students and also a teacher of his version of the
radif at Tehran University states (31 May 1975) also that
Borumand's tasnifs are those for the anderun and biruni of
the aristocracy. He (Borumand) learned them from ‘Abdollah
Davami (Borumand says by listening, not as his student), who
was well known for tasnif singing and playing the zarb
(Khaleqi 1974, 1:366). Khileqi also states that he (Davami)
knew all the old tasnifs and considers him to be the"
"preserved tablet" of metric singing (ibid.:367). Davami
himself stated that tasnifs were in the hands of one family,
the family of Soma' Hozur and that he learned them from
them (interview, 1976 Zg Mehr 13557). Soma* Hozur was a
student of Mohammed Sadeq Khan, the head of the court
musicians (Khaleqi 1974, 1:135), and was a master in santur,
dombak, and singing tasnifs and metric tunes ($afvat 1971:
61). According to Lotfi and Davami, these tasnifs were
performed for the aristocracy and not for the people.

Lo?fi States that ‘Aref was the first person to bring this

type of music to the people. Of the four old tasnif examples
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studied in this work, all have unknown musical composers,
and three have known poets for at least part of the piece:
sa‘di (A3, A4) and Nishaburi (A1) (Mirza ‘Aboljavad
Nishaburi, 1864~1926, known as Adib-e Nishaburi /Tsuge 197k:

2787).

SHEYDA (ca. 1843-1906)

After Somd' Hozur and other song writers in the envi-
ronment of the court, the most important tasnif composers
was °‘Ali Akbar "Sheyda" whose tasnifs are considered in
Iran by classical musicians as the best examples of the
classical ta§nif of the lyrical tradition., He drew both on
the court tradition (Davami, interview, 28 September 1976)
and on popular tradition (Badi‘i 1976:92). This was a part
of the nineteenth century trend in language and poetry
toward simplification and popularization,

Mirzi ‘Ali Akbar Shirazi, whose pen-name was Sheyda
("lovesick", "insane") was born in Shiraz ca. 1843 and died
in the Sufi monastery (khinegdh) of Safi ‘Ali Shah in
Tehran in 1906 (Ateshi 1974:16; Badi‘i 1976:82) or 1908
(Khoshzamir 1972:17) (see Illus. 7). He was a composer of
ghazals and tasnifs, and also sang and played the setar.

He left Shiraz at a young age to follow the spiritual leader
(morshed) Safi ‘Ali Shah, a Sufi of the Ne‘matolldhi sect

(Ateshi 1974:14), He also followed this morshed's successor
$af5 ‘Ali Shah, or gahir al-Dowle, who founded the Anjoman-e

Okhovat (Society of Brothers), Zahir al-Dowle had been an
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7. Sheydd (cover, MT 4, 179 /Sept. 19747)
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aristocrat during the time of Nﬁger al-pPin Shah and became
a political figure favoring the revolution during the time
of Mozaffar al-Din Shah (Khaleqi 1974, 1:75).

Davami, the acknowledged living master of the old
tasnifs of the aristocracy claims that Sheyda had no formal
training in music but in attending the gatherings of the
court musicians picked up some knowledge of their style.
Zahir al-Dowle was also a tasnif composer. He encouraged
musicians, including Sheyda, and organized concerts in the
Anjoman-e Okhovat. A number of musicians werce associated
with the Anjoman and its concerts, which were directed by
Darvish Khan. Darvish Khan was a student of Hoseynqoli, a
court musician, and was himself at one time in the service
of one of the princes. The tasnifs of Sheyda were per-~
formed at these concerts, which were given at gatherings
and celebrations of the Anjoman in the house of Zahir al-
Dowle, or in the gardens of Bahjat Abad or ' Eshrat Abad
(Khaleqi 1974, 1:76=79).

Aside from composition for the Anjoman, the main im-

petus for Sheydd's tasnif composing is attributed to his
love for a woman named Marziye. As the story is told,
‘Ali Akbar, a Sufi dervish, old and impoverished, falls in
love with a young Jewish singer. He goes mad with unrequie-
ted love and writes songs to her and about her, singing them
to himself late at night. He leaves the khaneqah (Badi‘i

1976:82), and when he is eventually brought back, "nothing
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was left of his body and soul" (Ateshi 1974:15, transl,
MLC). A parallel to this story concerns another mystic,
Sheykh San‘én, who fell in love through a dream with Torsa,
a Christian girl in Rome, leaving his students and becoming
the tender of Torsa's pigs. His students eventually find
him and bring him back to the path of spiritual pursuit.
Both Davami and Khaleqi mention (1974, 1:354) that at least
one of Sheyda's tasnifs was written for his close companion,
Esma‘il, who killed himself over an unfortunate business
venture.

What remains of Sheyda's poems and tasnifs has not been
determined with certainty, except for the existence of a
collection of ghazals copied for Hoseyn Yazdi; one of the
dervishes of Safi ‘Ali Shah (Ateshi 1974:16)., The number
of "authentic" tasnifs claimed to be extant is wvariously
10 (ibid.:17), 18 (Borumand in Khoshzamir 1975:17), and
60 (Badi‘i 1976:86)--a figure that includes all the Golha
Sheyda tasnifs. Of the works consulted, "Ela Saqia,"
"Emshab Shab-e Mahtab," and "Dush Dush Dush Ke An Mahlaga"
were mentioned by four sources, including Khaleqi and
Borumand; both of whom actually had contact with the older
musicians who knew Sheyda. The examples included in this
study are "Emshab Shab-e Mahtab," mentioned above, and two
others: "Geriye Konam" and "Ta Gham-e Hejr," the last two
performed by Borumand. For further information regarding

Sheydd's tasnifs see Ateshi (1974), Badi‘i (1976), Khileqi
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(1974), and Khoshzamir (1972 and 1975).

Borumand and Karimi both feel that Sheyda's are the
best examples of old tasnif, in both poetry and music and
in the relationship between the two, ‘Arerf in his Divan
says in this regard (Qazvini 1968:331-32, transl. MLC):

When I bogan composing tagnifs and nationalistic

soruds, people imagined that tagnifs in Iran

should be composed for the whoxres of the court

or "Babii Khan," the cat of the Shahshahid, or

from the imouth of wrongdoers for other wrong-

doers. « « « From 20 yocars ago,; the latc Mirza

‘Ali Akbar Sheyda . « . made changes in the

tasnif and most of his tasnifs had plecasing

melodies.

Badi'i states (1976:85) that the language of his
tasnifs was close to the language of the common people and
for that reason was easy for them to graspe. As to his
style, Badi‘i states that at first Shevda composed tunes
on noems and ghazals already in existence, mostly those of
Sa‘di. He also wrote tasnifs in Sa‘di's style or that used
a line from Sa‘di (ibid.). Khoshzamir also classifies
Sheyda's tasnifs: (1) those beginning with an ‘aruz text
and continuing with syllabic poetry, (2) those based only
on ‘aruz, and (3) those based on syllabic poetry (1975:18).
He also divides these same tasnifs on a different basis
according to whether they have (a) a slow tempo, (b) a quick
tempo (like reng), or (c) a combination of tempi. Most of
Sheyda's tasnifs are in the third category, usually starting

"yitha slow tempo, and after a full cadence the second part

starts on a different theme with a fast tempo" (ibid.).
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HISTORICAL AND LITERARY DEVELOPMENT

At the beginning of Qajar rule, Iran was a feudal
society with agriculture as the chief form of production
and a class division between peasants and landlords, the
latter of whom held the economic and political power
(Keddie 1955:5). "During their reign /Qajar, 179419257
Persia was transformed from a medieval Islamic monarchy
s » o into a constitutional monarchy. . . . The crucial
factor bringing about tbis change was the contact which
developed between Persia and Western Furope and Russia in
the nineteenth century" (Lambton 1970:433).

Naser al-Din Shah, as a crown prince, had in 1816-17
introduced into Tabriz the first printing press in Irane.
In 1851 his minister, Anir Kabir, opened the Dar al-Fonun,
which taught modern science and foreign languages. The
printing office of this school published the manuals that
represented the first translations from European languages
into Persian (Machalski 1965:18). Also in 1851 the first

newspaper, Ruzname-ye Vagaye‘-ve Ettefiqive, was published.

One of the initial results of publication for a mass
audience was to simplify the language style and to intro-
duce translations of Western literary forms such as the
novel: this resulted eventually in the production of new
Persian literary forms. As mentioned earlier, Sheyda‘'s
tasnifs are examples of the development towards simplifi-

cation and the use of spoken language.
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Increasing economic contact and trade with the West,
the importation of Western manufactured goods, the increase
of commercial and industrial activity, and the introduction
of reforms increasingly broke down the structure of the old
agrarian economy and at the same time increased the coun-
try's need for momney. The rivalry of Russia and England for
spheres of influence in Iran joined with Nager al=Din Shah's
neced for money and resulted inhis granting of concessions to
private individuals and tc the gosvernments of these coun-
tries in such areas as mining, banking, fisheries, and
railway construction, The granting to a British subject in
1896 (Upton 1961:8) of the concession for the production,
sale, and export of tobacco precipitated a crisis over this
practice and led to the banning of the use of tobacco by
the leading mojtahed. Mozaffar al-Din Shalhi's loan to the
Russians in 1900 (Avery 1965:122) culminated in the bast
(asylum) of 1904 where "some two thousand mullas and
merchants retired to Shah (Abdul-Azim, and demanded an
t {Adalat Khanah,' House of Justice, and the dismissal of
the repressive ministers of Muzaffaru’d-Din Shah's pro-
Russian policy, the Aminu'd-Daulah and ‘Alau'd-Daulah"
(Avery 1965:126), A second agitation for reform forced the
shah to granta constitution which allowed the formation of
a representative assembly (majles). The first such as-
sembly opened on October 7, 1906 (ibid.:126-28). From that

time to the coup dtétat of Colonel Regﬁ Khan in 1921, a

struggle for power developed; this involved the Qajars,
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democrats, foreign powers, socialists, the Bakhtiari tribe,
and other leaders.

The period of the Constitutional Revolution, as it has
come to be called, can be said to include the time period

from the tobacco concession to the coup d'dtat of Rega Khan

(1890~1921), with the granting of the Constitution in
August 5, 19G6 as the turning point. Journals at this time
became the forum for tho revolutionary cause, for the
spreading of information and for the airing of grievances,
At the time of the revolution many poets wrote for journals
and also founded jourmals, addressing their poetry to
revolutionary issues. They wrote poems soon after events
and provided information, expressed grievances, or directed
public emotion and action. In Iran, since the ninth cen-~
tury, poetry has been the "main conveyer of artistic
creativity" (Soroudi 1972:43). Soroudi (ibid.:xiii) states
that: "Poetry was used to educate and excite the people,
thus assuming a topical and exhortative nature. The change
of content and the exhortative character resulted in a
fertile interaction between the hitherto highly ornamented
poetic language and the living, colloquial language."

Further, she states: "Poets were revolutionary mainly
in their political and social ideas, classiczal minded in
their poetry" (ibid.).

The Revolution deprived the court of its supremacy

in favor of the people. No longer dependent on

the court, the poet addressed his poetry to the
vast number of people rather than to a limijited
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circle of courtiers. As a result, the traditional

subjects~-=-especially panegyric--were pushed aside

and new themes of social and political concerm

gained prominence. . . o The demands and condi-

tions of the Revolution did not favor drastic

changes in poetics. Therefore familiar clements

of Persian poetry on its different levels were

emphasized, Poetic language was simplified and

even approached the colloquinl, to suit the needs

of the people. Rigid classical forms and styles

lost their prominence, at least temporarily, and

folk forms, genres, and styles, especially

ballads, became popular.(ibid.:xii-xiii).

Ta§nif and tarane played an important part in the
process of struggle. Many poets of this period wrote both
in conventional poetic forms, particularly the ghazal, and
in song form, tasnii, publishing the texts of tasnifs and
soruds in their jourmnals and in separate song=sheets as
well as performing them or having them performed. The tag-
nifs were performed in revoluticnary societies (anjomans),
at informal gatherings, and in concert halls in the major
cities, particularly in the theater of the Grand Hotel on
Lalezar Street in Tehran,

The most popular poet of this time, who also wrote

tagnifs, was Seyyed Ashraf al-Din Hoseyni (1871-1931), He

published a one-man newspaper, Nasim-e Shomal, which ap-

peared between 1907 and 1911, Second to him in popularity
was Abolgasem lAref Qazvini, famous for his tasnif com-
position, but who also composed ghazals, some of which he
sang in his musical performances. It was in (Aref's tasnifs
that Sheydd's lyrical tasnif joined with topical popular

song and was used in the exhortative manner of the rest of
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the body of nationalistic, revolutionary poetry. In ‘Aref's
tasnifs, moreover, some of the major events of the revo-

lution can be followed,

“AREF (1882-1934)

The tasnif composer Abolqgasem ‘Krcf—e Qazvini (1882—
1934) (Illus. 8, p. 80) drew upon the traditions of classi-
cal, popular, epic, and religious song to reinforce and
prepare his direct political appeals., He puts his country
in the place of the beloved and uses traditional themes to
arouse patriotic sentiments in his audience. As ‘Aref was
the most influential tasnif composer and performer of the
period of the Iranian Constitutional Kevolution, his works
were learned and repeated and had a great impact upon the
sympathies of the people; they are remembered and performed
todaye

‘Rref, one of the most interesting and charismatic
figures of the poets and musicians of his time, stands out
for his varied and trying life. The period of his child-
hood and youth in the city of Qazvin provided him with a
basis for developing his later pro-revolutionary tagnifs.
He refers to the dissension in his own household; pointing
to the hyprocrisy, corruption, and oppression by his clergy-
man father both in the family and in the city. His feelings
of injustice and persecution were compounded wher an early
and only marriage of his was annulled because of intrigues

by the bride's parents. (Aref's father "forced him to
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The Poet *Arif of Quzwin

8. 'Aref (Browne 1914:252)
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become a rowzeih-khan, a professional narrator-

singer of the tragedies of Karbald, so as to excite weeping
and lamentation" (Soroudi 1972:165). He studied music for
14 months between the ages of 13 and 14 with Haji Sadeq
Kharrazi (Qazvini 1968:71) and worked for two or three years
as a religious singer. His period of religious and musical
training gave ‘Aref a background in the traditions of both
classical and religious music and poetry. The religious
theme of the opposing forces of good and evil, personified
by the struggle between the Imam Hoseyn and his enemies
Yazid and Shemr at Karbala in Iraq, was used in songs meant
to arouse emotion against a corrupt regime. Soroudi (1972:
61) states that during "periods of struggle, especially
during the Constitutional Revolution, the king and the
ruling class were frequently identified as the wicked Shemr
and Yazid, and the struggle against them was considered as
the second battle of Karbala," The function of the reli-
gious singers was to portray the injustice and oppression
of the innocent in such a way that the audience would be
overcome with grief and emotion, ‘Aref found his back-
ground in emotional elicitation and portrayzl of oppression
and victimization extremely useful in composition and per-
formance. In his political tasnifs, he went one step fur-
ther and after drawing out an emotional response to the
injustices of his time exhorted his audience to action

against their oppressors.
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From his classical music training, ‘Aref lcarned the
art of ghazal composition and performance. The ghazal, a
lyric poetic form, became pepular during the revolutionary
period because of its tradition of musical performance and
the practice of interspersing lines of social coumentary
in between philosophical and erotic subjects (ibid.:220).
In addition, its language "could be enjoyed at its dife-
ferent levels by a great number of people" (ibid.:273).
‘Aref was thus aware of and used the traditional symbols of
wine, flowers, nightingales, and spring.

‘Aref began composing his own songs at the age of 1k
(Khoshzamir 1975:19). His early tasnifs were love songs.
Though he never remarried, his attraction to wonien was well
Inmown and he wrote songs inspired by them. His first ex-
tant tasnif, "Didam Sanami" (Qazvini 1968:340) was written
at the age of 17 in 1897, for an Armenian girl. Other
tasnifs were written for the daughters of Naser al-Din Shah.
The lyrical example studied in this work, "Shane Bar Zolf"
(c10), was written while ‘Aref was in Istanbul (1919
ZE.G. 133§7) and was inspired by his seeing a pretty girl
on the streets (ibid.:390, Tasnif No. 19).

After moving to Tehran in 1898, ‘Aref found favor as
an entertainer in aristocratic circles and was offered a
position at the court, which he refused. He eventually
joined the supporters of the revolutionary movements. He

applied his whole talent and energy to whatever appeared
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to him to frece his countrymen from oppression, At the time
of the granting of the Constitution in 1906, (Aref was not
yet writing tasnifs for the revolution., It was the events
fsllowing, where Mohammad ‘Ali Shah succeeded in 1908 with
Russian intervention in bombarding and closing the parlia-
ment, that precipitated ‘Aref's political tasnif writing.
In his tasnit's, he substituted the nation for the beloved
and its people as its lovers (Borumand, interview, 1975),
In responding to the economic and political events of the
late nineteenth and early twentiocth centuries ciref was
joining a number of other poets who used poetry and tasnif
as effectaive political vehicles for mobilizing pro~revolu~
tionary sentiment. When revolutionary forces combined and
entered Tehran and deposed the shah in 1909, ‘Aref composed
his first tasnil with political overiones, "Ey Aman az
Faraqat." He began to sing in demonstrations and in re-
volutionary meetings, traveling from town to town per-
forming his ghazals and tasnifs. Both Davami and Ney Davud
mentioned that he performed in the theater of the Grand
Hotel, In general, Shokrollah Khan was his accompanist on
tar, but Ney Davud also mentions that occasionally he and
Darvish Khan accompanied ‘Aref at the performances where he
sang avaz and his own tasnif compositions.

One of his best tasnifs, "Hengam-e Mey" (C8), was
written during the period of the Second Parliament (1909-

1911) and dedicated to Heydar Khan ‘Amoghli, a revolutionary
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figure. This worlk is a good example of the combination of
ghazal metaphor, emotional appeal, and call to action,

Throughout the rest of the period of the revolution,
(Aref continued to write and perform songs protesting dif-
ferent events and injustices, reflecting his moods, and
championing his personal causes. At one timc he took up
residence in Istanbul (ca. 1914-~1915), supporting the
unity of Islam under Ottoman rule. In 1918 (H.G. 1336),
when he became aware of Turkey's intentions to annex the
Iranian province of Kgarﬁaijin, he became extremely
disillusioned and wrote "Che Shurha" (C9) as a warning to
Iran (Qazvini 1968:382-85).

Other occasions inspiring his songs now follow:

(1) In 1911 the deposed shah, under the aid of the
Russians re-entered Iran and tried to regain the throne
(Upton 1961:37) ("Del Havas," ibid.:360-62, written 1911
/H.G. 13287).

(2) The Russians issued an ultimatum to dismiss the
American Morgan Shuster, who had been hired by the Second
Parliament in 1911 as Treasurer-General to bring order into
Persian finances ("Nang An Khine," ibid.:364~66, written
ca. 1911 /H.G. 13297).

(3) "Geriye R3a Be Masti" (ibid.:373-78, ca., 1911
/B.G. 13297/) was composed while Niser al-Molk, Regent to
Ahmad Shah, was in Euxope. Since it contained critical

references to Naser al-Molk, when he returned and heard
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about it, he ordered ‘Aref's arrest. C‘Aref left Tehran to
escape prison,

(4) "Geriye Kon" (ibid.:393-408, written ca, 1921
[ﬁ.G. 13&97) was written to protest the death of Colomnel
Mohammad Taqi Khan at the hands of a terrorist, ‘Aref
championed the leadership of Taqi Khan in Mashad and con-
sidered him the last person to defend the rights of Iran
(ibid.:394).

Soroudi mentions the number of times ‘Aref set his
hopes on causes and was crushed when they were defeated.
A number of his tasnifs are songs of disillusionment and
depression, After his last cause, the republican movement,
was suppressed and Reza Khan was crowned shah (1925), ‘Arer
once again became disillusioned and retired to Hamadan
where he lived in poverty and seclusion till his death
in 1533=-34,

‘Aref's Divan (Collected Poems) was first published

in 1924 in Berlin and the Kolliat—e Divan in Tehran in

1949 (Khoshzamir 1975:19). The texts and histories of 29
tasnifs attributed to him arc included in this later work.
Those who have evaluated the man and his works try to
make it clear that v ‘Aref was a patriot, but not a
revolutionary" (Sorcudi 1972:168), that he did not really
understand the revolution and would follow any one or any
cause that appeared to provide a solution. He successfully

captured the sentiments of the people of that time,
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particularly in the thrce tasnifs mentioned above:
"Hengam-e Mey," "Nang An Khane," and "Geriye Kon" (Qazvini
1968:393-94). Mallah criticizes him for his jealousy and
ill=-treatment of musical colleagues, his excessive love of
women, his ill-temper, and his lack of will ("Sharp-e Halv
MMR 1960, 36:22), He went from cause to cause, woman to
woman, and house to house, having no home of his own.,
Persian musicians criticize his ta§nifs (Karimi, Khaleqi,
Ialla@) for whnat they term lack of harmonization between
poetry and music, possibly basing their criticisms on the
ideal of avaz in which the music subserves the expression
of poetic meaning., Among the criticisms made are that
‘Rref awkwardly or incorrectly accents a syllable, nonsen-
sically repeats syllables, words, or phrases, and adds
"filler" words, such as "my dear," and "God" (Khileqi 1974,
1:10-11; Malladh, “"Sharh-e HAl" MMR 1961, 43:22). Malldh
feels that in such ways ‘Aref sacrificed the poetry for the
sake of the melody. Soroudi points out, however, that lack
of eloquence or correctness is balanced by sincerity,
charm, and comprehensability (1971:169).

However much he was criticized for breaking tradition
and for failing to conform to an idealized conception of
tasnif composition based on the avaz ideal cf poetic pri-
macy, ‘Aref none the less did continue to write in classical
forms (for example, ghazal in C10; mostazidd in C8; and

mosammat in C9) and to use classical poetic meters and
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themes (see chapters 5 and 6), His songs have remained
popular among the Persians till the present time, Machalski
states that ‘Aref sang his tasnifs at public concerts where
"he made his audience cry and provoked explosions of en-
thusiastic patriotism" (1965:74, transl. MLC). Khaleqi
mentions that it was common during ‘Aref's time for some
people to keep booklets which had copies of ta§nifs commonly
sung, including those of ‘Aref, and during tasnif singing
they would sing together (1974, 1:85),

‘Aref's tasnifs served as news carriers and as emo-
tional rallying points. He drew on traditional themes and
forms to relate to his audience and direct them to act in
behalf of the revolutionary cause. Machalski (1965:74,
transl. MLC) states: "The work of ‘Aref has truly enriched
the literature of Iran, it has participated in reviving
patriotism and constituted a true asset to the work cf the
Iranian revolution of 1906=1911,"

(lref remains a nationalist symbol to the Iranians and
as such he and his tasnifs are venerated and performed as
part of the continuing classical and national tradition of
Persian music. During the Pahlavi regime political eriti-
cism was severely repressed inside the country., However,
by that time the tasnifs of ‘Aref were an houcrad part of
the classical repertoire and were performed as reprasen-—
tatives of both Persian classical music and Iranian natio-

nalism, They malke few direct references to personalities
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or regimes, however, but point rather to the conditions of
injustice, oppression, corruption, foreign interference,
imperialism, and loss of national pride. They were thus

in a unique pesition to serve as vehicles for the expression
of frustration and criticism for those who chose to sing

them and to listen to theme.

OTHER COMPOSERS

As both Sheydda and ‘Aref had done, Mohammad ‘Ali Amir
Jahed (1894-1977 /H.G. 1313~Shahenshidhi 2536) composed both
melody and words himself. His numerous tasnifs include
both nationalistic and lyrical themes, He accompanied him-
self on the tar and taught his tasnif's to others (Khan ‘ali
1977:24)., Many of them were recorded by Qamar, including
"Aman Az In Del® (D11). Borumand estimates (interview,

6 May 1975) that this tasnif was composed ca. 1935. Jahed's
works are not considered by Persian musicians as having
either of the quality of those of Sheyda or the charisma of
those of ‘Aref. They do, however, include many performatle
tasnifs which are also included in classical performances

of the radif,

A number of poets at the time of the revolution wrote
nationalistic songs, such as §adeq Khan Adib al-Mamalek
"Amiri" (1860-1917), H2ji Mirz3 "Yahya" Dowlatdbadi (186i4-
1940), Seyyed Mohammad Rezi Mirzade ‘Eshqi (1893-1924),

and Mirza Mohammad Taqi Malek al-Sho‘ara’ "Bahar®"
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(1886-~1951) (see Machalski 1965). Bahar, an outstanding
literary and political figure, wrote the lyrics to a number
of tasnifs, the most famous of which is the revolutionary
"Morgh-e Sahar" (D12), The music was composed by Morteza
Ney Davud, a tar performer and teacher in the court music
tradition, lknown forxr his discovery of the singer Qamar and
his concerts at the theater of the Grand Hotel,

Starting in the time of Reza Shah, the composition of
critical or satirical tasnifs expressing individual views
was suppressed in Iran, although Persians in other countries
have continued thc tradition up to the present time. Types
that were encouraged were nationalistic or instructional
soruds and lyrical tasnifs, although continuing experiments
and influences from the music of other cultures have changed

some of the musical appearance of the tasnif.

PERFORMERS OF TASNIF

Traditionally speaking, the tasnif was performed by a
singer accompanied by a small ensemble, usually consisting
of one or two melody instruments (for example, tdr and
kamanche) and a drum (dombak or dayere). Although Sheyda,
‘lref, and Amir Jahed all performed their own tasnifs, only
¢Aref became known as a public performer. Among the most
famous of singers of Sheyda's tasnifs in former times was
Jamal Safavi (Badi'i, 1976:83). One of the earliest
performers of ‘Kref's tasnif's was ‘Abdollah Davami

(born ca. 1891 /H.G. 1310/) mentioned earlier.

89

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Unfortunately he did not make many recordingé, and although
his avaz radif has been recorded by the Ministry of Culture,
his ta;nifs were not preserved for public use., Many con-
temporary singers, Marziye, Parisa, and Shajarian, for
cxample, have been learning tasnifs from him with a view

to preserving and reviving them before they are lost,

The performers in the older recordings studied here
include Eqbal Soltan (C9) and Qamar (C10)*. Eqbal al-
al-Soltan (d. aged 105 in 1972 /H.S. 1351/) was born in
Qazvin (one of the provincial cities of Iran), He studied
voice with a ta‘ziye singer. He eventually went to Tabriz
and sang at the court of prince Mohammad ‘Ali Mirza,
accompanying him to Tehran when he became shah (Lotfi 1975=
74:65-68). He became a well-known singer for the ta‘ziye
of the Tekiye Dowlat, the government theater. Because
throughout his career he sang in both ta‘ziye and majlesi
styles {(for secular gatherings) his latter style was in~
fluenced by the former. He sang both in Tabriz and Tehran
under different regimes and was one of the early singers
who made recordings in Tiflis, along with Darvish Khan.

Qamar (1906-1959 /H.S. 1285-1338/), who is comnsidered
one of the gréatest female singers (Malldh, PN 1965, 7, 3:
21; $afvat 1971:71), originally learned the tradition of

religious singing from her grandmother, who was a rowzekh'an.,

*There is also an identical recording which is attributed
to the singer Iran Dowle Helen.
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She studied Avaz with Morteza Khan Ney Davud and later
performed with his orchestra at the theater of the Grand
Hotel (now called Theatre Dehqdn). She was the first woman
artist to appear and sing without a veil in public (Dehgan
1975:18), and was one of the first singers for the radio,
which was established in 1630 (Badi‘i 1976:125), She made
about 200 records (ibid.:102). In addition, she was known
for the strength and warmth of her singing and for her
generosity and philanthropy. Like ‘Rref, however, she died
forgotten and a pauper. Of the old tasnifs, she reccorded
many of Amir Jahed's and some of Bahir's and ‘Aref's. In
addition to Qamar, Rubangiz, Moluk garabi, and Iran Dowle
llelen were among the old tasnif singers for the radio.

Nurf{ali Borumand (1906-1977), who was the performer
in several ecxamples (Al1-4, B5-6, C8-10, E13), as mentioned
earlier, was himself not a singer. He studied with Darvish
Khan (tar), Vaziri, Ma‘rufi, Soma‘i (santur), and
Taherzade (3vdz). He also studied medicine in Europe but
was unable to continue because of gradual loss of his
eyesight. From 1965 he taught music of the radif at Tehran
University, helping to revive interest and ability in the
traditional performance of Persian classical music.

When in 1955 (H.S. 1334) the radio began to present
the Golha programs ("Orkestr-e Golhia" 1961, 64:26), or-
chestrated settings of traditional Persian music, a number

of singers appeared who became identified with singing the
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old tasnifs. The singer Marziye (not Sheyda's Margiye) is
largely responsible for reviving and reintroducing the works
of Sheyda (see B7). She began singing on the radio in

1948 (H.S. 1327) ("Orkestr-e Shomare-ye 3 Radio Tehran,"
MMuzik 1957, 6, 3:22) and has spent years reviving tradi-
tional tasnifs.

Gholdmhoseyn Banan (b. 1911 /H.S. 12907) (C9) was
raised in a musical environment and first studied music by
imitating the musicians in his own family. He frequented
religious gatherings, learning from religious singers and
from Mirza Taher Zia' Rosa’i and Naser Seif. He also
became a singer for radio in 1942 (Mallﬁg, PN 1959, 1, 11-
12:9), later performing in the Golha programs, particularly
the tasnifs of ‘Aref. Aldhe (C8) also sang for the Golha
programs ("Orkestr-e Golha," MRI 1961, 64:26). Nader
Golchin has also performed tasnifs with a large orchestra,
although not for the Golha programs, and has performed for
the Ministry of Culture and for Iranian television (C10 and
D12).

Izadi (D11) and Shajaridn (C8) are among the younger
performers who have been participating in another revival
of traditional music and tasnifs, studying with Borumand
and Davami in addition to studying tape recordings of the
old masters. New musical groups such as Goruh-e Sheyda
(Shajarian) have as their goal the revival of traditicnal

-

torms,; stvles, and performance contexts.
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Mahmud Karimi, singer of the radif examples (E14-15,
F16), considers himself a teacher rather than a performer
and is the master teacher of avaz at the National Conserva-
tory of Music and atl the Center for Preservation and
Propagation of Iranian Music., He learned his vocal radif
from ¢Abdollah Davami (safvat 1971:72). He alsc studied
the setar, which he uses in avaz instruction, with

Hiji AqQd Mohammad Irdni, a student of Mirzad SAbdolldh,

SUMMARY

Tagnif composers of the late Qajar period are repre-
sentatives of both traditional forms and of style and theme
changes. One of the developments in the Iranian poetic
style of the nineteenth century was the simplification of
language designed to appeal to a new mass audience ocutside
the circles of the court and aristocracy. Both Sheydd and
(Aref use language common to the people., While Sheyda's
works were lyrical in their subject matter, CAref had both
lyrical and topical tasnifs, and responded as other poets
and composers did, to the events of the Constitutional
Revolution (1890-1921), Sheydi, ‘Aref, and Jahed represent
the ideal in tasnif composition, as they composed both
lyrics and music themselves and also performed them,'ﬂref
for a public audience. Later performers and arrangers have
periodically revived their works and have kept them within

the current classical performing tradition.
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CHAPTER FOUR

THE MEANING OF THE TEXTS

The poetry of the tasnif and of the ghazal and
other classical farms draws on the same sources for its
themes and images. The music and poetry of the tasnif and
Avaz are influenced by a mystical philosophy that developed
within Islam and helped shape the traditional vocabulary of
classical and folk poetry. By heightening the effect of the

poetry, music supports and helps this tradition.

MUSIC AND MYSTICAL PHILOSOPHY

The close affinity of Persian classical music to
Persian mystical philosophy has been mentioned by a number
of authors (Ackerman 1964; During 1975; Nasr 1971; Safvat
1969). Music has been considered one of the means for
becoming united with God and has a special place among the
arts, "for it deals with material forms and shapes less
than all the other arts do and is connected more dircctly
with the world of spiritual essences" (Na§r 1971:172),
During feels that the ornamental and elusive quality of
Persian music is one of the characteristics that reflects
its esoteric nature, suggesting the subtle interior dimen-
sions of sound while still remaining mysterious and veiled

(During 1975:151).
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Sufism or Islamic mysticism has developed over a
numboxr of centuries, beginning as a reaction against for-
malism and luxury and a desire to form a personal relation-
ship with God. "The ultimate objective of Sufism in its
purest and simplest form is perfection of the individual
and union with God" (Hitti 1978:849-50). Man's true lLiome
is considered to be in union with the divine. His es-
sential condition or prsdicament in this worlid is like that
of a wild bird taken from his native forest and caged
(Holé 1963:211). Before he was born, man lived in essential
union with God. At the time of birth, he experienced a
profound sense of separzation and a longing to return to
that essential union., The ?ariga, or way, of the Sufi is
a method of spiritual development which leads the seeker
back to that union, the final step of which is ggﬂé, or
annihilation of the ego.

An important aspect of certain Sufi fratermities is
sama‘, or audition, which refers to a gathering specifi-
caliy for listening to music, and may include prayers,
zekr (invocation), religious readings and lectures, song
and accompaniment, and dance. The Sufis who have practiced
sama’ believe that music is like a ladder to heaven, a way
to achieve union with God (Nagr 1971:176=77; Schimmel 1975:
105). One of the symbolic descriptions ?f the function of
sama' explains that in pre-existence man listened to the

angels singing hymns of praise. When God put man onto
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this earth he induced a forgetfulness in ordexr that man
would not be so filled with longing that he would die.
Sama‘ again brings to man's consciousness those hymns of
praise. He can thus momentarily achieve a state of reunion
corresponding to the level or magam he has reached and the
state or gé; conferred upon him at that moment (Molé 1963:
211).

There may be some correlation between the magams or
levels of the tariga and the maqams (modes)* of classical
music. The dastgah system is based on a conjunct ascending
progression of pitch levels until the highest point or owj
is achieved after which the music returns to its original
level. The number of magams prescribed by the mystic
Faridu'd-Din ‘Attar (d. 1193) and the number of dastgahs
in present-day Persian music is seven., There may also be
an association between the states of grace, hal, and the
state of inspiration or mood, also callud hal, of the per-
former while playing one of the dastgahs. Some of the
moods associated with different dastgahs are melanchely,

serenity, suffering, force, mysticism, and majesty (caron

and Safvate 1966:62-98).

*Before the dastgah system, the classical music was based
on the maqam system. Tho term magam is now used in the
sense of the mode of a she, the term for individual
pieces that make up the repertoire of a dastgah (Farhat

1965:32, 37-38).
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Important musical figures have, in the last century,
been associated with Sufi orders and teachings, among these
being °Ali Akbar Farahani (d. 1855); Mirzd ‘Abdollah, and

Darvish Khan (During 1975:142-43).

Philosophy in Relation to the Theory and Practice of Music

Both lyric poetry and music are reflections of this
mystical tradition and are intricately tied together, The
primacy was given to poetry as '"verses were not written to
be sung, but rather music was composed for-already existing
forms" (Ackerman 1964:2812), Some of the characteristics
of this poetic emphasis are found in the music: medium
tessitura associated with the vocal range (for example, the
setar which ranges from C3 to A5 koron (an octave and a
sixth above Cli); use of poetic rhythms and forms in phrase
construction; conjunct melodic progression; and the homo-
phonic or heterophonic nature of the music, the emphasis
being on the solo voice with or without accompaniment,
which is its echo and variation. The elaborate development
of melody, ornamentation, and mode to express subtleties
and nuances of tone and mood also illustrates the connection
between music and poetry.

Music, to the Persians, has a direct influence on the
human constitution and emotions, There is a strong em-
phasis on stringed instruments and, in Persian and Arabic
music theory, on the determination of intervals by string

length. So, too, is there a close correlation between the
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numerical relations of music and man's soul, which is seen
as a complex of mathematical relations (Ackerman 1964:
2811):

Music, the audible expression of shifting numerical

relations, changes the numerical relations among

the humours of the soul and body, and thus arouses

the corresponding emotions, and also produces

illness or health.

These mathemafical properties are basic to the universe
and thus the pitches are reflective of cosmic order. Nasr
believes traditional music zreminds man of his cendition of
harmony with his spiritual origin (Na;r 1971:173).

The concept of ethical power is based on the mathe-
matical analogy between ratios of the soul's motion, vi-
bration of strings, and movement of heavenly bodies.
Certain melodies evoke certain motions of the human soul,
and each type of mode has a quality that is associated with
the relations of intervals within the tetrachord. In
addition Ebn Zeyla thought an ascending motif resembled
"the feeling of anger, a descending, gentleness and know-
ledge, so that various combinations of the two would have
strong moral influences" (Ackerman 1964:2815). Modes were
linked to elements, seasons, planets, and temperaments,
Their use in bringing order and attunement to the human
soul was stressed. In older musical theory each string of
the ‘ud was associated with a particular natural property

among which were the qualities of hot, humid, cold, and

dry and the humours yellow bile, blood, phlegm, and black
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bile (Werner and Sonne 19%41:276). The mixture of these
celements represented in the ‘ud were pain-relieving or
invigorating in appropriate melodies and at appropriate
times of the daye.

Music, in Al~Farabi's terms, is considered to be
melody, that is, pitches in a determined order and manner
and associated with phonemes forming words that oxpress a
thought. This music is a combination of pure reason,
imagination, and the scnses and is formed from true images
in the soul and realized through wvoice or instrument. When
combined, words and music are both more expressive. Musi-
cal instruments sometimes possess certain of these quali-
ties, but voice is superior to them (Al-Farabz 1930, 1:
13-14). The theorists speak of physical and real music
(Ackerman 1964:2810-11):

It is only the former, physical music, that causes

hypocrisy to grow in the heart, like as water

promoteth the growth of corm. Real music will

not lead man astray, since it is a spiritual

experience. « « o Music in changing man could

not introduce any new element into his character,

only condition that which was already within him.
This attitude towards music for the senses and music for
the spirit is reflective of Islamic mysticism and to a
certain extent of traditional Islam, which places varying
degrees of prohibition against '"music," whose definition
excludes chanting the holy verses, The classical musician

is expected to live a clean and devoted life so that his

art will be reflective of spirituality and not of
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sensuality. Caron and Safvate (1966:234) describe the two
types of music: the one is creative, diversified, original,
serious, balanced, condensed, and spiritual and the other
is imitative, repetitious, standard, ostentatious, con=-
trasted, extended, and sensual. The true performer of this
spiritual music may have thec hal, or illumination or

communion with God, characterize his performance.

CLASSICAL POETRY: THE GHAZAL

Poetry was considered the major wvehicle for expressing
Sufi philosophical concepts, using symbols that would con-
vey many possible meanings (Rypka 1968:229). Arberry
(1970:630) states: "Most Persian poetry (apart from poli-
tical panegyric) from the fifth/eleventh century /H.G./
A.D;7 onvards was impregnated with the ideas and imagery
of Sufism." The ghazal was used by major poets for ex-
pressing love, particularly the se;timents of the pain of
separation or longing for the absent lover. Suffering was
considered a means for achieving spiritual perfection, of
achieving the favor or nearness of the beloved., The poetry
could ecxpress both earthly and divine love, and Molé
suggested (1963:156) that the ome is in reality a symbol
for the other. The poet praises the beauty and greatness
of the beloved, emphasizes that the test of love is devo-
tion and patience, the need to be content with whatever the
beloved wants, and the reunion or attainment of the goal

of spirituality by hurming away the earthly desires through
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the fire of true love, that is, the dying of self and the
living in God (the Beloved). Also suggested was that the
use of symbols and veiled concepts was another form of
escaping direct exposure and censure by the orthodox
Moslems who disagreed both with the concept of direct
cognition of God and the conceptualization of man and God
in the framework of lover and Beloved,

The ghazal is a short form of 5 to 17 lines (beyts) or
paired hemistichs (me;ri‘s). It consists of self-contained
lines unified by rhyme, meter, and meced {(Yar-Shater 1970:
677) and uscs conventional and recognizable themes. With
love as one of the central themes, the main figures are
often the lover and his beloved, Symbols used for this
pair are variously the nightingale singing to the resc,
the moth perishing in the flame, or literary pairs such as
Majnun and Leyli or Farhad and Shirin. The poet often
describes aspects of the physical beauty of the beloved
such as the eyelashes that become like arrows drawn from
the bow of the eyebrow, the curly blaclk hair that binds the
lover in chains, and the figure that is as graceful and
stately as the cypress.

One of the common settings of a ghazal is a taverm
inhabited by an innkeeper and a wine-~bearer (gégi). The
state of intoxication is preferred to the state cf sobriety.
Symbolically, the tavern represents the gathering place of

the Sufi fraternities, with the head of the order (sheykh)
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as the innkeceper, The intoxication itself iz the ?é;, the
inner state of communion and understanding as opposed to
the state of sobriety, or outer worship with inner empti-
ness and hypocrisy. On another level of interprectation,
wine may also serve to free one from being overly concerned
with social or religious approval, conventions, and wrong-
doings.

One ghazal may be read at several levels of meaning:
erotic love, mystical love, panegyric, political commen-
tary,; or religious satire. Politiczol or social opinions
were covered in symbolic language in many ghazals. This
has certain implications for the tasnif, which also used
these symbols but could be opénly political. Rypka (1568:
268) mentions the presence of such undertones in the works
of Hafez:

Hafiz attacks the shaykhs, the §ﬁfis of the Orders,

hypocrites, zealots, preachers, professors at the

Madrasas, the priesthood and the comniving police,

for he observes and experiences in their conduct

and deeds nothing but lies, hypocrisy, formalism,

intrigues and stupiditye.
AVAZ AND ZARBI

The ghazal is the main poetic form used in a dastgah
performance, both structuring its for= and rhytim and
giving the performance its conceptual framework. The

ghazals of gifeg and Sa‘di are the most commonly used for

'évz'iz .
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Sa'di (Sheykh Abu- ‘Abde’113h Mosharref al-Din b,
Mosloh Sa‘di) was born in Shirdz between 1213 and 1219
(HeG. 610-615) and died in 1292 (H.G. 691) (ibid.:250-51).,
His poetic emphasis was more on ethical and practical
applications of spirituality than on mycstical spcculation
(ibid.:251), Safdi adheres to his opening theme throughout
the whole ghazal. His ghazals are considered to be a
melodious and harmonious synthesis of many elements, ine
cluding motifs of love and of contempt for priesthood and
authoritye.

Hafez (Kh'aja Shams ai-Din Mohammad Hifez) was born in
Shiraz approximately 1317-1326 (H.G. 717-726) and died in
1390 (H.G. 797). In his ghazals he presented many dif-
ferent interwoven themes at various levels: amorous,
mystical, panegyric, and political are commonly found, as
is his disregard for the norms of society and of Sufism.
While Sa‘di wrote in a variety of poetic forms, gafe; cone
centrated mainly on the ghazal., His verses do not follow
the monothematic style of Sa‘di but are constructed around
thematic patterns that introduce different images and
elements,

Other forms of poetry commonly used in a dastgah pcr-~
formance are the mafnavi and the roba‘i. The masnavi is
a form based on a rhyming couplet (a beyt of two mesra‘s).
A large number of masnavis are devoted to the teachings of

Sufi mystics. The Masnavi of Jalal al-Din Rumi, 1207-1273
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(HeG. 604=672) is often sung by itself at Sufi meetings.
Most of the dastgahs include a masnavi at the end. The
roba‘i or quatrain consists of two beyts, or four mesra‘s,
and makes use of particular poetic meters.

The practice in singing avaz (non-metric vocal style)
is to choose excerpts from a single ghazal. The number of
bevts chosen varies according to the number of gushes
(pieces) sung. Because these beyts are loosely connected
thematically and are formed of individual seclf-contained
units, they are appropriate for use with a musical per-~
formance that is also based on a flexible selection of
gushes according to a system of progression of pitch levels.
A performer may choose to perform just the épening (daramad)
and would use only two or even one beyt of a ghazal. Like-
wise a zarbi (metric), which is part of the dastgah but is
of'ten placed near the end also makes use of excerpts from
poetic pieces,

The example of poetry used with the Daramad-e Mahur
{F16) contains two beyts of a Hifez ghazal:

Those who with a look transform the earth,
Could it be that they would glance at me?

My pain is hidden from the posing physicians,
Let it be that they give solace from His hidden
storehouse.
The poet refers to his pain, the pain of love, which
is likened to a wound that earthly physicians can neither

see nor heal, and that only the Beloved can remedy, He

wishes to be transformed from mere earth to another finer
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substance, the Persian kimixﬁ referring to alchemy, the
transformation into gold. He begs for even a glance in his
direction so that this spiritual transformation may occur.

In the zarbi Gereyli (E15) from the Dastgdh-e Shur,
four out of the eight beyts of the original ghazal of gafeg
are actually sung. In this performance they are lines 1,
2, 3, and 7 (see Appendix B for poetic texts and trans-
lations of examples analyzed). Gereyli has been sung
separately from the dastgah as one would sing a tasnif,

The predominant theme is wine-~drinking, and its
association is with intoxication, reunion, and love,
Flowers are the symbol of beauty and also of springtime
with its attendant rejoicing after the barrenness of winter
has gcne (the end of separation). Heaven is often used as
a symbol of fate, of limited life as the poet knows it, or
of the society that he lives in. Breaking the ceiling of
heaven is partly to be interpreted as breaking out of our
own limitations and of momentarily leaving them for another
reality. The sadness that pervades the theme of the lover
is that of longing, of separation, of yearning for the
beloved object, whether patron, man, woman, or God, The
poet contrasts the conditions of the lover and his beloved
by referring to the lover as dust and to the beloved as
king. The breeze is actually a message-bearer that both
brings the scent of the beloved to the lover and carries

news of him to the beloved.
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In some Sufi circles, as among the Mevlevi, music and
dancing are associated with advancing the mystic spiritually
and bringing him closer to his beloved. In the Moslem
heaven are many delights for the faithful,. gafeg says here
that the wine in a large cask is like the River Kowsar in
paradise and that paradise can be obtained on earth by one
who partakes. Wine also stands for spiritual teachings,
music, or whatever causes the mystic to forget his earthly
limitations and to take up the spiritual path leading to
annihilation of the ego.

géfeg refers to the present conditions of his native
city Shiraz. The learned and the clergy he sees as exal-
ting themselves with their superior knowledge and "talking
nonsense," and he takes issue with their right to set
themselves up as mediators or judges when the true Judge,
or God, is available.

The poetry from another zarbi, Mehrebani in Bayat-e
Tork, appears as a rhymed couplet from a ghazal by Hatef
Esfahani:

What would happen if one night you secretly

asked me into the women's quarters,
If you sit beside me and seat me beside you?
Although I am old and feeble, don'!t turn me
away from your door,
As I have spent, oh youth, all the days of
my youth in your love.
The poet gives up metaphorical language for direct entreaty,.

He tells of his devoticn, even saying how long he has

waited and how faithful he has been, At the same time he
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protests his unworthiness, that is, he is old and feeble,
The tasnif Danamat Astin (E14) is essentially the

zarbi Mehrebani with a different poem. It was labeled

and presented by Borumand as a tasnif and thus forms an

interesting link to the radif.

TASNIF POETRY

Symbolism in classical tasnif poetry resembles that
of the classical ghazal, using the same themes of the lsver
and his beloved, wine, and springtime, Borumand has stated
that tasnifs are mostly based on the theme of love, whether
it be love for a person, for God, for music, or for country.
Both Machalski (1965:71) and Khoshzamir (1975:26) concur
that the grect majority of tasnifs are lyrical or amorous,
the rest being divided among topical, satirical, and other
themes., Arianpur (1971, 2:153) has compared the amorous
tacnif to the mystical ghazal in its emphasis on flowers,
winc, beauty, and the unfaithfulness of the beloved.

The old anonymous tasnifs (Group A) tend to begin with
a beyt from a classical poem, as, for example, in Chun Ast
(A3) and Cheshm-e Reza (A4), both quoting a line from
Satdi, as well as Danamat Astin mentioned earlier. Like
the older tasnifs, those of Sheyda (B) also continue the
tradition of love~oriented poetry using traditional symbols
and metaphors,

The tasnif was used as a format for writers like ‘Aref

and Bahar to educate their audience politically., They drew
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upon traditional poetic symbols and theﬁes, sometimes
altering them to suit their purposes, and made open
propaganda in ways not at all in accordance with the tra-
dition of veiled allusion. Thus ‘Aref may substitute
nation for the beloved and suffering and mourning for its
lovers, the oppressed peoples, He also broadcasts the
corruption and thievery of high officials and openly insults
his neighbors, the Turks., The third and fourth group of
tasnifs (C and D) are thus departures from tradition thema-
tically for, while drawing upon and using traditional
metaphors, they alter them to serve a topical, political

purpose.

01ld, Anonymous Ta§nifs

Bahr-e Yek (A1) refers to the story of Farhad and
Shirin, wkicihi is one of the legendary love stories of
Iranian literature. Although Shirin's lovér was Shah
Khosrow Parviz, Farhad, who had built her a conduit to
bring millk to her, also fell in love with her. The Shah
offered to give Shirin tc him if he could cut a road through
Mount Bisotun, a task thought impossible. Shirin did not
return Farhad's love althougli she was moved by his devotion.
The Shah eventually tricked Farhad into believing Shirin
was dead and upon hecaring this, he burled himselir from a
cliff and was killed (Welch 1976:57).

The "ma" in ihe poem may refer to a single person or

to a group, perhaps to a group of spiritually like-minded
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people. These people converge together in a common goal
or a common gathering to pursue reunion with God, the
Beloved. They are like the lover Farhad who must labor,
serve, and yearn. They must cempty themselves, must work
long and painfully to become worthy to achieve the intoxi-
cation that comes with selfless devotion. Theirs is not an
intoxication that comes from outward or material means, but
from an inner or spiritual source.

In Del be Yar (A2), again there is a reference to the
story of Farhad and Shirin. The wound is his heart's
wound with which the poet idecntifies as being from the same
source as Farnada's, that of love unfulfilled or unrequited.
The poet feels his despair is deep as he indicates that he
has hit his feet, or the roots of his being, while Farhad's
wound was by comparison more superficial, The poet re-
members how he was before this calamity occurred and com-
pares himself now to 2 scattered and fragmented bird®s nest.
The theme of unfaithfulﬁess occurs often in lyric poetry,
indicating both the feckless nature of the beloved and his
or her seeming unattainability.

What is the state of the garden, oh spring clouds,

That from the nightingalc comes an impatient cry.

(Chun Ast, A3)

The nightingales in Iran are known to sing in the
gardens, and they are particularly associated in literature
with the rose garden. The symbol of the nightingale as the

lover singing to the flower or rose, the beloved, is one
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well used in poetry. The nightingale, or the lover, is
impatient for spring to come and appeals to the spring
clouds to hurry the time when he will reunite with his
beloved.

Cheshm-e Rezd (A4) In Iranian literature the object
of one's love often acts in an inconsistent fashion,
feigning dislike or indifference, conferring attention on
others, but at the same time in subtle ways encouraging the
lover. The lover is ardent and at the mercy of the beauty
and charms of his beloved. This love has struck at his
strength and made him weak and has enslaved him so that he
is unable to break free from it. Often parts of the be-
loved's body are compared to different enslaving devices.

- The eyebrow and eyelashes are compared to a bow and arrows

and the black ringlets of hair to chains,

Tasnifs of Shevda

.

The tasnifs of CAli Akbar Sheyda are expressions of an
all-consuming love and follow the tradition of amatory
poetic themes. In Geriyve Konam (B5) the lover complains of
separation, disloyalty and the vagaries of the beloved.,

Her hair, the curly biack hair which is often compared to
chains, has this time not captured him but nearly destroyed
him. The theme of separation predominates in this poem,
separation which is accompanied by pain, grief, and year-
ning. In a spiritual context this pain is due to separation

from the presence of God and the yearning to be near Him,
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It was thought that love's fire and pain were necessary to
burn away the veils of self that separated one from the
beloved.

The theme of the next tasnif, Ta Gham-e Hejr-e Rokhat
(B6), is separation from the beloved and the poet's efforts
to end the separation, even for one night. In the verse he
protests his faithfulness in that he is willing to suffer
for her to the limits of his being. In the refrain his
entreaties to her include the appeal of a beggar for the
favor or grace of a great personage, a common device in
Persian poetry. In me§r5L L, the word assemblage may
refer tc a gathering of like-minded people or to the post's
company alone. "“"Enjoy one night with dear friends" is also
an allusion to this assemblage. The beloved is so great
and her favor so precious that the humble and long-suffering
lover would feel honorcd sven by one night of her presence.
In some pocems the lover begs even for news of the beloved
or a breeze that might have passed by her door.

Emshab Shab-e Mahtab (B7I), followed by the faster
Mah Gholam (B7II), is one of the best known tasnifs of
Sheyda and was actually sung by the singer Margiye, who
helped revive and make known Sheyda's works. These two
pieces are more of a celebration of love than a lament.

The lover is distracted and drunk with love. He compares
his state to that of intoxication, though his is love's

drunkenness, not that from wine. Night is tho time of the
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wine bottle and love-malting and the moonlight makes him
think of his beloved., In the second piece he compares

his beloved'!s face to that of a radiant moon, light-giving,
though the moon is nothing compared to her beauty. The
refrain section of the first piece uses a repeating phrase
where the singer may subvstitute any number of words for
beloved, for example, dear, physician, mother, The use of
the word physician implies the one who holds the remedy for
his illness, that of lovesiclmess., The second piece praises
tha beloved's beauty and charm, The moeon ic a symbel of
beauty and radiance, while the cypress is a symbol of

grace in bearing and form. Again, her curly hair with its
ringlets captivates the heart of all who see her. Overall,
the mood is one of intoxication and praises for the charms

of the beloved.

Tasnifs of ‘Rref

‘Aref's tasnifs illustrate a change in the tradition
of classical poetry. He was responding to economic and
political events of the late nineteenth and early twenticth
centuries, the Constitutional movement and the Iranian
revolution at the time when a number of other poets used
poetry and tasnif as effective political vehicles to mo~
bilize pro-revolutionary sentiment. The new political and
pairiotic themes include love of the motherland and re-
collection of past glories, vituperation of the Qajar

dynasty, pan-Islamicism, communism, anti-Russian,
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pro-German, pro-~ and unti~British, pro-~ and anti-Turkish,
and pro~ and anti-Shah Rezd sentiments (Ishaque 1943:116),
tArof was the most influential song composer and rerformexr
of the Constitutional Revolution. His works were learned
and repeated and had a great impact upon the sympathies of
the people.

As stated earlier, ‘Aref used traditional themes in
order to reach his audience, make them cry, and persuade
them to act on whatever event or situation he set out to
portraye.

One of his best~-lmown tasnifs, Az Khun-e Jav@nan-e
Vatan (C8) or "From the Blocd of the Youth of the Country,"
was written during the period of the Second Parliament
(1909-1911). This particular work is an oxample of the
combination of traditional metaphor, emotional appeal and
call to action. Particularly well-known is the quatrain:

From the blood of the youth of the country,

tulips have grown.

From mourning their stature, the cypress is

bent over.

In the shadow of the flower the nightingale is

lying hidden.

The flower, also like me in sorrow, tore its

garment for them.

As poets before have opened their poems with the exal-
tation of wine, flowers, and springtime, so does ‘ﬂref,
Springtime as the symbol of rejoicing and renewal, however,

stands in marked contrast to the actual events and emotions

that are part of qAref's Tehran that spring. The image of
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the caged bird is that of the soul yearning to fiy out

of iés earthly cage and to reunitas with God. 1In this case,
it is an expression of ‘Aref's sadness at the condition of
his country. The refrain reiterates that the universe, or
present conditions, are unjust, not going right, not based
on fairness,

The second verse uses the traditional symbols to
create a feeling of sympathy and grief over the conditions
he explains in the following verses, "IFrom the blood of
the youth of tlie country, tulips have grown': As love
unrequited turns the heart into blood, so that the lover
weeps tears of blood filling rivers and staining the earth,
and as the blood of the martyred Imam Hoseyn and his fol-
lowers covered the ground, so also has the blood that the
youth have shed for their country covered the land like a
carpet of red flowers. The cypress, a symbol of state-
liness and beauty, because of mourning the loss of the
cypress—~statured youth, is itself bent over with grief. In
traditional literature the cypress is always pictured as
tall and straight. That the cypress would be bent over is
out of traditional character and shows that a traditional
symbol itself is no longer able to maintain its form in the
faco of the tragic and untimely cutting down of its kinsmen,
the cypress-like youth. The eternal lovers, the nightin-
gale and the rose, are next transformsd, Not only is ths
nightingale not able to sing because of its grief, but it

is actually hiding under the rose, which itself has

114

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



destroyed its own beauty by tearing its potals, another
symbol of mourning. It is as if the very symbols and
foundations of the culture itself are too aritated to
maintain their traditional form and are calling people to
examine what is happening to their country. ‘Rref in these
verses is drawing upon the religious traaition of arousing
a crowd to crying and grief for the victims of oppression
and upon the classical tradition of drawing on ths sympathy
of the listener to the plight of the lover unable to attain
his reunion.

Next, ‘Aref very openly says that the rulers have
robbed the country and taken the rights trom the poor.

His response is that through the emotion eof mourning, that
is, through tears and throwing dirt on the head, people
should be galvanized into fighting back. Love of courtry
is not a light matter. He concludes with a reference to
philosophy that one must be divorced from material desires
and seel only the pure spiritual life, or the wine glass,
an admonition that people not follow the example of thcse
who rob the country.

Che Shurha (C9) portrays the Turkish intentions of
annexing the province of Azarbdijan, in the northwest
section of Iran, whose inhabitants speak a Turkic language.
‘Kref appeals to the sense of Iranian nationalism, par-
ticularly with a view to making the Zgaris aware of the

design behind pro-Turkish appeals, In his appeal to the
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Iranians tiref emphasizes the Persian language and the epic

Shahname (Book of Kings) written entirely in Persian by
Ferdowsi (Abo'l-Qasem Hasan b. ‘Ali of Tus, 920-1025).

It begins with the carliest heroes of Iranian antiquity and
recounts the lives of 50 kings. It incorporates most of
the heroic legends of early Iran and represents grcat
patriotism and heroism to the Iranians, who regard it as
their national epic.

By mentioning the ancient heroes and kings Jamshid,
Khosrow, Keiqobad, Ardeshir, Giv, Siavosh, and Rostam,
(Aref appeals to the sense of national pride, courage, and
fighting skiii. By making reference to these figures he
draws upon the traditions of the zurkhane (sports clubs)
and coffee houses where this epic is sung and recited,
appealing to national pride and to a sense of manhood,
Liref urges an awareness of danger and invokes a defence
of what has been for centuries Iranian: by saying '“the
door of the house of Jamshid was opened to the face of the
stranger," he is referring to Iran being invaded by foreign
enemies; "the land and palace and court of Khosrow has
vanished," that is, Iran is in ruins. Where Khosrow's beloved
Shirin once resided, now only the wild turkey can be founde—-—
the turkey itself being a symbol of deceit.

Appealing to this sense of history, CAref reminds the
Kgaris that the Persian prophet Zoroaster was born in their

province and appeals to them to retain their Persian
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nationality and language, which they are in dangexr of
losing. He draws a parallel between the intentions of
the Mongol invader Genghis Khan and those of the Turks.
As a means of galvanizing sentiment, he uses symbols of
mourning: crying, beating the head, tearing th2 hair, and
wearing black. Symbols of deceit and trickery which apply
both to the Turks and to the leaders of the Iranian govern-
meat include multi-colored curtains, the turkey, the char-
latan, illegitimate birth, and wet firewood,

Shane Bar Zolt (C10): ‘Aref, while living in Istanbul
(ca. 1919 /H.G. 13387) one day saw a pretty woman on the
street and was inspired to write this song. e is briefly
enamored of her and describes her beauty and his luck at

chancing upon her,.

Dastgahi Tasnifs

Amir Jahed's tasnifs are considered by Borumand to be
essentially lvrical (interview, 1975). Badi‘i states
(1976:116) that most of his tarines are patriotic and he
is more of a composer of sorud (anthem) than of tarine.
Am3an Az In Del (D11), a lyrical tasnif, could, however,
have some political overtones: "I drink in memory of my
country a cup full of blood." The heart's wound makes it
bleed. He tells himself, Jahed, to lament but also to mix
it with complaint so that the people might be transformed.

He refers to Iraj, perhaps the poet Iraj Mirza (1874-1926).
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Jahed uses some of the symbols mentioned in previous
tasnifs. The heart seems to have a will of its own and
gives itself to an unfortunate love. The use of the story
Farhad and Shirin, the story of unrequited and tragic love,
brings the poet also to mention cutting and removing one's
foundation as someone wielding an axe would do to trees.
Another lover, Majnun, has gone crazy with love, The
poet!s heart has a will of its own, bleeds from its own
wounds and causes him to cry enough to f£ill the Tigris
River, unending tears. Towards the end of the song, Jahed
appeals to wine and song, as does Lﬂref in Che Shurha, to
help transform the people. The song ends in resignation,
both complaining and accepting that this world is the
realm of separation and longing for those one values and
loves, such as the poet Iraje.

Morgh-e Sahar (D12): This revolutionary tasnif by
Bahar, again makes use of traditional symbols to arouse the
fire of revolutionary fervor. The poet compares the people
of Iran to a caged and bound-winged nightingale. Nightin-
gales, unlike canaries (Borumand, interview, 1975) are not
Imown to be happy in cages oxr to sing in them, but only out
in the open in gardens of rural areas. If properly aroused,
the people shouid have enough strength to break out of
their bondage and oppression from the rich, the landowners,
and other powerful figures, The people are sad and this

has made them wealk, but if the nightingale with his song,
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that is to say this seong, can spark them to action, they
will succeed in breaking free.

Bahar plays with the various symbols--=heart's blood,
tears of blood, rcd wine, and fire, all red in color. The
red wine of the wine-~bearer can be used to transform the
fire of sadness into the fire of revolution (Stanza II,
mesra’ 16). Bahdr, in addition to the nightingale, men-
tions flowers and clouds, zlso associated with spring,
which is a time of renewal and rejoicing. Ilis own eyes are
like clouds full of tears and he appeals to the new flower,
perhaps the dawn of freedom, to increase its attention to
the rights ot the pcople., The people hereo are the
suppliants, the lovers who are waiting for an end to their

night of oppression (separation from freedom).

Summary of Tasnif Poetrv

Both amorous and political tasnifs use the same
figures and concepts as do the classical poems, The
anonymous tasnifs and those of Sheyda and Jahed tend to
follow more closely the classical ctradition while those of
“Aref and Bahar, and to a certain extent that of Jahed,
deviate from this tradition in that they emphasize certain
concepts over others, substitute an ideal for a personal
beloved, and urge change and action over forbearance and
long=-suffering. tAraf particularly at times leaves the
world of veiled allusion and classical turn of phrase to

address currcent issues and conditions directly:
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The represeniuaiives are asleep aid Lhie winls toesrs

are corrupts;

Thoy stole all tho gold and silver of Iran.

They have left us only a ruined house.

Oh fri?nd, take the rights of +he poor from the

princes.

(c8)

Since, according to Rypka (1968:85), "In Persian poetry
the direct manner of expression gives place entirely to the
veiled, whatever the subject may be!" this directness of
CAref especially provides a contrast between the
tasnif and the ghazal. Related to this indirectness is
the tendency for classical literature to present metaphors
and abstractions.in such a way that one is never sure if
wine represents actual wine or serves as a symbol for
something else. In the ta§nifs this was true also, In
some tagnifs, particularly those of ‘iref, there also
appearced more concrete images: "He sometimes kisses wine's
lip and I sometimes kiss her lips" (B7), "The tongue of
the Turks is for pulling out" (C9), and "What would happen
if one night you asked me secretly into the women's
quarters" (E14).

The beloved is addressed or referred to in poems in
all the categories represented. The face and hair of the
beloved in particular as well as other physical features
are mentioned and praised. The curly hair is often seen
as a means for capturing the attention and enslaving the

lover in its chains., The beloved is seen as charming but

indifferent, cften toying with the affections of many but
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essentizlly disloyal in nature, particularly to the lover.
The boloved is the physician who has the remedy for the
pain of lovesickness, if she or he will only design to cast
a giance in the direction of the lover.

The lover's condition is one of suffering. Throughout
the poems there are many refercnces to his sadness and
pain. Love has made him wealt and distraught, destroying
his calm and peace of mind. He often experiences separa-
tion, which he sees as night, as opposed to the company or
favor of the beloved which is seen as light or day. He
often feels as though he is being punished and enchained
for something he did not do. He bears oppression from the
powerful ones, which is a figure used both in the erotic
and in the nationalistic poetry. The nationalistic poems
explore more the conditions of 6ppression, corruption, and
injustice that the people sustain under the foreign enemy
and under corrupt and incompetent leaders, Both ‘Aref and
Bahar liken the common man to a caged and captured bird
who needs to be liberated from his cage. Both the lover
and the oppressed people cry, shed tears even of their
heart's blood, beating themselves, and bear their burden.

Most of the poems mention the heart, which acts both
as a suffering and love—experiencing crgan and as a willful
actor on its own, leading the lover astray against his own
will. The lover is usually portrayed as a humble suppliant

who is faithfully waiting for scme attention. He may
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ccecasionally cntreat the beloved or wish to be transformed
by wine or to change fate:

Let us destroy the ceiling of heaven and form

a new design.
(E15)

The issue of change or transformation is emphasized
in the political tasnifs whecre the lover or nation is urged
to usc his emotions to transform himself into a fightere.
Honor and heroism are urged upon him along with an appeal
to uphold and live up to his national heritage.

Symbols used throughout the pocems are related to wine
and to nature, particularly springtime. Wine is commonly
mentioned, along with the wine~bearer and the wine~glass,
or saucer, The natural setting is springtime with a heaven
of clouds, moon, and sun, The nightingale sings in a
garden of flowers, grass, and cypress trees, with a running
stream,

Literary and religious references are made to Farhad
and Shirin, Majnun, Rostam, and Khosrow as well as to the
Qur’sn., Other well-used symbols are of music, home, and
the hidden or spiritual realm,

Although both erotic and political poetry make use of
traditional symbols and metaphors, the political poetry
emphasizes oppression as opposed to separation, and per-~
sonal transformation and change as opposed to self-abnega-
tion, entreaty, and endurance. If the nation, as Borumand

suggests, is the beloved, then the lover is called to
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defend it rather than to suffer for it. The lover
actually suffers at the hands of the enemy of his nation

rather than from the nation itself.
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CHAPTER TIVE

THE FORMS

In this chapter the form of both the poastic text and
the music will be discussed. Aspects of poetic form include
type of form, length of line, and rhyme. Musico-poetic
form incl:i'des majoxr groupings, instiumental interludes,
phrasing, and the relationship of musical pitch, dynamics,

and theme to poetic form and content.

POETIC FORM

All verse~forms in classical Persian poetry are

characterised by one common feature: the same

metre (patternm and length of line) is preserved

throughout the poem . . . the tasnif /is/an

. . R — .

irregular verse form designed for setting to

music" (Elwell-Sutton 1976:243).
Although Elwell-Sutton's differentiation between classicai
and tasnif poetry is generally borme out by examples used
in this study, I have found that these examples are, never-
theless, closely related to classical forms., Some are
indeed actually classical forms, particularly the ghazal,
set to music with a refrain added in between the lines.
Others quote from classical poetry or are developments that
conmkine elements of classical poetic style.

Classical poetry may be divided into three main cate-

gories: (a) rhymed couplets, (b) monorhyme, and
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(¢) stanzaic (ibid.:243-260). The masnavi consists of a
series of rhymed couplets, or beyts composed each of two

mesra‘s (hemistich). The two mesral
——— ¢

of each beyt rhyme
with each other and the rhyme changes for each subsequent
beyt:

Beshno in ney chun shekayat milkonad
Vaz jodai'ha hekdyat mikonad.

Kaz neyestan t3a maria bobride'and
Az nafiram mard-o zan nalide'and,

(from the Masnavi of Rumi)

There are several types of monorhyme, which is es-
sentially one rhyme throughout the poem.

(a) "The ﬁgﬁg& is a short poem in lyric form, with
anything from five to seventeen couplets, and . « « may be
composed in any metre. It has the rhyme-=scheme common to
most forms of this class, a single rhyme common to both
halves of the first bayt (the ma?la?) and the second migri’
of all subsequent abyat" (ibid.:245):

Biya ta gol bar afshanim-o mcy 2=r saghar andazim,
Falak ra saqf beshkafim-o tarhi now dar andazim,

Agar gham lashgar angizad ke khun-e {asheq@n rizad,
Man-o saqi be ham s3azim-o bonvddash bar andazim.

Sharab-e arghavani r3a golab andar qadah rizim,
Nasim-e (atr gardan r3i shskar dar majmar andazim.

(from a ghazal of Hifez, E15)

(b) The gasida is a comparatively long poem of Arabic
inspiration. "For the most part however the Persian
qagzdas open with a lyrical description of spring or

auturnm, or a welcome to one of the great Persian festivals
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(both purely Persian themes); or the poet may praise his
mistress, or the joys of wine-drinking" (ibid.:247).

(c) The mostazad is a variant of the ghazal or short
qa§ida or sometimes the rova‘i. "An additional phrase
ropeating the pattern of the main metre is added to each
misraf or bayt. Called the ziyadd, it may kave the same
rhyme as the main poem or a separate rhyme of its own"
(ibid.:249), The normal meter is 3.3.14 (after Elwell-
Sutton's classification).

(d) The get‘e is any verse that cannot be classified
as a qa§ida or ghazal due to the absence of rhyme in the
first mesra‘® (ibid.:251).

(e) The tamam-matla‘’ has all the kemistichs rhyming

the sama (ibid.).

(f) The robali is the shortest of the Persian verse
forms, containing two beyts, or four megr&‘s. Its meter
(5.1.13, 3.3.13) distinguishes it from another two-beyt
form, the dobeyti (2.1.,11), Its rhyme scheme is aaba but
may also have all four mesra’s rhyme: aaaa (ibid.:252-56).

(g) "A single verse used in quotation, or as an epi-

gram, is called fard (mufrid). A single rhymed couplet is

musarra?., A singice hemistich has the Persian title

misraf-i azada" (ibid.:251).

Stanzaic forms are as follows,

(2a) Tarji’-band: "Several stanzas, all of the same

metre and usually in the gazal-~form of 5-10 verses, are

126

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



linked by a recurring bayt (wasita, band-i Eiir) using the
same rhyme as the first stanza, or sometimes having an
independent rhyme. Normally each stanza (with the exception
of the widsita) has a different rhyme" (ibid.:256).

(b) Tarkib-band: "This form is identical with the

tarji?-band, except that the wisi?a differs for each stanza"

(ibid. ).
(c) Mosammat: "The couplet basis is abandoned, the
stanza consisting of 2 number (ranging from thrcc tc fsn) of

hemistichs, all rhymed, but the rhyme usually changing at

a fixed point in the stanza" (ibid.:257).

Type or Form

Besides similarities between tasnif and classical
poetry there are also similarities betwoen tasnif and lyric
folk song poetry. As Blum states (1980, 9:304),

The most common poetic form in Persizn lyric folk-
song is the quatrain, known variously as dubeiti
(in many regions), chirbeiti (in Khor&san and
Kerman), ruba‘i (in literary terminology)e « « «
Most folk quatrains have 1l=syllable lines with
the rhyme schemes uaba oxr aabb,

These auatrains are often found with refrains, linked to-
gether in a stanzaic fashion (Blum 1972:206 and 1980:305).
The quatrain forms are found in folk, popular, and classical
poetry.

The distinction between classical, popular, and folk
poetry in the case of tasnif may be hard to define and may

depend on the particular poet and poem. Sheyda, for example,
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was influenced by both popular and classical poetry (Badi‘i
1976:85, 92) and composed tasnifs that show these in-
fluences {(Khoshzamir 1972:17-18). Further, in folk poetry,
as in Sheyda's, verses of classical ghazals (‘aruz) fol-
lowed by folk refrains ("syllabic" or stress) are frequently
found (ibid.:13; Soroudi 1972:221). In addition, social
and cultural changes in the late Qajar period, including
the Constitutional movement, created an environment that
fostered interaction between the literary and colloquial
language and artistic forms. This led to a simplification
and diversification of the traditional classical forms
(Soroudi 1972:xiii). This applied to the areas of rhythm,
language, thsme, and formal structure. Thus ‘ﬁref, trained
in music and in religious recitation first composed and
performed for the aristocracy of Tehran and then later
composed for the pecple topical, exhortative songs that
drew on his knowledge of classical forms and images.

The monorhyme persists in the traditional tasnif forms
which tend to be based on a rhymed couplet (mosarra“),
two beyts (referred to hereafter as dobeyt either in the
sense of quatrain or as two teyts taken from a longer work),
and ghazal. What all examples in this study, including
zarbi and avaz, have in common is the initial mosarra, or
rhymed hemistichs (mesra‘s), that form the first beyt of
almost all the monorhyme forms. Indeed, as in the folk

poetry these mo§arra‘ and dobeyts tend to be classical in
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form or quotations from classical poetry, while the refrains
tend to be different in language, line length, and rhythmic
basis (refer to chapter 6 for discussion of rhythm).

For a general typology eof ta§nif forms, many more
examples necd to be surveyed. The ta§nifs and other
examples studied in this work fall under the following
categories:

I. Stanzaic
A. Verse-Refrain (A1-A42-B52-B62-B7I-C8-C10)
1. Mosarra' (one beyt) (A13-A4-B5-B63-C10)
2. Dobeyt (%wo beyts) (B7I-C8-C10°)
B. Through-Composed (C9-D12)
II. Non-=-Stanzaic
A. Monorhyme (A2-A3-/C10/-E13-E14-E15-F16)
1. Mosarra® (one beyt) (A33—E13)-
2. Dobeyt (two beyts) (E1h3-F163)
3. Ghazal (with three or more beyts) (A2-/C107/-E15)
B. Combination (B7II-D11)

“"Shane Bar Zolf" (C10) is an example of the process of
making a stanzaic verse-refrain form out of a ghazal (see
Ex. 3, P. 130). As in the avaz example (F16), two beyts of
a ghazal form the verse of the first stanza. In the ta§nif

a refrain is added to the beyts. Subscequent stanzas

1See texts in Appendix B and information on form for
individual examples in Appendix C,.

2has cnly one stanza

3

excerpt from a ghazal
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Ex. 3. Shane Bar Zolf (C10)

First three lines of the ghazal:

Shane bar zolf-e parishan zade'i, bah, bah, bah,
Dast bar marzere-ye jan zade'i, bah, bah, bah.

by

b2 Aftab az che taraf sar zade emruz ke sar
Be man-e bi sar-o saman zade' i, bah, bah, bali,

b3 Sobh az dast-e to pirahan-e taqat zade chak,
Ta sar az chak-e gariban zade'i, bah, bah, bah,

Dobevt, then one beyt. with refrain:

Shane bar zolf-e parishan zade'i, bah, bah-o bah.,
Dast-o bar manzere-ye jan zade'i, bah, bah-o bah,

by

b2 Afetab az che taraf sar zade emruz-o0 ke sar
Be man-e bi sar-o saman zade'i, bah, bah-o bah,

Dela, dela mibariyam;
Kojd, koja mibariyam.
Qalat, galat gar nakonam;
Khatd, khata mibariyam.

b3 Sobh-o‘*az dast-e to pirdhan-e tiqat zade chak,
T3 sar az chak-e gariban zade'i, bah, bah-~o bah,

Dela, dela mibariyam;
Koja, koja mibariyam.

Qalat, qalat gar nakonam;
Khata, khatad mibariyam.
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include only onc beyt in the verse section, as with the avaz
form where the daramad usually includes two beyts of the
chazal but in subsequent gushes commonly uses one beyt of
that ghazal in each gushe. These refrains may act as, or
take the place of, the tahrir of the avaz, particularly in
an exﬁmple like "Bahr-e Yek" (A1) where the refrain is a
one~line composite intercalation: "Oh my dear, oh my good
one, beloved, baloved, my beloved."

The forms of the tasnifs vary and include a mostazad,
roﬁh(i, ghazal, and mosammat, all classical forms mentioned
above. Borumand's comment (1 March 1975) that a complcte
tasnif must have both poem (verse) and refrain set to music
is true of the traditional tasnifs (A, B, and C). Group A
includes excerpts from other poems, particularly those of
Sa(di. Verses used in A and B are taken from a ghazal
(A1-3, B6; possibly Al4, B5). Usually one or two beyts are
used with a refrain. Some of these tasnifs are stanzaic,
but not all of the examples in A and Z are presented in
their complete forms, so others may be stanzaic as well.
“Arefts tasnifs are all stanzaic, with several stanzas.

C8 and C10 are presented in a verse-refrain format, the
verses having one or two beyts,

The avaz and zarbi poems fall in the category of non-

stanzaic monorhyme, either dobeyt (E14) or ghazal (E15, F16).

The dastgahi examples, less traditional, may or may
not be stanzaic, and combine elements of other form types.

For example, D11 is basically a series of dobeyts with
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their own internal rhyme scheme and is related to:
(1) mosammat: a continuing series of rhyme changes;
(2) roba’i: a series of intermally rhymed dobeyts;
(3) ghazal: one through-composed poem which is used
in one=- or two=beyt groups to unify a dastgah,
It is organized by rhyme scheme, dobeyt and section as
follows:

A: aaa(a)/a(a)a(a)

B: Dbbecb
C: dddd
D: eecef

E: ggf/hhhf
D12 has elements of both mosammat and ghazal, as there is a
rhyme which recurs periodically within a series of rhyme
changes.

The tagnifs use and are closely related to classical
forms, particularly that of the monorhyme found in the
ghazal and roba®i. Even the dastgahi tasnifs are basically
monorhyme forms, D11 being a composite of several dobeyts,
and D12 presenting a monorhyme at the end of successive

dobgytise.

The Refrain

The refrain follows a one- or two-beyt verse and is
" repeated in every stanza, providing a contrast with the
verse in melody, rhythm, rhyme, length, and meaning. Re~

frain length varies from one to nine lines as follows:
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(;ne line (a1, /C107);

four mesri‘ (C8, C10});

five mesra‘ (A4, B5);

seven (eight) mesra® (B6); or

nine mesra‘ (B7I).

In overall length the refrain may be approximately
equal in length to the verse (A1, Ak, B5), more than twice
as long (B6, B7I), or half tk. length (C8, C10). However,
the length of a refrain mesra‘ is half the length of a
verse mesra‘’ (except in B7I). The refrain has its own
rhyme scheme, separate from that of the verse, and is often
in dobeyt form (B6 /[two dobeyts/, B7I, €8, C10) or in a
five-lire form: bbebb (Al) and bbedd (B5). Refrain lines
may be créated from intercalations, as in Al and C10:

ey janam, khoda bah, bah-o bah!

Oh my dear, God, how fine!

(c10, Borumand, between verse and refrain)

Number of Mesra’ in Stanza

Overall variation in the number of me§ﬁ5‘ per stanza
is from 2 to 24, The examples are categorized by number of
me§r5“ into short, medium, and long. In the category of
short, from two to four me§r5f, there are five examples
which are from the old tasnifs, avaz, and garbi (A1, A3,
E13-14, F16). Medium-length, from six to eight mesrz‘, arc
the most frequent, (8 exx.), including all of ‘Aref's

tasnifs, the zarbi Gereyli and selections from Sheyda and
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the old tasnifs (A2, A4, B5, B7II, C8-10, E15), The long
tasnifs, trom 9 to 2 mesra® (4 exx.), include two from
Sheydd as well as both dastgdhi tasnifs (B6, B7I, D11-12),
Overall the dastgahi taqnifs are the longest (20 and 24
megrac). The ‘Aref tasnif C10, however, is also overall
quite long in Golchin's performance, which uses five stanzas,
including six out of the seven beyts of the song. Also,

C8 and C9 include six stanzas, although only two of C8 and

one of C9 are actually performed.

Mesra® Length in Number of Syllables

Overall variation in length is from 4 to 20 syllables
per me§f5‘. Using avesages where necessary, the megra‘s
for the refrains are shorter (7-13 SN) than the verse or
non-refrain mesra‘s (9-20 SN). The longest tasnifs (D11~
12), interestingly enough, have the shortest average mesra‘
length (9-10 SN), The most commonly occuring length is 14,
examples of which can be found in several categories
(6 exxe: A3, B5-6, C8-9, F16)., The most frequently oc-
curring refrain me§r5‘ length is one of seven syllables
(3 exx.: B5-6, C8). Verse me§rﬁL or regular me§ré: are
most common at a medium length of 14-16 syllables (11 exx.:
A1, A3-4, B5-6, C8~10, E13, E15, F16), less so at a shorter
length of 9-13 syllables (5 exx.: A2, B7I-II, D11-12), and
least common at a longer length of 20 syllables (1 ex.:
E14), The two longer examples of 16 syllables and 20 syl

lables are taken from the zarbi category: 16 NS (A4, ®13
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E15) and 20 SN (£14). Refrain length is shorter, 7-9
syllables (5 exx.: AL, B5-6, C38, C10) and less commonly
of medium length, 11-13 syllables (2 exx.: A1, B7I), and
there are no examples of greater length, except for the
repetition in A1 at the first refrain.

Line length and poetic meter may: (a) be uniform
throughout (6 exx.: A2-3, E13-15, F16), which occurs in
the old tasnif, avaz, and garbi; (b) change with the rhyme
scheme (8 exx.: A1, Al, B6-7I, C8, C10, D11 /not always/-
12); or (c) be different for verse and refrain (4 exx.,
includes 3 in previous category: A1, B5, C8, C10). Line~-
length may remain uniform (d) while the meter changes with

the rhyme (2 exx.: B7II, C9).

Intercalations and Exclamations

Intercalations and exclamations are frequently used as
devices in tasnif poetry, more so than in the zarbi or avaz
examples. Intercalation consists of addressing or men-
tioning the beloved, God, or nature, for example, "gx
janam® (oh my dear). Exclamations are expressions, used
in this poetry, of sadness or pain: "ay" (oh!). These
expressions occupy various positions in the ta§nif poctry:

(2) as links between the repetition of a mesra‘ or
phrase (3 exx.: B6, B7II, C9), for example, B6, m, 2
"Mikesham jowr-e to ta t&b-o tavanam bishad, ay" (repeat to
bashad) (I bear your oppression as long as I have life and

breath, oh);
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(b) as extensions at the end of a poetic line (4 exx.:
B7II, c8, ¢10, Di11), for example, BT7II, m,: "Sarv kamar
baste-ye bidla-ye tost, ey ‘azizam" (The cypress is the
servant of your stature, oh my dear);

(¢) as part of the creation of a phrasc or line
(5 exxe: A1, A4, C8, c10, D12), for example, Al, m, :

"Negdra" (four times) (Oh idol);
(a) as part of the poetic line (7 exx.: A3, B5, BTI-
IL, c10, E13-14), for example, C10, Rm, s "Dela, delda

mibariyam" (6h_heart, oh heart, you are taking me).

In A1l the refrain actually consists entirely of inter-
calations, as does mesra®’ 11 in D12: "Oh God, oh universe,

oh nature!"

Repetition and Extension

Every tasnif and zarbi example uses some type of poetic
repetition, be it of:

word (6 exx.: A4, B7I, C8-10, D12);

phrase (11 exx.: A1, A3=4, B5-6, C8=10, =13-15);

mesra‘ (7 exx.: A2-4, B6, B7II, D11-12);

beyt (2 exx.: AL, B7II); or

section (2 exx.: AL, B7I).
The avaz example presented here does not use repetition,
although other examples may repeat phrase, me§f5‘, and beyt.

Repetition has a number of functions, the most common
one being conclusion of a stanza or piece by repeating the

last word (1 ex.: D12 /next to last word/), phrase (6 exx.:
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A1, C9-10, E13-15), mesyra¢ (5 exx.: A2-3, B6, B7IIL, D11),
beyt (1 ex.: Al4) or section (2 exx.: A4, B7I). Fourteen
out of the 17 examples conclude by thus repeating the last
portion of the piece.
Word substitution is used in the refrain in B7 (mg_g):
If my beloved is asleep, I want my physician

If my 2h251c1an is aslcep, I want my dear;
If my dear is asleep, I want my mother.

Repetition of phrase or mesra‘

may extend the length
of a poetic line for formal purposes (4 exx.: A3=4, D11,
E13). For example, "Mehrebani" (E14) uses two beyts of
poetry. The tasnif "Danamat Astin" (E13), which uses the
same music, repeats the two phrases of each megfhf, ex=—
tending the poetry to two beyts to cover the same music,.
ILiltewise, in D11, which is a series of dobeyts, me§r5‘ 3
repeats to make the first dobeyt 4 megfbﬁi. Also me§r555
4 and 5 repsat to extend them to dobeyt length. A3, which
consists of a single beyt, becomes with phrase recpetition
nearly a dobeyt in lengih, The verse of Al is extended by
phrase repetition te four mesrifs.

Repetition may be formal, as in the phrase repetition
in the mostazad C8, which appears internally rather than
at the end of a line as with the classical example in
Elwell-Sutton (1976:250). Repetition may be used for
emphasis, with internal repetition of a word (5 exxe: Alb,
c9-10, D12, E13) or phrase (2 exx.: B5-6).

The phrase repetition in C3 is actually an extension

of the line formed by an intercalation and word repetition
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(also BTII and C10), for cxample, m,:

Hengam-e_mey-o fasl~c gol-o gasht-e (janam gasht-e,
khoda gasht~e) chaman shod.

It is the time for wine and the season of flowers
and walking (my dear, walking; God, walking)
in the grass.
Other extensions may be formed solely from intercalations
(3 exx.: A1, B7II, C8) or by word substitution (B7I). B7
is a good oxample of the use of three types of extension

as well as of extensive use of mesri‘, beyt, and sectional

repetition.

Rhyme Scheme

Megf&‘s are consideoered to rhyme when a pattern repeats
itself at least once. In aaba, the a's rhyme but the b
does not rhyme with the a's., In aabbcdd the rhyme words
are 2, b, and d, but not c. As mentioned earlier, the
common factor of all the poems is the moqarra‘, or rhymed
couplet. Each of the poems begins with two mesra‘s that
rhyme: aa. From there the poems may be divided into

rhyme categories according to how many a's are followed

by a b:
aa
(A3, E13)
aab aaab aaaab aaaaab
(a1) (c9) (c8) (p11)
aaba - .aabb
(A2, B7I-II, (A4, B5=6)
15, F16)
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The first and most common category, aab (12 of 17 exx. or
12 of 15 oxxe. if the two aa examples be excluded) is
divided into two types, that which is followed by a and
that which is followed by b. The most common pattern
overall is the aaba (8 exx.), found either in a two=beyt
form or as the first two beyts of a2 longer form. First
verse patterns taken by themselves fall into the following
groups: aa (4 exx.: A1, A4, B5-6), aaba (2 exx.: B7I,
C10), and aaaa (1 exx.: C8), Second stanzas of verses

(4 exx.) may continue with the same rhyme word (2 exx.:
A1, CO): aaba/ca/da in C10; or they may change the rhyme
word (2 exx,: B7I, C8): aaaa/bbbb in C8 (leaving out the
refrain rhyme).

The classical ghazal rhyme scheme, which is used in
garbi and avaz, follows the monorhyme pattern of beyts
composed of two meqr&‘s, of which the first two rhyme and
where the last me§ra‘ of the subsequent beyt follows that
rhyme scheme: aa/ba/ca.

The number of different rhymes seen varies from one
to seven, The most common overall pattern is the monorhyme,
which is found in all examples of the zarbi and avaz and
the two old tasnifs lacking a refrain (6 exx.: A2-3, E13-
15, F16)., Taking the tasnif examples (A to D), multiple
rhymes occur within a stanza more commonly than a single
rhyme scheme, which differentiates tasnif from ghrbi and

avaz in this case. This is in part due to the presence of
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a refrain rhyme which differs from the verse rhyme (7 exx.).

In thes~ multiple rhymes, the most coummon patterm is of

cwo (5 exxe.: A1, A4, B7II, C8, C10), followed by three

(2 exx.: B5-6, C9), four (B7I), five (D12), or seven (D11).
The seven verse-refrain ta§nifs use one rhyme for the

verse and another for the refrain, for example, Al:

Verse, aa; Refrain, b. Of these refrains, four use omnec

rhyme throughout (A1, A4, C8, C10), two use two rhymes

(B5-6), and one uses three rhymes (B7I). Whether the re-

frain uses one, two, or three rhymes internally, there is

always a difference between the rhyme for the verse and

that for the refrain,

The Radif

Out of the 17 examples, 12 use a radif, which is a
repeated word following the rhyme word (those that do not
use a radif are A3-4, E12-14, F16)., For example, in CS8
the rhyme word, which ends in an, is followed by the radif
word shod:

e ¢ o chaman shod

e o ¢ zoghan shod

e o « khotan shod

o « o vatan shod.

Of these 12 examples, 10 use a radif on rhyme a, for

example, aLaL/baL/cal. When a is the rhyme word throughout,
it then follows the pattern used in classical poetry., The

other two examples use a radif on the refrain rather than
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on the verse (B5, B7I).

Seven examples use more than one radif (B5-7I, CS,
C10, D11-12). The old tasnifs and avaz~zarbi examples use
one radif at most and may not use any,

In these examples the radif is coupled with the rhyme
scheme and is at the end of the rhyming word. VWhen the
rhyme word changes, as it does in examples that use a re-
frain or constitute a sequence of dobeyts--~such as in D11
and D12, there would be a change of radif or else no radif
for that rhyme., Verse or refrain, or both, may have a radif
with their own rhyme word. Having a radif on one rhyme

word does not mean the other(s) should also have cne.

MUSICO-POETIC FORM

Musico=poetic form is the overall form created by the
combination of poetry and music, including instrumental
sections, phrasing, and relation of the poetic elements of
rhyme scheme and meaning to musical theme, pitch, and

dynamicse.

'Y

Major Divisions and Groupings

The shorter eramples, which include the 3vaz, are
characterized by musical-poetic divisions based mainly on
the poetry by (a) beyt, then by (b) mesrd' , then by
(¢) phrase:
bext
mesé;‘

/

phraée
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The avaz begins with a vocalized section (no words), also
termed avaz, and continues with a beyt of poetry and a
tahrir or ornamented vocal melisma and a second beyt, also
followed by a tahrir. The second gushe of the dastgah of
Mahur, "Goshayesh," follows the same format using only one
beyt. The vocalized parts of the @avaz are not found in the
ta§nif examples but may be replaced by instrumental inter-
ludes (or refrains), although dvaz generally makes use of
instrumental interludes in addition to this format, This
division based mainly on poetry is followed in the longer
examples also, but my discussion here will also be based on
stanzaic and sectional divisions which take musical theme
into account,

Only four of the examples are actually presented in a
torm consisting of more than one stanza, In two of them
the starzas are musically repeated, with the same poetic
format but a different rhyme word for the verse (B7I, C8).
Because stanzas were made in Al and C10 by inserting a
refrain between beyts of an existing ghazal, the rhyme
scheme here remains the same throughout the stanzas,

One of the most important sectional divisions within

the framework of a stanza is between verse and refrain

(7 exx.), which are distinct from cach other both musically
and poetically. Other sectional divisions are based on
either poetic change or musical change, or on both, Those

based on musical change aione have a poetic form that
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remains constant (A2, E15). The other examples of sec-
tional division (other than verse-refrain) are based on a

combination of poetic change, which includes change of

rhyme word, and musical theme: the refrains in B6 and B7I
are divided into two seoctions, for example, B6:

Poetry: V aa/ R bbb(b)/ c c d ¢

Music: ab/ ccazb;/ bgbgazbg
(see Ex. 4, p. 144).
Forms without verse-refrain that use this type of division
arc B7IL, C9, D11, and D12. The dastgahi examples are both
divided into five sections, usuzally a dobeyt with its own
rhyme scheme for each section, divided or set off by an
orchestral interlude. These sections follow the outline
of the main gushes of a dastgah, as in D12:

A Mahur, my_y

B Dad, m

5«8

C Shekaste, My_12

D Delkash, m13_18

E Forud, m19_2o.

The general tendency is for each section, verse=refrain
or other division to have its characteristic (a) rhyme,

(b) musical theme, (c) poetic meter, and (d) line=lencth

(9 exx.: A1, AL, B5-B7I, C8, C10, D11-12), as in Al

(for Verse-Refrain division)(see Ex. 5, p. 145):
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rhyme: V a a R b

MT: a a b
poetic meter: Jele15  3.1.15 -- (see Appendix D)
line length: 23 MeSL 23 MeSL 25(38) sL
L NM L NM 3(4) N,

In longer and morc complicated pieces such as D11 and D12
there is some variation in this pattern, that is, the
rhyme may remain the same while the other three aspects
change, or the line-length or both line-length and meter
may remain the same while rhyme and musical theme change.
In both D11 and D12 a unifying cadence appears at the end
of Sections A, B, and E.

A second pattern, that of uniform line-length and
metric figure coupled with a unifying cadence is found in
some of the old tasnifs and in the zarbi and avaz (6 exx.:
A2-3, E13-15, F16), thus in A2:
rhyme: a a b a c a

MT: a b a b c b
meter: 2.4.11 2.4,11 2.4.11 24,11 2.4,11 2,41
MeSL: 19 19 19 19 19 19

Two variations are: (a) unifying cadence with meter
and line-length change with rhyme change (B7IT), thus:
rhyme: a a a a b b a

MT: a b c b c c b
meter: Jele11 3l 11 3 4,11 34,11 3.4.05(2) 3.4.05 3.4.11

MeSL: 17 17 17 17 16 16 17
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and (b) uniform line-length (approximate} with meter
change with rhyme and musical theme change (C9, along with
a unifying cadence, thus:

rhyme: a a a b b ¢ d d

MT: a a a' a® b ¢ d d

meter: 6.1.08(2) = = 4.1.16 = 6.1.08(2) 5.4.07(2)

MeSL: 24 24 24 24 24 21 22 28

Instrumental Interludes

In the classical style, the instrumentalist introduces
the maye or essence of a dastgah or piece for the vocaiist.
The vocalist then sings a line of poetry while the instru-
mentalist follows the vocal line in a type of delayed
unison or approximation of the melody line., The instru-
mentalist then "translates exactly what the singer does,
ending on the same note the singer ends his phrase on"
(Borumand, 8 December 1974). The instrumental repetition
of a line or portion of a line' is known as the javab, or
answer. The tasnif also follows the avaz format in a
modified fashion, that is, the music will be phrased ac-
cording to the poetic line, and the javab does generally
follow the conclusion of a poetic line (poetry-answer-
poetry-answer). The vocalization and extensive tahrir
portions of the gushes, however, are absent in the tasnif,
which generally confines itself to the use of tahrir within
the poetic line rather than appearing as a separate phrase,

or phrase extension. The ta§nif also uses, particularly in

7
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the later examples, independent interludes and introductions

which are either related to but do not match

or are not related to the vocal line.

Interludes occur as:

(a)
(b)

introductions (5 exx.:

B?I [ 08—9 9

between secticns (3 oxx.:

(c)

(a)
(e)

Musically,

between beyt (4 exx.:

mesra® (2 exx.:

B7,

as brief conclusions (4 exx.:

between verse and refrain (3 exx.:
Cc9,
B7II, /C97,

c9, D11);

as extensions of vocal line (2 exx.:

the vocal line

D11-12);
B6-7I, C8) or
D11);

D11-12) and

D11-12); and

B7I-II, C9, /D127).

the most common tendency is for the inter-

lude to repeat the me§f5° or phrase or section it follows

(B7I-1I, C8-9, D11), thus in Di11:

3
fa h | —— N fomeen | | Iy B
Y 4 1 1 1 1 o W 1 - = 1 1 I
ﬁ - 0 o P | { i 1 o 3 - LA o 1
L - 2088 T ya L P 4 7 v .
AW P 3 ~= —t et W —
= - - . = - {
Sy dad__az=__n Sar- y::‘ a=__in de - ’t:
Kin del sho- de Sar- b& - re wmosh - Ke - e
A t | S—— =
> 4 1 e & D | o
P T YIS S 1 -
LA - ) L 1 v Y 3 .4 :
‘\‘_)J .r.l %; { —y )
man, I
Mmawn ,

Some interludes precede the vocal line and these are

usually introductions to the piece or come between verse

and refrain (B6, C8-9, D11), as in D11, Ex. 6

] p. 1["9.

Independent interludes often appear as part of the intro-

duction or in the later tasnifs, D11 and D12, alone or in
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Ex. 6. Instrumental Introduction to
"Aman Az In Del" (D11)
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combination with a vocally matched phrase, as in D11,

Fxa Ty Pe 151« In one case (C8), the introduction matches
the forud or cadential phrase rather than the opening
phrase (Ex. 8, p. 152).

There are seven examples that have instrumental
interludes (B6-7II, C8-9, D11-12)., These examples have
from 1 to 15 interludes each, depending on the length of
the piece. Length varies frém 1 to 18 or more measures.,
One-measure interludes (in D11 and D12) serve to extend
the three-measure vocal line in D12, for example, to four,
which is the standard me§r5( length for most of the piece.
In both D11 and D12 the interludes at the beginning of the
dobeyt sections tend to be longer. Common interlude lengths
are of two and four measures. The long interludes (18+
measures) are introductions to the tagnifs with the ex-
ception of "Che Shurha" (C9) which has a long interlude
dividing the taqnif into two portions.

Most of the examples (5 exx.: B6-7, C8, D11=12)) have
interludes of the same length as the wvocal me§r5F they are
intended to matches C9 and D12 include interludes half the
length, or matching the last phrase of the me§f5‘ they
follow. D11 has interludes longer than the preceding
pbrase and both D11 and D12 include the one-measurc ex-—
tending interludes, which are each shorter than the phrase

immediately preceding them,
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Ex. 7. Independent Inteoriude (D11)
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Ex. 8, Instrumental Introduction to

"Hengam~e Mey" (C8)

Lv

ﬁl} S
= - e T 1 —
A — — s — — JI_..J;.. —- 4
0 \ - |4 — \._.‘ ~ \:‘.._____:-____‘_—__”

T ==L TT

4

\y i " P et} \\
1 e . — ——
WA 1 : L = ——
) R R A e R e R = QU | [ LT F’

— \.___/

2 — e
> 4 ~ 1= 7 + Ir 1 Tt | Ko ARSI
r A 1 1 m .
X3 i o rd > » ” P ar) 1‘ ~ >3 —
- - — -
o F i T stz
Hen. q2-me me -y° fas-le ge-lo  gasn- te,
oy g $ AL - e
Ar. “khv-ne B= Ve AL -ne Va= TS o, te.  asnam
-
= por—
La ) —le 2P o ” 4 ® 4 id 11 _‘l L J‘A'IAI— ;Jl;)
A v v . v COr I R -
ﬁ/ 1 ——————— o 2y ; ~ ‘-_-J,, O\—- p— < “ rJ o
5“5"- te, F.k’\c-— dz gash-3¢, cha - ma
c - e lche~ a& loe = & da - mi=
A
' L3
T [y
% _dl-n
Shod
de

152

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Phrasing

Phrasing in all categories follows poetic divisions,
As mentioned under the ghazal form, the beyt comprises a
self-contained unit, somewhat like a sentence in prose.
Since a beyt is composed of two me§r5‘s, this represents

the next unit of phrase divisiorn. A me§r&‘

may be short
enough to be an undivided phrase in and of itself., Longer
megri‘s may inclnude from two to four phrases, dividing them
into halves and then into fourths. The zarbis contain the
longest beyt lines, 16+ measures for each beyt. They arec
phrased according to the follecwing diagram:
beyt
7N\
mesra®
7/ \ .
half mesra
/
phrase
In the zarbis, the phrase divisions are symmetrically pro-
portioned, that is, in "Mehrebani" (E14), the beyt is 16

measures long, tho me§r5‘ 8 measures, and the phrases

either 2=2-2-2 or 2-2-4 or 4-2-2 measures, as in beyt 1:

b,m; Be harim-e khal- vat-e khod -shabi, (2-2)\18)
Che shavad nahofte bekh'anivam; (4) -~ \i
m, Be kenar-e man beneshini-yo, (2-2)\(8f/ 6)
Be kenar-e khod beneshaniyam, (2-2)

In this zarbi, the break may come between either two- or
four-measure units or phrases, The garbi, avaz, and tagnif

always phrase between megré‘s and between beyts,
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The most common length for verse and regular beyt
(regular referring to a beyt in other than verse-refrain
forms) is 8 measures, for refrain beyt 4 measures, the
range being:

verse beyt: 6-12 measures;

refrain beyt: U-6 measures;

regular beyt: U4~16 measures.

The most common megrﬁc length for verse and regular
me§r5‘s is 4 measures, for refrain mesri‘s 2 measures,
the range being:

verse mesra‘: 3-6 measures;

fefrain mesra®: 2-3 measures;

regular megr%f: 2-8 measures.

The megrac length is half the beyt length; on the
average me§rats of equal length compose a bheyt. The refrain

t length is half the verse and regular megrﬁ‘ lengthe.

mesra
Phrase division of me§r5‘s, while not as symmetrical as
beyt division into me;ré‘s, does tend towaras division by
halves and by quarters. The shorter me§fa:s of two to four
measures, may not be divided further into phrases. For
two measures, this is most often the case. For three
measures, division is into two phrases: 2-1, 1-2, or 1%-11.
Four measures may be divided into two or four phrases, the
most common being into two phrases: 2=2, Six measures

are divided into two or four phrases and eight measures

into three or four, both three and four being based on a
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division of four thus: 2=2-2-2 or 4-2-2 or 2-2-4, The
Avaz example, while not divided into measures, is divided
into two or threo phrases per megrhf.

Overall, then, the most common mesra‘ length is of
four, the most common division of that is into two phrases
of two measures each. Refrain megf& s, tending to be half
the length as verse megrafs, that is, two measures in this
instance, would not then be further divided into phrases.

Poetic lines may be phrased according to meaning and
poetic meter. For example, in the example mentioned
earlier, E14, the mesra® is divided into two halves by a
rest and according to a double poetic meter, that is, a
meter the same in both its halves. Further division of
these into halves also means that the meter may be sym=-

metrically divided:

VY oo YV e MV e Y e

However, in terms of the poetry, the first short pause
breaks a word into two parts: khal-vate. Internal phrasing
for meanings, as where a comma occurs in the poetry, may
be contrived by means of shorter or longer pauses:

be kenar-e khod, beneshaniyam

beside yourself, seat me (e14, mz/phz).
Further, phrasing may occur as a function of breathing and

this may influence the regularity of phrasing. See
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chapter 6 for discussion of meter and phrasing and the

function of rests,

Rhyme Scheme and Musical Themc¥*

The most common pattern is for most of the rhyme
scheme to match the musical theme (12 oxx.), for example,
Al s

poetry: Verse a a Refrain b b ¢ b;

music: a a b b ¢ a.
An overriding consideration in the éase of the musical
theme is the presence of cadential formulas that unify the
tasnif musically. In this example, the last me§r5‘, while
rhyming with the first two in the refrain, musically returns
and cadences as a variation of the opening theme and ca-
dence. This unifying cadence may follow one of two
patterns:

(1) Tke first and second mesra‘ follow the same rhyme

and musical theme (aa), after which:
(a) the rest of the mesra's cadence on the same
piteh (5 exx.: A1, A3, A4, C9, 213):
(A1): poetry: a a b
music: a a b (all three me§rafs

ca.i:nce on "f"); or

*The expression musical theme is used here to mean the
motif or combination of motifs that comprise a me§ra‘
(hemistich) of poetry.
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(b) the musical theme remains essentially the
same for at least subsequent second megr&‘s
of beyts (2 exx.: C3, F16):
(F16): poetry: a a / b a
music: a a1 b a1 $ or
(c) the musical theme or the ist (cadential pitch)
returns at the end of each subsequent section
(4 exxe: A4, B5, B7I, C10), sce Al above; or
(d) the musical theme returns at the close of the
beginning and ending sections (2 exx.: Dll1-
12); these are the dastgahi examples where
the middle sections modulate to gushes ending
on a different cadential pitch (ist); and
(2) +the cadential phrase begins on the second me§ré‘
(6 exx.: A2, B6, B7II, Cl10/second verse/, Eil=15):
(A2): poetry: a a / b a / ¢ a
music: a b a b cb2 b‘.
In some tasnifs there are variations where the rhyme
may remain constant and the theme change (4 exx.: B7II,
c8, D11-12}, thus thc musical theme change, refrain of C8:
poetry: b b b b
music: b b e b1;
or vice versa (3 exx.: A1, B7I, C10), thus the rhyme
change, verse of C10:
poetry: a a b a

. 1
music: a a a a ,
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In most cases the ist pitch (final pitch of phrase)
is the same throughout the piece. In two cases the final
ist is lower than the first ist (A2, C8). In the dastgahi
examples the ist pitch is the same at the beginning and end
but is different for one or two internal sections which
constitute a modulation to a higher gushe, thus:

D11: A, Be="ep"; Ce="c!"; D==tap"; E-="ep" and

D12: A, B, C=="{"; D=="c!'; E==Uf",
Of the 17 examples, nine have their final ist (finalis) at
least on the second mesra‘ of every beyt (A1, A3-4, B7II,
c9, E13-14, F16) and five have it at the end of the’
first mesra‘ as well (A1, A3-4, C9, E13). Four cxamples
(B5~B7I, C10) have their ist at the end of sections and
two examples have their ist (D11=-12) at the cnd of boginning
and ending sections. In two cases (A2, C8) the final ist
is lower than the internal ist pitches. In examples ¢
four or more mesra‘s (14 exx.), the tagnifs, zarbis, and
avaz have their ist more frequently on the fourth, sixth,

¢

and eighth mesra’s and less frequently on the third, fifth,

and seventhe.

Pitch, Rhyme Scheme, and Form of Text

The 3vdz example (F16) serves as a model for the
typical pitch structure in relation to the rhyme scheme,
It is a four-mesra‘ aaba rhyme form, with the highest pitch
theme occurring on the third mesrd“, or the b. The next

highest lines are the second and fourth megré‘s, although
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one, two, and four end on the same ist: a §+1 §+2 g+1.
Two-mesra‘ examples (2 exx.: A3, E13) have the high pitch
area in the first phrase of the second mo§f5‘, or in the
third of four phrases. Of the six examples of high pitch
on the third mesra‘ (A1, B6-7I, C8, El4, F16), one is a
three-mesra’ pioce (A1), two are four-megri‘ pieces (E14,
F16), two have four-mesra® verses (B7I, C8), and one is a
two-mesra' verse (B6) with a high pitch "c" at the be-
ginning of the refrain, All but C8 have the high pitch
level on the poetic line b, The roba®i of C8 is of the
form aaaa.

Five of the longer examples, having seven to eight
me§ri‘s, reach their high point on the fifth me§r55 on the
poetic line ¢ (A4, Bs5, B7II, C10, E15), except for B7II
which has a first dobeyt aaaa, as in cxample C8. The
iongest forms, D11 and D12 (27 mesra‘s and 20 mesra‘s with
repeats) have their high point on the 17th me§fa‘.

One example, A2, actually begins with the high pitch
area and concludes with a beyt on a lower pitch level than
the original ist of the first two beyts.

The high pitch point for C9 is at the beginning of the

last or eighth megréc

, however, similar high pitches occur
on three and five as well and all but me§r%fsix (which is
truncated) have their ist on "g".

Overall, the general tendency is to use higher pitches

at the beginning of the second half of the poetic form.
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After the first two me;fa:s, the higher pitch area tends
to occur in the first rather than the second mesra‘ of a

beyt-

Poetic Meaning and Stress

Stress, In the classical (Carug) metrical system each
metrical foot (joz) has an accent that serves to join the
syllables into a foot, although it is not considered to
form the basis for the rhythm or meter (Khanlari 1975:155).
There is a lendency in Persian for syllabic stress to be on
the last syllable of a word (ibtid.). Word stress is also
subject both to interpretation of meaning (ibid.:148) and
to sentoence stress and intonation groups within sentences
(Lambton 1967:260).

Khanlari conducted research on accent in Persian words
and found that the accent is primarily tonal with a slight
dynamic stress (Khanlari 1975:151), That is, accented
sylliablies are always higher in tone than unaccented syl-
lables and these tonal accents are combined with a slight
dynamic stress. Also, accent can be either on short or on
long syllables. Accent on a word is subject to the rules
of grammar, for example, word stress usually falls on the
final syllable of nouns and pronouns (Lambton 1967:7).

Khoshzamir in his Master's thesis (1975:91-93) has
conducted some research on recited and sung tasnif poetry,
Although he concluded there was no regularity in stress

(ibid.:92), his example, in the view of this author, does
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show some general tendencies for both singer and reciter
to place accents on certain syllables and for there to be
concurrence among them, that is:
y3d su~-ra=-ti bar kash che-nin,
recited: 3 0 0 0O 1 0 L o
sung: 1 1 1
ya tark kon su-rat-ga-ri
recited: 1 4 0 o o 5 0
sung: 1 1 1 o
Thus, che, tark, and ga are stressed by a majority of the
reciters and by the singer as well., Whether this reciter~
singer concurrence is due to the fact that the song
"?uratgar-e Naqgqash-e Chin" is a very well known song could
only be clarified by conducting this same experiment with
less well known songs. Also, Khoshzamir does not clarify
the issue of the basis of accent, namely whether it be
tonal or dynamic. Thus the study suggested would be to +take
several types of song, in both recited and sung versions,
and to subject them to a melodic and dynamic melograph
recording to ascertain: (1) the sentence intonation
patterns, (2) the existence and extent of tonal and dynamic
stress, (3) the extent of concurrent and idiosyncratic
stress, and (4) the relationship between recited and sung
stress patterns.,
As already stated, tasnif poetry is generally meant to

be sung with a melody, particularly in the instances of
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Sheyda and CAref who composed both poetry and melody.

The possibility also exists then that the issue of recording
a recited veorsion could be artificial, taken away from a
setting where music is an integral part of the form of the
tasnif and of the metrical and stress aspects of the poetrv.
The stress cf the musical measure combines with grammatical
syllable and sentence stress, poetic meter stress, and
interpretative stress both poetic and musical. The result
is that sometimes one is sacrificed for the other, for
instance, syllable stress is displaced by musical stress
(ibid.:93).

As seen in the previous section, high pitch levels
tend to occur on the first megri‘ of a beyt, particularly
at the beginning of the second half of the piece, often,
in the case of tasnif, combining with a change of rhyme
and meter. The correlation between stress and higher
pitch would explain the arch pattern that often occurs in
these pieces, that is, the pieces begin at a relatively
low pitch level, gradually increase pitch level to a climax
or highest pitch area and then more quickly descend to the
original level. This process, seen most easily in the
dastgahi examples, is achieved by alternating a rise in
pitch level with a return to the original reference point
until a high enough level is reached to require a change in
the level of the reference pitch (a new ist).

Sentence intonation patterns generally follow this
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arch pattorn as well., If one takes a sentence making a
siméle statement such as the example from Lambton (1967:
262): "Facilities for study are available in all the large
cities of Persia," it can be divided into two intonation
groups, a suspensive intonation group, one which indicates
there is more to follow, and a final intonation group,
which completes the sense. In the suspensive types, "The
unstressed syllables preceding the stressed syllable are

on the low tone level. There is a rise to the high tone
level on the stress and the high tone level is then maine-
tained to the end of the group" (ibid.). aAlsc: "In Final
Intonation Groups the unstressed syllables preceding the
final stress are on the low tone level. There is a rise

to the high tone level for the final stress, on whiclhh there
is either a downward glide to the low tone level or a
gradual descent spread over the unstressed words or syl-
lables which follow the final stress" (ibid.:261). Further,
“"The intonation of Persian falls between two principal tone
levels, There is a rise to the high tone level on a syl
lable on which there is a breath-force or stress" (ibid.:
260), Lambton (ibid.:262) analyzes the sentence mencioned

above as follows:

» Y Y — — F} . — *

Y | * | - -
va-sa-‘e-le tah~-sil/ dar ta-ma-me shahr-ha-ye

(3 . [ — —— 4\

—
vy

- o= : w2
bo=zor-ge i-ran/ fa-ra-ham mi-ba-shad.
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While there are variations according to sentence structure
and meaning and individual style, this categorization by
Lambton presents an initial approach to investigating the
relationship between pitch patterns in song and senrtence
structure. The two megfhfs of the beyt are connected by
one thought (Rypka 1968:91), Pitch patterns of the final
intonation groups, or cadences here, tend to occur more
often in the second me§r5‘ of d beyt, while highexr pitch
levels occur more commonly in the first me§ra‘ of a beyt.
This varies with the length of a piece, where the pitch
gradually rises over a numbexr of beyts, dropping at the
end of every one or two beyts in alternation. Though it
is not the focus of the present study, it would be interes-
ting to investigate the correlation between sentencc and
musico~-poetic intcnation patterns and to test further the
hypothesis that the beyt is composed of two connected

megra(s of which the first ascends to a high tone level

low tone level (final intonation group).

Another related hypothesis to be tested is the re-~
lationship between the non-rhyming mesra‘ (s) in a monorhyme
pattern (that is, b, c, and d in aa/ba/ca/da) and change in
meaning, as there are also musical changes at these points.
Rypka has indicated (ibid.) that while the beyt is connected
by "one thought, in certain cases by one thought and its

underlying argumente. . . the logical connection of the poem
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is not so clear and obvious . « . particularly in the
ghazal, the unity of which is apparently or in fact only
based on rhyme and meter." He states (ibid.:91, 102) that
the connection may be in the use of formal devices such as
parallel images, a "filigrece work o « o full of finely-
wrought details, with no strictly logical sequence of
verses in any given poem as is common in the VWest,"

In the case of the avaz example, the intonation pattern
will be similar no matter what poem is used., The pattern
of the first beyt begins with the first syllable on a
lower pitch and ascends to the pitch level which it main-
tains until the end of the megf&‘. The second mesra® begins
on this pitch level (ist) ascends to a pitch a third higher

and gradually descends to the ist:

\l1 .

The beyt in F16 is a thought formed of two clauses:

Those who with a look transform the earth,
Could it be that they would glance at me,

My pain is hidden from the posing physicians,
Let it be that they give solace from His hidden
" storehouse.
The second beyt begins with the b me§ra‘ which has the
highest pitch level and does not end on the ist of mesra‘s

one, two, and four but one step higher: it begins on the

expression "my pain," which is stressed tonally. Tonal
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stress then places itself both on this expression and on
the me$r5( itself, "my pain is hidden from tho posing
pbysicians" and duration and pitch stress on the last
syllable of "posing" (dardam nahofte beh ze tabibane

modda *i):

A——A —k

4 3 1 —— Y b r lv )4 by prmm———y
v e ——— 3 e — s — — K e "
A P T 7 14 0o T ? A

v S b LS < - ‘ M & ""-'p . *

dardam nahofle beh ze lo bi ba— nemo@dai

A
e ——

v o0 Tt =+ V7

_ i

The beyt then completes its meaning with the second me_sr?x(
"Let it be that they give solace from from His hidden

storchousc," which descends to the original pitch level ist:

—5 A-E- I y— 4 ! e —— — . o
—_— - - ay ~—r T v v
—;;'—G—:—‘h—a-—-—:l——_‘r—',‘. *}_"ﬁ
b" ‘ V \-/ ;\-/ . hd
G fod— ke oz ha 2z neye gey bal
<
s —
v 4 Y )
125 . W — % q—*—#—-'
= ?

-y o N2 p—
v g - 5 v 4;*}4-&
dawa ko non

Since the pieces are based on alternation of stress
and release over gradually rising pitch levels, it stands
to reason that the highest pitch level would be that which
occurred just before the descent to the final, or original
pitch lovel of the ist. Were an important or meaningful

word oxr phrase placed in this position it would coincide
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with and reinforce this alternatihg stress—release pattern.
In the avaz, as shown above, high pitch did coincide with
expression of emotion,

In sentence intonation, cach intonation group has a
prominent syllable which is higher in pitch and more ac=-
cented than syllables preceding it in the case of suspen-
sive intonation groups and following it in the case of
final intonation groups (Lambton 1967:261-62). Accentuation
in the ta§nifs may be dynamic, pitch, length, repetition,
metric, and meaning. Smaller phrases within me§rhfs’
separated by rests may possibly correspond to these into-
nation groups. In Al, my and m;, are dividea into
three or four phrases which correspond to divisions into
four metric feet:

Like Farhad must be, mountain carving, our task.
(Like Farhad our task must be mowntain carving.)

For one, drau~ht of wine, court the wine-,
bearer we need not.

(We need not court the wine=bearer for one
draught of wine., )

Each me§fé‘

of the verse follows exactly the same molody.
Tonal stress occurs once at the same place in each of the
last three phrases of the four verse megr%fs. The phrase

hamcho Farhad bovad (Like Farhad must be) begins low, rises

to the shahed and ist level "f", stresses a vocalization of
the last consonant in Farhad (Far-hi-do) and then dcscends
to the original level. VWhether a speaker of this beyt

would choose to accent these syllables in recitation or not,
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they are accented musically as shown in those places under-

lined in the text:

1z 20
e _

3 i =S — -
p” 4 Y ol } .y P
F AV p.] I ! o ’ — — “«
P S = ==

Ham-cho Tar- hi- do bo- vad ku -
9 i = i : { ‘ll ‘h:k
Lo > i ) L 11 " ; a' L. !
& ———— =

h ke- M pi - she-ye ma

——

The last phrase of the mo:.sa.rra.t in A3 provides a clear
example of a final intonation group. The stressed word
faryad (cry) is at the beginning of the phrase and is the

high pitch for the phrase, which then descends:

L S=

/A M
! 2

‘ Wl

=1
[4 ~— ~ L.
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]
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In this case there is a correlation between the emotional
climax of the beyt and the musical stress point. C8 is
similar in that the higher pitch point, which comes after
the high pitch level of the previous me:j,r'é.c s is on a
stressed, emotionally expressive word, deltang {misses,

homesick), after which a descent to the ist occurs:
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There appears to be some correlation between these
high pitch words, phrases, and me§r5‘s and meaning in the
poem., Most frequently found are (a) emotional expression
and appeals or reqguests (don't turn me from your door) and
(b) addresses to the beloved or praise of some aspect of
the beloved.

Most of the pieces (15 exx.) begin by ~scending to a
higher pitch level, as in the sentence intonation pattermn.
In C9 lines 7 and 8 begin high and then descend. They
both begin with the interrogative words agar (if) and che
(wwhat), which as Lambton states usually carxry the accent
after which there is a downward descent (1967:263-64),
There are several high pitch points in this tasnif, in
megfﬂ s 3, 5, and 8; of these stressed areas, which are
also louder at high pitch points, meqri‘ 5 sustains a high
pitch on "c", "ask the tear" (ze ashk pors), and emphasizes
this pitch area over a series of repetitions of "reveal
the internal secret" (nemude raz-e daruni) (Ex. 9. p. 170).

Here, then, is an example of a number of accentuation
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I’x. 9. Accentuation in "Che Shurha" (C9)
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devices; high pitch, dynamic loudness, length, and repe-
tition that combine with an expression of emotion: ‘"ask
the tear that reveals the internal secret" to create the
effect of an emotional climax, which cadences or resolves
on the original pitch level in the last two repetitions,

A type of emphasis can also be placed on a low pitch
in these songs, by way of contrast., In E15 the lowest
pitch (which is aiso the softest) begins the seventh
me§r5‘ (1ine g). The eighth me§f5‘ repeats this melody an
octave higher which is followed by a descent to the ist,
making this the highest pitch area and emotional climax
(Ex. 10, p. 172). Since this is taken from a ghazal, the
beyts chosen may vary.

Syllables are sometimes given accent by the music
where thore would be none were the poem fo be recited.
CAref has been criticized by Persian musicians for doing
this (Mallél}, "Sharh-e [Jal," MR 1961, 43:22). An example
in C8 where there is dynamic, tonal, and durational accent
on me~yo and ja-xérdan, which are awkward syllables to

stress both grammatically and in the context of sentence

intonation and meaning: "It is the time for wine and
the season of . . " The spoken stress would be on me-yo

and ja-va-nan,
Dynamics. As Farhat mentions (1958:1), Persian music
is generally thought to be sad or melancholy, although a

few of its dastgahs are considered otherwise., In actuality,
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Ex., 10. Emphasis by Low and High Pitch (E15)

)

il

lill
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he and others feel that it is not so much simple sadness as
contemplative and spiritual, bascd on the process of omo-
tions and understanding found in Persian mysticism (Caron
and Safvate 1966:235~36; Farhat 1958:i; Yar~Shater 1974:
76=77). The dynamic expression (balat) for this music is
generally thought to be left to the individual at the time
of performance (Farhat 1958:3; Mortezo Varzi, interviews;
1980; Zonis 1973:142) and to be based on the mood of the
audience, performer, and the meaning of the poetry. Farhat
states that the dynamics, pace, and meledic range support
the subtlety inherent in the music: more limited range
of dynamics with fewer contrasts (Caron and Safvate 1966:
235-36; Varzi, interview, 1980), slow or sedate tempc
(Caron and Safvate 1966:235-36; Farhat 1958:3), and more
limited melodic range, similar for men and women (TFaiiiatb
1958:3). The sense cof freedom of expression and the
subtlety and delicacy of nuance that have a different
meaning for each listener contributes to the sense of the
indefinite and the mysterious (During 197521513 Farhat
1958:4)., VWhile this is iruc of "spiritual" Iranian music,
Caron and Safvate (1966:234) make a distinction betwcen
this and "entertainment" music which they feel has more
contrasts and is ostentatious.

Individual performers in these examples vary in their
dynamic expression, which is based on a number of different

factors: rhythmic pulse and accent, phrasing, tonal
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contour, and poetic nuance, The extent to which poetic
interpretation can be separated from *the dvnamics that are
suggested by tonal contour and melodic-ornamental phrasing
may be the subject of further research, Dynamics do tend
to be related to tonal contour in many of the examples,
that is, a rise in pitch may also mean an increase in
volume. As many of the phrases are in an ascending-—
descending or arche~like form, the dynamics of that phrase

tend to increase and then decrease in loudness, as in Al:

=
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The end of a phrase often descends to the ist and often
coincides with a decrease in volumc, The twoc~ncte unit
that includes the eshare, or allusion (see chapter 7,

Pe. 250) has also a typical dynamic phrasing in that it
decreases voiume on the eshare itself, particularly on a

descending eshare, as in C8:

S i -
M e T L R —
— = fEi P
Che Koy raf —~+a&-ri,
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Borumand keeps a more even level in his dynamics,
which may be due to his not being a singer and to his
instructional presentation of the tasnifs. Alahe (C8)
uses both dynamic nuance within phrases related to tonal
contour and eshare and also includes more dramatic volume
increase at the high pitch area of the end of me§r%F 3
and beginning of mesra‘ Ik, As mentioned earlier, this
high pitch area may coincide with the emotional climax

of the poetry:

# 11 N PN ’F:j !
e e e e e e e e e e e
] - =
rash-ke kho- ton shed. Del~ +ang=- o
SUMMARY

Poetic Form

Type of Form: The tasnifs in this study are classical
tasnifs, the tas:nifs associated with the dastgah perfor-
mance, It is difficult to place the classical ta§nif in a
distinct category of folk, urban populssr, or classical
poetic traditions as it has characteristics in common with
those of all three categories. This may be characteristic
of the form itself and/or a result of the interaction of
literary and collegquial forms and language during the time
period from which the examples were chosen.,
4

All the examples in the study have an initial mosarra

or rhymed couplet. This mosarra®’ is formed from two
L]
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equal-length me§r5°s or hemistichs which rhyme and which,
when they arpear as a couplet, form a beyt, or distich.

The mosarra‘

is the beginning of many monorhyme forms, par-
ticularly the roba‘i (quatrain) and the ghazal which are
both found in the tasnif examples. The quatrain, pare
ticularly, is a form that is common in folk as well as in
classical poetry. A tendency in the older tasnifs is for
a refrain to be added to one or more lines of classical
verse. "Shane Bar Zolf" (C10) is an example of the process
of making a verse-rcfrain form out of a ghazal,

The examples fall into two main groups: stanzaic and
non-stanzaic. TFor the stanzaic type, the verse-refrain
form is the most commen, Overall for both categories
(counting only the verse of a verse-refrain form) the
monorhyme predominates. The traditional tasgnifs (Groups A,
B, and C) commonly use a verse-refrain form and the avaz-
zarbi use monorhyme without refrain. Later examples, par-
ticularly those in the dastgahi group (D), combine elements
of mosammat, roba' i, and ghazal.

The Refrain: A one-~ to nine—megrac refrain is found
following a one- to two~beyt verse in seven examples, all
from categories A to C, the traditional tasnifs. The
refrain is distinct from the verse in line-length, in rhyme
scheme, and often in poetic meter as well. In overall
length it may be equal to, longer than, or shorter than

the vorse section,
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Number of Mesra® in Stanza: The number of mesrd
varies from 2 to 24, Based on the number of mesrad‘, the
tasnifs are divided into short (two to four mesra‘), medium
(six to eight), and long (nine to twenty-four). The most
frequent is the medium length which includes selections
from Groups A, B, C, and E. Groups A, E, and F contain
the shortest pieces and Group D the longest,

Megrﬁ‘ Length in Number of Syllables: Overall varia-
tion is from 4 to 20 syllables per mesra®. The mesra‘s for
the refrains are shorter than those for the verse or non-
refrain me§r%f. The most common length is 14-16 syllables
per megri‘ for verse and regular and 7-~9 syllables per
megrﬁ‘ for refrain megrﬁ‘. Length and poetic meter is
uniform throughout the zarbi, avaz, and old tasnifs without
refrain, For thc tasnifs it is more common for the iline-
length to change with the rhyme scheme and/or to be dif-
ferent for verse and refrain, Line~length may also remain
uniform while the meter changes with the rhyme.

Intercalations and Exclamations: These occur more
frequently in the tasnif than in the dvaz and zarbi
examples, They act as (a) links between repetitions of a
phrase or megrﬁ‘, (b) extensions of a line, (c) part of
the creation of a phrase or line, or (d) part of the
poetic line,

Repetition and Extension: Every tasnif and zarbi

example uses some type of poetic repetition~-~whether of
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word, phrase, mogrbﬁ, beyt, or section--phrase being the
most common. The most commen function of repetition is
that of concluding a stanza or piece by rcpeating the

last portion, particularly a phrase or megr%f. Repetition
may also extend the length of a poetic line for formal
purposes or it may be used for emphasis. Intercalation,
with or without word repetition, or word substitution may
be used to extend a line.

Rhymc Scheme: Fach of the poems begins with two
me§r5‘s that rhyme: aa. The most common overall pattera
is that which begins with aaba, found either in a two-beyt
form or as the first two beyts of a longer form, such as
ghazal (aa/ba/ca etc.). The number of different rhymes
seen varies from one to seven. It is common for the tasnif
to have at least two rhymes within a stanza or piece and
for the §arbi, avaz, and old tasnifs without refrain to
have a monorhyme pattern. This is partly due to the seven
verse~refrain tasnifs, which use one rhyme for the verse
and from one to threec different rhymes for the refrain.

The Radif: The radif, the repeated word following
the rhyme, is found in the majority of the examples. !ost
of them use a radif on the rhyme a (for example, grgr/
Eer/sgr)' 0l1d tasnifs and zarbi examples use one radif
at most and may not use any. Seven of the twelve examples
with radif (in B, C, and D) use more than one, which either

changoes the radif with the rhyme change or has no radif
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with the rhyme change.

Musico=Poetic Form

Major Divisions and Groupings: The examples are based
on groupings in poetry by (a) teyt in some, then by
(b) mesra‘®, and by (c) phrase. The avaz format begins with
a non-lexical vocal section, followed by beyt and tahrir
(vocal melisma)., These vocalized sections are almost
completely absent from the tasnif (also garbi). Larger
groupings are those or staanza, verse and refrain, or
sections based either on musical change or on a combination
of poetic and musical change. The gencral tendency is for
each section to have its characteristic rhyme, musical
theme, poetic meter, and line length. A second pattern,
that of uniform line-length and metric pattern coupled with
a unifying cadence, is found in some of the o0ld tagsnifls and
in the zarbi and avaz,

Instrumental Interludes: The classical pattern,
followed in aviz, is for the instrumentalist to play an
introduction (maye or essence) followed by the vocal line
(beyt and tahrir) which is accompanied by an instrumental
approximation of that line, a portion or the whole of which
is then repeated by the instrument ( javib or answer). The
tasnif also follows that pattern in a modified form; in
the later examples particularly there are instrumental lines
that are more independent from the vocal line. Interludes

occur as (a) introductions, (b) between sectional or poetic
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divisions, (c) as extensions of vocal lines, and (d) as
brief coiiclusions, The most common tendency is for the

interlude to repeat the mesra“

or phrase or section pre-
ceding it. Length of intcrlude varies from one to
eighteen or more measures. Commonly interludes are of
two and four measures. The long interludes are intro-
ductions to the tasnifs. Most of the examples have
interludes the same length as the vocal mesrd® or phrase
they are intended to match.

Phrasing: In all categories, phrasing follows poetic
divisions. This division includes (a) beyt in some,

(b) mesrat, (c) half-mesra‘’ in some, and (d) phrase. In
the zarbis the phrase divisions are symmetrically pro-
portioned, for example, 16-measure beyt, two S-measure
mesra‘s, and four 2-measure phrases or one l4-measure and
two 2-~measure phrases.

The most common length for verse and regular beyt is
of eight measures (four for mesra® ) and for refrain of
four measures (two for mesra®). Mesrad® length is half of
the beyt length and phrase division of me§rﬁf, while not
as symmetrical, does tend toward division into halves and

quarters. Shorter mesra‘

of two to four measures may not
be further divided into phrases, The most common phrase
length and division pattern is an eight-measure beyt,

divided into two li=measure me§r5‘ which are divided each

intoc two 2-measure phrases. Poetic lines may be phrased
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according to meaning, poetic meter, or breathing.

Rayme Scheme and Musical Theme: The most common
pattern is for most of the rhyme scheme t¢ match the musi-
cal theme. An overriding consideration in the use of the
musical theme is the presence of cadential formulas that
unify the tagnif musically. In most cases the ist, the
final pitch of the phraso, is the same throughout the
piece and is constant at least on the second mesra’ of
every beyt.

Pitch, Rhyme Scheme, and Form of Text: A higher
pitch area tends to occur at the beginning of the second
half of the poetic form., TIn the case of the aaba form,
for example, the highest pitched theme occurs on the third
megrﬁf, or the b, This forms an arch patternm, that is,
the piece begins at a relatively low pitch level, gradually
increases pitch level to a climax or highest pitch area

and then descends to the original level,

Poetic Meaning and Stress: Accent in the tasnifs may
be in dynamics, pitch, length, repetition, meter, or
meaning, Meaning may be correlated with poetic form and/or
musical form., In the Persian language there is both
syllable stress and stress in sentence intonation patterms.,
The syllable stress tends to be on the last syllable of a
word, Khanlari's research (1975:151) indicates there is
a corralatior between dynamic accent and higher pitch,

that is, accented syllables are always higher in tone.
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Sentence intonation patterns include rise and fall of
pitch, which is related to stress patterns. A statement
begins on a low tone, rises to a higher tone area (sus-
pensive intonation group), and begins the next intonation
group again at a low tone area. The statement concludes
by descending to the original level (final intonation
group). This may correlate with the tendency outlined
above for music to follow a pattern of stress and release
over gradually rising pitch levels to a high point and
then to descend.to the original pitch level. Sentence in-
tonation patterns may also operate within a beyt of poetry,
which is subject to stress pattcrns that operate in the
poetic meter. In Al accent corresponds to divisions of
metric feet. There may be concurrence between sentence
intonation pattermns, word stress, poetic stress, and musi-
cal stress, which further research should clarify.

High pitch levels tend to occur on the first rather
than on the second megf&‘ of a beyt, particularly at the
beginning of the second half of the piece. Thus in the
form aaba, the high pitch area is on b, There may be a
connection in a monorhyme form, for exampls, in E15, for
the "suspensive group" to be on the nonrhyming me§ra‘ and
the "final group” to be on the rhyming me§fa‘.

There appears to be some correlation between high
pitch and meaning in the poem, Most frequently found are

(a) emotional expression and appeals or requests and
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(b) addresses to the beloved or praise of some aspect of
the beloved. Whecther this is also connected to poetic and
musical form is another hypothesis yet toAbe tested, In
the case of the avaz, for example, the pitch intonation
pattern will be similar no matter what poem is used. In
F16, an aaba form, the b ma§r5‘ has the highest pitches
and does not end on the ist of mesra‘s 1, 2, and 4, This
me§r5‘ begins on the expression "my pain" which is tonally
stressed. Both A3 and C8 show a correlation between the
emotional climax of a beyt and the musical stress point.
Stress may also be achieved by repetition (C8), by musical
length (C9), and even by means of a lower pitch (E15),
Dynamics tend to be subtle and to be based on the
mood of performer and audience, the meaning of the poetry,
and on tonal contour. This brings a sense of the inde-

finite and mysterious and is thought to be an expression

of Iranian mystical phiiosophy.

Conclusion

What are the major elements that constitute the basis
of the classical tasnif form and what makes this form
similar to or different from those of avaz and zarbi?

The classical tasnifs draw on formal elements that are
found in folk, urban popular, and classical poetry. They
are difficult to place in any one category due to their
variety and the extent to which classical poetry was in-

fluenced by folk elements during the time of composition
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of the tagnifs used in this study. The examples in this
study may be divided into two groups: (1) avaz, zarbi,

and old tasnifs without refrain (A, E, F); and (2) tasnifs,
which may further be divided into traditional (A, B, C)
and dastgahi (D).

The initial basis of formal division is that of the
poetic unit, beyts,me§f52 and phrase, which tend to be
divided into proportional groups (8-4-2 measures). The
avaz category has uniform elements of line-length, rhyme
scheme (and radif). poetic meter, and cadence throughout
the piece. The tasnifs are divided into groups by sections
where each section has its own line-length, meter, musical
theme, and rhyme (and radif). A further distinguishing
factor for tasnif is the division into stanzas, and into
verse and refrain., Often the presence of a refrain is a
major distinguishing element of traditional tasnifs, as
the old tasnifs without refrain are formally similar to
the zarbis.

A tasnif is used to lighten or provide variety near
the end of a dastgiah performance. In addition to dif-
ferences caused by non-metric (3avaz) versus metric time
elements (ta§nif); sectional divisions, particularly re-
frain, in the tagnif also provide this variety and contrast,
and perhaps even contribute to the effect of lightening or
sense of relief at the conclusion of the avaz section,

The most common rhyme scheme begins with azba and all
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examples begin with aa. Musical themes match rhyme schemes,
with the overriding consideration of a musically unitying
caaence. Within this aaba form a higher pitch area on the
b also tends to correspond with emotional expression. This
vocal form is framed by an instrumental introduction and
interludes that repeat or paraphrase a portion or the whole
of a vocal line that precedes the interlude. Pieces are
of'ten concluded with a repetition of the last vocal phrase
or line.

Overall commonalities include the musical and poetic
elements which form the basis of a composition. Tagnif is
distinguished from avaz in the way these elements are put
together to form the piece as a whole. In the avaz the
elements of line length, rhyme, radif, poetic meter, and
musical theme are uniform and consistent. Tasnif is
characterized by sectional divisions each distinguished
by their own set of musico-poetic elements.

In both dvaz and tasnif, the overriding intonation
patterns place the emotional and formal (both poetic and
musical) climax at a place from half to three-quarters of
the way through a piece., Formal and cognitive elements,
then, combine to create the overall effect of a gradually
heightening and then decreasing stress ard release pattern,
which takes the listener from a state of relaxation to one
of tensicn where the crux of the emotional message is given,

whereupon he is released and returned to his original
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state., In result, form is used as a dovice to increase
the impression or impact of the poetic message upon the

listener,
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CHAPTER SIX

THE TIME STRUCTURE

Principles of Rhythmic Organization

In classical Persian poetry rhythm is regulated by the
versification system known as ca.ruz, which is based pri-
marily on syllable-length, short and long, and to some
extent upon stress accent (Khanlari 1975:155=57). Most
verses sung in the Zvaz are based on the ‘aruz (Tsuge 1974:
111). In popular or folk poetry, the subject of rhythm
has been a matter of some controversy. An early view was
that the meters were principally based on the number of
syllables per megrﬁ‘ (Kamyar 1978:27-39; Yar-Shater 197kL:
63).

Another view is that meter is based essentially on
the number of accents and placement of pauses (Kﬁmyhr 1978:
h3). Word and sentence stress operate as part of the
Persian language (see chapter 5 for further discussion of
accent and pitch). Khanlcri bases the rhythm ef popular
song (meaning here, of the people) on both length of
syllable and accent (1975:73). Further, he "concludes that
the meters of Persian folk poetry are based on an equal
number of feet in each line, each foot defined by an accent

and having the same length" (Yar-sShater 1974:64).
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Concerning the role of music in rhythmic organization,
Yar-Shater considers folk poetry to be "primarily governed
by the number of rhythmically prominent accents, each of
which binds a number of syllables into a foot" (ibid.).
The number of feet is constant whereas the number of syl-
lables per foot is not. When read, such lines appear to
be of different lengths but assume regularity when put in
a musical context, where "differences in length are leveled
by means of exiending some vowels more than ordinary
speech would warrant" (ibid.:65).

Kamydr states that meter is based on syllable length,
and is in fact ‘aruzi, with the distinction that:
(a) vowel length may be subject to change according to
meter and language; (b) changes in metric feet may be made
by inversion, conversicn; addition; and elimination; and
(¢) length of mesra‘ may change in some poems (Kimyar 1978:
64-110), For example, a long may become 2 short or a
sequence of short-long (v — ) may become long-short (— v ).
Khoshzamir, however, feels that "in the adaptation of text
to music in the tasnif composition, the length of syllables
as used in normal speech is generally not taken into
consideration" (1975:80)., Tsuge also feels that “"this
quantitative aspect of the vowels is still observed today in
reciting poetry and in a certain style of oratory. In
daily conversation, however, this difference of duration

is bardly perceived" (1974:111).
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Tasnif has often been classified with the popular or
folk genre of Persian poetry as a whole (Browne 1928:221-
233 Soroudi 1972:62; Zonis 1973:10). Thera are many types
of song forms in Iran, which employ a variety of types of
poetry. The songs studied here, as secen in the previous
chapter, have an affinity with classical forms, employ
quotations from Sa‘di and other classical poets and, as

will be observed in this chapter, use classical ‘aruz

meters, though not in all the poems, nor necessarily in a
consistent manner in the poems where they do appear. A
tasnif may employ a classical form and meter throughout

or it may not. Or, it may employ a classical poetic meter
which is overridden by the musical rhythm. This chapter
examines the role and presence of syllable~length and

number of syllables, musical time-measure, poetic meter,

and phrasing, and the relationship of tasnif to avaz.

Time-=-Measure, Tempo, and Duration

Most of the examplez (13) are in some form of a 6/8
time~measure. This is a very common time=frame in Persian
music, particularly for tasnif and reng. The Persian con-
cept of 6/8 time implies both division into two ( J. J. )
and division into three (J J J )e One piece may be:

(a) exclusively in one or the other,

srxr: 68 Fal) ) 0P @
cs(Bo): 3/4 §) ) JiJ J1 1] {ﬁ J‘?ﬂl (3);
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(b) alternate from one to the other in a hemiola

pattern, or

B5: 6/8 @& J) J—] IJTTTJ Jr l ;

o

(c) incorporate both in one measure, such as the basic
"shir~e madar" pattern: 6/8 J-j ] J‘J

(Farhat 1965:259):

co(mo): o N J ) ) e JTU F) )l .

With the exception of Banan's "Che Shurha," all the
pieces that are written in the time-measure 3/4
(5 exxe: B7I, C8, C10, E13~14) are really in what would be
considered by Persians as 6/8 with exclusive divisicn into
three. The 6/8 pieces (6 exx.: A2, B5-6, B7II, D11=12)
are either only in two or contain alternations of two and
three to a varying degree. The time-measure 6/4 (2 exx.:
Al, C9 [37& of Ban527) is what Borumand characterizes as
slow 6/8: n,J j. jj J J 2 (spe also Tehrans 1971:15).
Of the zarbi examples. ore is in 3/4 (E13/E14) and the
other in 2/4 (E15). The other two examples in duple time
are both old tasnifs (A3 is in 7/4 /or extended 2/L7; Ak
is in 4/4).

The examples in 6/4 (from a total of 22 examples)
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range in tempo from J = 84-114 (per minute) with an
average of 1 = 102 and are slower than the examples in
6/8 and 3/4, with a range of J‘ =100-360, averaging

I = 138 (excluding the fastest piece). The examples in
duple time bave a range of J = 92=112, averaging J = 108,
The Avaz tempo is J = 80, which thus makes the @vaz the
slowes® tempo of the group.

It is common for the examples to start on the first
beat sf the measure (9 exx.: AL, B7I-II, C8-9, D11-12,
E13, E15)., Four examples begin on the second (1 ex.: A1),
or third (1 ex.: B5), or fourth (2 exx.: B6, C10) beat
of a measure of six (converting 3/4 to 6/8) and threec
examples begin on the last beat (A2-3, E14).

The duration of the pieces (22 oxx.) ranges from
26 seconds (A3) to 10 minutes 25 seconds (C10, Golchin),
the shortest examples being those without instrumental
interludes. The average length of the examples without
interludes (12 exx., the 13th was not recorded) is about
two minutes (2'01") and of those with interludes (9 e:xx.)

somewhat over six and a half minutes (6'39"),

Number of Syllablzs in a Mesral

In chapter 5 it was obhserved that while line-length
in number of syllables is uniform throughout the zarbi,
avaz, and old tasnifs without refrain, for the tasnifs it
is more common for the number of syllables per mesra  to

change with the rhyme scheme and/or to be different for
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verse and refrain. Khanlari states that popular song

¢

(tarane-ye “amiine) is not based principally on the number

of syllables (i1975:73; see also Yar-Shater 1974 :63-64).
Two short syllables may take the place of one long
syllable (Khanlari 1975:71). In the roba‘i form, as used
in the tasnif "Emshab Shab-e Mahtab" (B7I), the value of
the number of syllables of each of the first four mesra‘s
is equal to 20 short (or 21 counting the final consonant),
whereas the number of syllables may vary according to the
meter itself from 10 to 13 syllables. Also, the number of
syllables and line-length may vary in different sections

of the tagnif.

Quantitative Aspects of Rhythm: Syllable-=Length

In Appendix D, I have taken a transliteration of the
text and scanned it for syllable length: short w ,
long — , and overlong —/ . These lengths are in a
proportional ratio of 1:2:3. In musical terms, a short v
will receive one count, based on the time-measure, a
leng — will receive two counts, and an overlong /.
threa counfs:

_,n;

T s — J s —L
6/b, 2/4, 4/4, 7/b: o =) =4, 4=,

The poetic syllable length is placed above the word and the

3/4 (except Banan), 6/8: u

musical syllable length below the word for comparison (see
Appendix D). Rests may function as part of the counted
syllable length or as part of the overall musical length.
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Where there is ambiguity, both long and short are written
X, with the one chosen thal Iits with the meter circled
Q .

Syllable length is based on two types of vowel length,
short and long, with long being twice the length of short,
Tsuge states (1974:110): "This distinction of length is
important in poetry, and indeed constitutes the basis of
the classical versitication system." Short vowels are
a, e, and o; long vowels are 3, i, u, with ey and ow as
dipthongs. Syllable length for scansion is based on the
following combinations of vowel and consonant (Elweli-
Sutton 1976:84-85):

(2a) short: consonant + short vowel, ba u 3

(b) long: consonant + short vowel + consonant, bad __

consonant + long vowel, ba .. ;

(c) overlong: consonant + short vowel 4+ two or more

consonants (except n as nasal:
Tsuge 1974:116), badr __/_
consonant + long vowel + one or more
consonants (except n as nasal),
bad _/ oand baft _/ .

There are certain cases where the metric context may

determine the length of a syllable, Where this occurs I

have indicated both possibilities ( M ). These are

(Tsuge 1974:116):
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a. (1) Monosyllabic words ending in o;*

(2) Monosyllabic words ending in ¢ followed by
silent hs¥*

(3) An e added at the end of the word as the
ezafe, or possessive/adjectival form of a
word;¥*

b. The letter vav, v, may be read as ya or as =o
(tied with preceding consonant) and can be either
short or long;

c. The initial alef, a, may be read in liaison with
the preceding consonant: gg;ég = a=-zan.

In relation to determining meter there are optional

changes that may be introduced (Elwell~Sutton 1976:86):

a. Two short syllables may be replaced by one long
except at the beginning of a line: vwv = — 3

b. A long syllable followed by a short may be replaced
by one overlong: —wv = L ;

c. The first of two short syllables at the beginning
of a line may be replaced by one long:

VU = —— v 3

d. The final syllable (never short) may be either

long or overlong: . or ;_J_ .

#These syllables may be treated as either short or long
depending on their position in the meter,
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Kamyar has stated other options observed in popular
and folk poetry (1978:88-110):

2ae inversicn: Ve v

be conversion (1) without length change — uu — —— — ;

(2) with added length v — __ 3
c. addition and elimination, for example, dropping
or adding a short syllable, or dropping a foot.

There is alsc the optiorn of increasing or decreasing
syllables by dropping or adding a vowel, for example, gg;g
boccomes nasar (Elwell-Sutton 1976:6)., This is observed in
ta§nif poetry with the addition of o or e, for example,

shurha becomes shu~re-ha or shiah biz becomes shah-o baz,.

The meters used are almost entirely from Elwell-

Sutton’s The Persian Metres, where he catezorizes them

according to five =ain patterns, thereby accounting for
85 per cent of all known meters, and nine irregular
patterns (1976:86), Khanlari divides the meter into the
smaller units of feet, which he says vary from two to three
syllables, based on the fact that most Persian words are
frcm one to three syllables (1975:159) and each word has an
accent and thus each foot is defined or marked off by an
accent. He uses 10 different feet to make or compose his
meters (ibid.:160).

Poetic length must conform to the framework of the
musical time-measure, in the case of 6/8 to six counts per

bar, This means that if the poetic metexr used is not
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divisible evenly by six, the difference is made up either
(a) by adding counts either to syllable lengths or by
adding rests, or (b) by shortening syllable length. In
B5, for example, the refrain meter is 13 syllable counts.
This fits musically into two bars and becomes 12 counts,
In actuality the musical syllable~length is only 10, with
a two-count rest taking the value of one from its preceaing
and one from the following syllable. B5 does use poetic
meter, one for the verse and one for the refrain, but this
meter is only partially observed in the musical syllable-
length, However, phrase divisions do follow phrasing of
poetic meter. Xhanlari (1975:203) divides the refrain
meter into four meet, each of two syllables:

_— e v 2_. — but the mesra’ s are phrased
musically between the third and fourth feet:

— A A e

—— it -

Poetic Mater

Poetic meter was determined by finding patterns in
syllable length. In most cases actual syllable length
corresponded to metric syllable length but in a few cases
there were discrepancies in one or more lines; these are
noted in Appendix C. All of the pieces, ta§nif, zarbi,
and avaz, use poetry with ‘arug meters or meters that are
found in the LaruE system, The zarbi and the avaz and the
two old tasnif examples without refrain (A2, A3), six

examples in all, employ the same meter throughout the
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piece, Seven examples have one meter for the verse and
one or more for the refrain (/A17/, A%, B5-7I, C8, C10).
Of these, A1 and A4 include an intercalated line in the
refrain that does not have an ‘nrug meter. One example
has a refrain that is divided into A and B parts (B6)
with a different meter for each of these parts. Another
example (B7I) has a refrain with A, B, and C parts, each
with their own mater, the A part of which is in the same
meter as the verse. B7II has two meters, one for the
mesra's 1-4 and 7 and cne for the mesrad’s 5-6. Tho three
remaining examples, among which are the two dastgahi ones
(c9, D11-12), use a number of different moters correspon-
ding with different sections of the piece. They are,
however, based on or derived from patterns presented in
the first mesra‘.

The patterms are found predominantly in categories
one to five (regular) of Llwell-Sutton's meters, par-

ticularly categories three to five,

Phrasing by Poetic Metexr

As mentioned in chapter 5, rests or pauses divide the
music into phrases which correspond with poetic lines,
beyt, and half-lines, me§r3‘s. Within the me§r5§ there
are also phrase divisions, which may correspond to metric
divisions, to musical phrases, to sentence meaning, or
simply to taking a breath. The subject of metric foot has

been discussed by a number of authors and derives its base
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from the caru'z. division or creation of meters from metric
feet of one to six syllables. Khanlari states that these
feet do exist in the meter and that they are defined by
accent (1975:155-57). Howover, because Persian words have
accents and do not usually exceed three syllables,
Khanlari's feet are of two cr three syllables,

For avaz, Tsuge states that "in general, one can say
that thie phraseology of the 3vaz is directly related to
the poetic feet in the meter employed" (1974:168). "As
a rule, every me§f5‘ consists of either three poetic feet
or of four" (ibid.:128). "The primal unit of recurring
elements of the unmeasured texture is a phrase, the accent
of which is the inseparable pair; a short and a long
syllable, Generally speaking, a phrase unit coincides with
a foot of the poetic meter, which has usually one iambic
pattern" (ibid.:175).

Examining the meters used in these pieces, I looked
at the musical phrasing for some clues <3 to possible
metric divisions or groupings. The double meters, that is,
meters identical in both halves, were divided by a rest
into at least these two phrases:

A3 U e U l.._. _—t e Y —

(Elwell-Sutton classification 4.7.07/27) (double meters
are found in 9 exx.: A3-4, B5, C9, D11-12, E13-13),

Some of these double meters are further divided into

equal quarters (c9, E14~15), also corresponding with
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musical phrases:

E15=u._.._—.§u.-_.__.._ u-._—-.._.;u__—-—- o

Aside from these symmetrical meters, certain examples
are divided by what would correspond to the carug metric
feet, each foot consisting here of two to six syllables.
Based partially on musical phrasing, I have grouped the
foot into six basic types, for a total of 21 different
feet (Ex., 11, pe 200). The most commonly used arc b,
22, and 5c1:

b, —v— (used in 9 exx.: A1, B5-7II, C9-10, D11=-12)

2a _wu_— {(used in 9 e=x.: A1, Al, B5-7II, cl10, D12,

E13)
504 v—u— (used in 7 exx.: Al, A4, B7I, C9, D11,
E13, F16)

To a certain extent this division into metric feet
is an arbitrary device for cataloging and comparing
patterns used, but it also represents the tendency toward
phrasing by poetic division. A1 illustrates the corres-

pondence of rests or pauses with metric feet:

_—_— f——u:u —_— e VU e e UV e e
}:: 4beco.

{) ﬂ_ 1 ] 1 ! =1 | 1
o & = ma— 2 1 f—tpt et >— r = t
ii‘ > 4 < - JT i-  S— X ‘l 'f'

Plzc Beh-re yck Jor- e - ye my men -

V4 7 —1 1 1 re 1 =
82N Py 3 o ma— 1% 1 1 ret
S0 5 —— e rXrd 2 1 ¥ ! o .

{ ~————— P2 e e—g—
Ne - t+e s& - gt ne-Ke - shim,
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Exe 11, Metric Feet Used in Rxamples

The six groups:

ta .o 52 o —
by — v — — by v— — —
€y — VYV — v — €1 U —v —
Cz——\J—\-’ — cz U e W e e
d Vo Vo WV
2a —_— VY ——
P — VU — — ba v u __
b VU o e
jJa -
c [ 210 [ I —
- S
ha __ ___u
b v o
C — eV UV e
200
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¢ that are not broken down into

Some examples have mesra
phrases (as in C8 refrain), C10 contains examples of
phrasing by sentence meaning: m4 "Deld, dela mibariyam"

(oh heart, oh heart you are taking me).

1
l‘ ) - I ™ [ oy [rmasmnr | [
_ﬁ_}\ 1 L5 1 1 1 1 ., | | S| i
N °) V4 P d | PN I | rd P | 1
331 bt - haJ — LA J P
O’ v N N bl

De-l& | de-la mi- ba- ri- yam,

A2 shows examples of phrasing for breathing:

m. "Zakh-me Farha, -do man az yek ti, =she bud"

(The wound of Farhad, d-and I from the same a,-dze was).

P e | e N
I | ~ I = | 1 | i 1 i
) A N [ 4 2 4 | 1 a1 Pl

o ¥ hd L4 e 4 ') 7_ 9 s

1] Iy v

2okhs me For-hd - do men a2 yek +-she buJ)

Overall, the musical phrase tends to coincide with the

poetic one.

Roba ‘i Meter

Roba 4 meter, in the ‘aruz system, is derived from
the meter hazaj. It is said to be an indigenous Persian

meter that originated before the ¢

aruz system., It is
similar to the dobevti, also a quatrain form of four

hemistichs with the rhyme scheme of aaba or aaaa. The

meter of dobeyti, also derived from hazaj, is
Ve — o —— o — — (11 syllables). The

roba'i meter has 24 variants (Khanlari 1975:275; Ex. 12).
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Ex. 12. Roba‘i Meters

(Khanlari 1975:275)

e v o v |——Juu —
2. _—e— WY e VY | —— v —
3. —_—— WY —m| —_— — | ——= VU
L, —_—— oy —ju__ [ (N —
5 — e UV ] e WY e e —
6 —nflvy | —— |——]— —
Te — | e tu v — e
8. —_—— e e e WY e e
9¢ | — e — _ | —— —_ -
10 | —m V.V —— Y —
1. | — —|—— vv —_——luy —
2¢ | o ——dvu —

Nos., 13«24 have one consonant added at the end.
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Of the five feet, the first and fourth do not change. Tho
second and fifth may be cither — — or vuvw ... and the third
foot may be (1) v —uv  (2) —uwv or (3) — — (ibid.:
215). There are from 10 to 13 syllables depending on the
variant, though they retain wvalues of equal length, 20
shorts, and the division into five feet (according to the
system devised by Khanlari). Thus the folk dobeyti and
classical roba'i have similar forms (four mesra’ s of rhyme
scheme aaba or gggg), their meters teing derived from hazaj
with a similar number of syllables to a me§r%f (11 for
dobeyti and 10 to 13 for roUﬁ‘i) (see Tsuge for discussion,
1974:143-49). Tsuge suggests that although common roba’ i
meters are of 12 or 13 syllables, verses in 11 syllables
may be fitted into the 13~«syllable system (ibid.:1h7-h8).
One of the ways of doing this is by adding a vowel, typi-
cally o, to a consonant at the end of an overlong syllable
consisting of consonant-vowel-consonant-consonant
(Khoshzamir 1975:90-91), thus creating two syllables:

a long and a short _ v . For example, in the song B7I,
"man ast an" ( _ _/ ... ) becomes "ma-nas-to-an"

(v —- v — ) and "sobh" ( —L ) becomes "sob-ho" ( — v ).
This optional change is permissible even in the ‘arug
sy=stem (Elwell-Sutton 1976:3, 6; Tsuge 1974:116). An
additional influence on meters shown by Tsuge's work on
avaz is that there is a "tendency to squeeze the syllables

closely together at the beginning of é phrase
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(Tsuge 1974:164). That is coupled with the general ten-
dency to start a line with an iambic pattern (Elwell-
Sutton 1976:87; Tsuge 1974:165-68). Although the roba‘i
is a non-iambic meter, these considerations help to ex-
plain why musically B7I begins with four shorts in the
place of two longs and two shorts. A further consideration
is that the musical meter is in three feet (or six) as
opposed to the two feet of Knaniari's division. This has
shortened the count to 18, as opposed to 21. Feet three
and four, rather than foot one, appear to have taken the
compression, as the passage after foot two could be

considered an interpretative or stylistic device taking

the value that would have been placed on foot one:

S0y A

A ., ¥

v -t — —
2y o AN  S— —— T
<7 Z 1 2 T 1 : 1 :

A y  m— u; i

a2 - - & - - - w—te

[} = C - ’ A ~- =

Emo shap be-bo-re  me-nas-Ffo in  mE ey nda;

poetry: — —lu v | Ve v]l— —luv
music: v uluw — |2 I v v uv|wv — o v —
in 3/t U 0 oviv — |} wiv v v | — ulv .

Yar-Shater states that in Iranian dialect poetry the number
of feet, defined by an accent, is constant but that the
number of syllables is not., Even where the lines are of
different lengths the syllables may be compressed or ex-

tended to fit the length in feet (Yar-Shater 1974:64-65).
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Opening and Ciosing Three Syllables of the First Mesral

Tsuge comes to the conclusion that the Avaz tends %o
begin on an jiambic pattern, regardless of poetic meter
(1974:165). The tasnifs and zarbi also tend to open musi-
cally with at least one short o (14 exx., all but B7IT,
D12, E13). Of those that begin with a short the most
common pattern is an anapest vv — (6 exx.: A1, A3, B6,
C10, E14-15) and the next most common a tribrach vwuwu
(5 exxe: A2, A4, B5, B7I, C8), and last the iambic v __
(3 exx.: ¢9, D11, Fi16). Overall, however, the initial
poetic syllable is a long . (13 exx., all but C9, D11,
E14-15), In the opening, then, the musical tendency is to
start with a short, and this overrides poetic considera-
tions.

The closing three syllables of the first mesra‘ show
a correspondence between poetic and musical syllable~length,
In all examples, the megrﬁ‘ ends on a long syllable,
whether poetically or musically. The most common musico-
poetic ending is the pattern __ u — (9 poetic,

8 musical: A4, B5, B7II, C9, D11, E13-14, F16 and A2
[Ebetrz7). The anapestic ending is also common uvwu —
(5 musical, 3 poetic: A1, B7I, C10 and A2, A3 /musicalf).
Music and poetry tend to correspond on the last three
syllables, no matter what the ending pattern may be

(15 exx., all but A2, A3),
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Metric Length and Musical Length

One of the elements affecting the relationship between
musical and poetic svllable-=length is the Taotic botweeir Lhe
length of the meter in poetic counts (MeSL) and the length
of the musical line in counts (MuL). The musical length
for a me§f5‘ which includes résts is divisible into numbers
of bars, that is, usually into two to four bars of music,
The metric length would then either coincide with the
musical length (8 exx.: [A3/-4V, B6RB, C9, C10R, D11
/[sieri =id medium/, E13, /E157), or be longer than (8 exx.:
A2, A4R, B5R, B6R, B7IVR, C8R, El14, F16), or shorter than
(10 exx.: A1V, B5V, B6V, B7II, C8V, C9, C10V, D11-12,E15)
the musical length. In verses the metric length tends to
be shorter than the music and in the refrain it tends to
be longer.

Yar-Shater suggests (1974:64-65) that:

A line, then, resembles a line of music divided

into several measuras where the number of notes

to each bar, and therefore the length of each

bar, is flexible. In such poems, when read

without the help of music, the lines appear often

to be of different lengths, even though some

syllables are compressed or extended in order to

keep to the temporal frame of thec feet. However,

when chanted or sung, such differences in length

are leveled by means of extending some vowels
more than ordinary speech would warrant,

Musical Note-Value and Svyllable-Length

The relationship between the poetic syllable-~length
and the actual musical length given to a syllable is af-

focted by a anumber of factors, including the three
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mentioned earlier, namely: (a) the tendency to open with
a short, particularly an anapest regardless of poetic
meter; (b) the tendency to conclude a mesra with poetic
and musical syllable-length corresponding; and (c) fitting
the poetic meter into the musical bar-frames or length,
which in the case of the predominant 6/8, 3/4, and 6/4
times would be multiples of 6; that is, 12, 18, or 24
counts., In addition to whatever changes or differences
might be due to musical considerations, the bar constraints
would necessitate adding pitch-length, or rests, or shor-—
tening pitch«length.

‘The concept of using one beat or J\ of 6/8 for a short

v  has proved useful for comparing poetic and musical

length, There are nine examples (A1V, B7II, C9-10, D11-12,
E13-14, F16) where note-value and poctie syllable-=length
largely correspond., In these examples discrepancies are
variously due to: (a) lengthening the note~values of a
long (B7IL, D12, Ei3-14); (b) inversion of values __ wu
for vv — (€10); (c) anapestic or iambic beginning (A1,
C10, D11, F16); and (d) displacement by a rest (C9-10),

The fact that these examples are taken from all the
categories indicates that it is not just in certain groups
where correspondence of musical and poetic syllable-length
may occur. Two additional examples, E15 and A3, both in
duple time, which correspond in overall length, involve a

rearrangement or displacement but contain the same number
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of shorts and longse.

In the remaining examples, all traditional tasnifs
(ATR, A2, A4, B5-7I, C8), there is partial correspondence
at the ends of major phrases and at the end of megr&’s
from one to five syllables from the end. The beginnings
of phrases follow the musical tendency towards one or more
shorts. Within these examples the correspondence ranges
from very partial (A2) to substantial (C8) (see Ex. 13,
P. 209).

Comparing overall megr&‘-length according to metric
(MeSL) and musical syllable=length (MuSL) (no rests), in
most cases (11 exx.: Al1=-2, Al4, B5-7I, C8, C10, E13-14,
F16) the music is shorter than the meter, that is, it
reduces poetic longs to shorts., There are three examples
where the length coincides (A3, C9, /some in D11/, E15)
and three cases where the MuSL is longer (B7II, D11-12).

Examining first the examples where there is con-
currence, A3 begins on an anapest, displacing the two

beats from the first two syllables to the two shorts (both

are 12 counts):

7 E— — —
y 4 A T v + — . -
(h\ - 1 ‘,l - i T
T ——
o ==
L Chu-nas -+o hé -le  bes- +&n,
poetry: — v v
music: v v _
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Ex. 13. Poetic=Musical Correspondence (A2, C8)

— 5 =\ jmr — T ] 1'\ I
2 3 ——F
O I - . - PP "
g3 et Del  be ya-re bi -va-£Z - ye khisho-+an,  Di.
A2
poetry: — U e e—m —m U e e e W —
music: v v v v Vv v vy vy —

—H { 71— ——t 717
HE- i rd 4 ~ & 4 i P4 v 7 |
@’ L i S r
Ao : ;c. ;:a. po.m— khef-te-ye rey rash -ke khotan shed .
o=b=- - . .
c8, Vm3
poetry: . Juouvu —| —|luv| —|— v — —
music: U Uy — vjvv|vi— UV — —
M 11 1 1 1 1 ;
P | p) i )| Py [ ’ 1
s A UM R X  F SR 7 A —
e B —— . .
Che ka{~ ral-48=-ri Ry _____ cherkh)
c8, Rm,
poetry: v — —_ Vv — —Z
music: v v -— o 1) —_— ——
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The result is that the musical time pattern no longer
resembles the poetic meter and may in fact not be intended
to, the poetic line being treated as a number of syllables
that it into the musical pattern.

In C9, however, there is a predominant correspondence
between SL and MuSL. The syllables that do not correspond
have a rest before the phrase, and this takes away one

count (megrﬁcs 4y 7, 8), for example, my, 2

q \ | 1 Jra— S =

1 4 il ] )1 1] 1 1] 1 1 ! 7 1 i B4 b1

> 4 N 1 1 AN _' ‘l i )i ‘l )I F‘I’ ‘L‘!' P

AN ~ P E' -j ( — - - ) 1 - e e

v . .

v ne, de -1, ne - sha§- +e. be Kha.
poetry: & L — v o— v
music: ] 1 2 1 ! |

The third example is a zarbi (E15). This is closer
to A3 where the beginning is an anapest with the extra

beat of the meter going to the other short:

This results in making it rhythmically almost identical
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Length of Last Svllable of the Mesra

The length of the last syllable of the mesra® varies
frem one to eight counts, including rest counts, to complete
the musical mecsure. Not including length of rests, the
most common length is tuwc counts, followed by one, and then
by three (range of ome to five in tasnif). In some cases
the last syllable of a phrase is lengthened, corresponding
somewhat to Tsuge's findings for the avaz, where the final
syllable of each foot and the"remaining long syllable
toward the close of the phrase" is held "extraordinarily
loeng" (Tsuge 1974:159, 164). Nine examples have last

syllables that are of three counts, for example D12, my 3

-
I | —
e e e —
ki 1 ] | 1 PN
L A1} v J L d LR~ r.0
D’ v 3 S

Hor-ghe sa~har n-~le sar Ken,

poetry: — VWV e v

2 1 3 3

.
music: < 12 3
Three tasnifs (cs, D11-12) have examples of last syllables
of four and five counts. In 3vaz, which includes the
longest last syllables, thesec are overlong, having from

four to seven counts, or eight counts if the rest be

included,

Musical and Poetic Rhythms

The rhythm is the result of a combination of both

poetic and musical elements, While the poetry is composed
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on or corresponds to classical poetic meters, the extent
to which this meter is reflected in the overall rhythm
varies from minimal to complete. T1he mcgrﬁF must conform
to the musical bar-line (except in A3, E14, and E15); in
some cases this coincides, in others it necessitates
shortening some syllables; in others again, it means
lengthening them or adding rests,

The megfac (that is, the first megfﬁ ) musically tends
tc begin on one or more shorts and regardless of meter to
end on a long or overlong, although all the meters end with
a long. Often there is a series of several shorts that

¢ before ending with one or more longs, or

begin a me§fb
with a few syllables (one to five syllables) coinciding
with the poetic meter:
A2: P U e v e e
M vvuv v v vy u v u__
B7I: P . — VU —iu —ve— —uu —

M uvuu_fuu UV VU . 3

E15: P U e o U - — —

The tendency for shorts to be near the beginning and longs

or extra longs at the end of a megf&‘ or half—megr&‘ may be

related to Tsuge's finding that in the avaz there is a
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compression=relaxation tendency of singing, that
is, the text is compressed at the opening of each
line by squeezing the syllables closely together,
thereby allowing elaborate embellishments on the
remaining long syllable toward the close of the
phrase, unencumbered by complex toxtual reauire-
ments (Tsuge 157hk:164).

DPlacement of Tahrir

In Persian avaz, there appear to be two types of vocal
melisma, or tahrir. "One is a short, filling tahrir which
is started on the last vcwel of a word such as A, 0, and
E, and the other is a separate long tahrir used as an
introduction, ending, or middle section of a gushe" (Sadeghi
1971:87). Tsuge states (1974:173-74): "It seems, there-
fore, that the tahrir is one of the essential elements
which form a recurrent pattern in the non-metric texture of
avaz. It gives us a sense of rhythmic organization in terms
of phrase or period, instead of beat. As seen in our
examples, each phrase usually conciudes with a tahrir."

The tahrir in the tasnif is almost always of the short
type, consisting of a melodic phrase with one or more

glottal stop ornaments (tekivye: F ), as in C9:

fa. 1 I —
4 o) T 1 I T T
_( 1 - 1 5 1 1 1 T 1 > —
Y o I»] - - e ) L o] : Vel 1
N1 / { Y o —— - et o
e — r St
&  man ma. - Por-s - Ke cha -

Tahrirs occur on long or overlong syllables more commonly

on the last (in 8 exx.: Al, B6RB, B7II, C9, C!OVR, D11,
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E15, F16) or on the penultimate syllable (in 6 exx.: B6V,
C8VR, C9, D11~12, E15) of a mesra‘. They also occur on the
last (4 exx.: B6V, C9, D12, E15) or on the penultimate
syllable (3 exx.: C9, D11, E15) of the first phrase of a

two-phrase mesrat
.

s particularly one having a double meter,
as in E15. They may occur also on the third, fourth, and
fifth syllables from the end of a meqr&‘ or of a phrase,
but this is less common the further from the end it occurs.
Note that in the Avaz example it occurs on the last syllable
of the mesra‘.

There is some indication in a four-me§ric unit that
the tahrir (3 exx.: B6RA, C8VR, F16) occurs at the same
place for the first, second, and fourth meqri‘s and to be
either omitted or different for the third phrase-—-another
indication of difference between the third of the opening
four mesra‘s:

B6RA: wvuuvwuw L. oo — (1, 2, 4).

There are no tahrirs in examples Al-=4, B5-7I, or E13;
they are found in A1 (Tsuge 1974:282), B6 (Khoshzamir 1975:

106), B7II, Cc8-10 (Golchin), D11-12, E14~15, and F16.

Summary
Principles of Rhythmic Organization: The currently

accepted basis of classical poetic meters is length of
syllable. A number of theories have been advanced by
scholars as to the basis of folk or popular poetic rhythm;

such as (a) equal number of syllables per mesra“,
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(b) stress accent, (c) syllable-length, or (d) a combina-
tion. Tasnifs in this study tend to amploy poetry based
mainly on syllable-length which, when associated with a
musical composition, are subject to musical patterns,
accents, and time-frame which may override poetic syllable-~
length and metex, particularly at the beginning of a line.,

Time-Measure, Tempo, and Duration: Most of the
examples are in some form of a2 6/8 time~measure {(including
3/4 and the slower 6/4). The Persian concept of 6/8
sllows division into two ( J.J.) or into three (J J J )
or into a combination ot these. The average tempo of a
piece in 6/8 (and 3/4) is f = 138 per minute and for
6/&, J = 102, more or less corresponding to the Western
Andante and Adagio, respectively. The avaz, J = 80, has
the slowest tempo of the group. It is common for the
examples to start on the first beat of the measure. The
average length of the examples having instrumental inter-
ludes is about six and a half minutes and for those
without, two minutes.

Number of Syllables in a Mesra': In the tasnif, in
addition to the variations due to sectional differences,
the conversion of a long syllable to two shorts or vice
versa affects the number of syllablgcs.

Quantitative Aspects of Rhythm: Syllable-Length:

The examples have been scanned according to syllable~length,

both poetic and musical, Theie are basically three lengths:
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Foersy = i (em);
2=J (6/8) = d (6/4); ana
) (6/8)

(a) short, v =1

(b) long, -

it
it

(¢) overlong, —L = 3 J- \o/h).
Rests are counted as part of the syllable-length. Poetic
length must conform to the framework of the musical time-
moasure; in the case of 6/8 this is six counts per bar.
Poetic Meter: This has been determined by finding
patterns in syllable~length. In most cases syllable-length
(SL) corresponded to metric syllable-length (MeSL). All of
the pieces: tasnifs, zarbi, and avaz, use poetry with
‘arug meters or meters that are found in the ‘arug system.
Avaz, zarbi, and the old tasnifs without refrain (A2, A3)
employ the same meter throughout the piece. The seven
tasnit’ examples with refrain have one meter for the verse
and one or more meters for the refrain, Two of the
examples, A1 and A4, use an intercalated line at the re-

frain which are not in an ¢

aruz meter. Later tasnif
examples (C9, D11-12) use a number of different meters
corresponding with different sections of the piece, but are
based on or derived from patterns presented in the first
mesra‘.

Phrasing by Poetic Meter: Rests or pauses divide the
me§:"é.L into phrases which correspond with poetic lines
(beyt) and half-lines (mesra®). Within the mesra‘ thore

are also phrase divisions which correspond to metric

divisions (feet), musical phrasing, sentence meaning, and
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taking a bréath. The musical phrases tend to coincide
with the poetic phrase., Metric divisions are by half-
megrﬁ‘s in a double meter and primarily by groupings of
three to five syllables,

Robd ‘i Meter: The robd‘i mster has a mesra‘-length
of 20(21) counts which uses from 10 to 13 syllables in
24 variants, The example B7I uses this meter (VR but not
B) which is adapted to the musical length of 18 counts,

Opening and Closing Three Syllables of the First
Mesra®: The tasnifs and zarbi (and #vaz) tend to open
musically with a short overriding the poetic tendency to
begin with a long. The opening patterns found are
anapestic vu .. , tribrachic vu v , and iambic v — .
The closing three syllables of the first mesra® show a
correspondence between poetic and musical syllable-=length,
all ending on a long and tending to correspond on the last
three syllables, no matter what the ending pattern may be.

Metric Length and Musical Length: Musical length
(MuL) for a mesra‘ is divisible into number of bars
(except in E14, E15), usually two to four. The metric
length (MeSL) in verses tends to be shorter than the
musical length, and in the refrain longer.

Musical Note-~Value and Syllable-Length: Note-value
and poetic syllable length usually correspond. Exceptions
are variously due to (a) lengthening the note-values of a

long, (b) inversion __ uu to wu — or conversion __ to
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vv or _ to v , (c) beginning with one or more
shorts, and (d) displacement by a rest. Some may be re-
lated to fitting the poetic meter into the musical bar
length. In most cases the musical length is shorter than
the meter, that is, it reduces poetic longs tc shorts,

Length of Last Syllable of the Mesra : This varies
from one to eight counts, including rest counts. Excluding
lengths of rests, the most common length is of two counts.
Musically speaking, the last syllable in the avaz tends to
be an "overlong" (three counts or more).

Musical and Poetic Rhythms: While the poetry is com~
posed on or corresponds to classical poetic meters, the
oxtent to which the meter is reflected in the overall
rhythm varies from minimal to complete. The mesrd® must
conform to the musical bar-line. The mesra® musically tends
to begin on one or more shorts regardless of meter and ends
on a long or overlong.,

Placement of Tahrir: In avaz there are two types of
vocal melisma (tahrir), long and short. In tasnif the
tahrir is almost always of the short type. It occurs on
long or overlong syllables, more commonly on the last or on
the penultimate syllable of a megri‘.

Conclusion: Tasgnif poetry is composed on classical
poetic meters based on syllable-length. lvaz, zarbi, and
old tasnifs without refrain have uniform meters and

syllable~length throughout while ta§nif tends to change the
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syllable-length and meter according to ithe secticn. Poetic
and musical syllable~length largely correspond, but with
the following musical parameters overriding: (a) length

of musical bar (six in the predominantly 6/8 time-measure
necessitating the poetic line to fit within lengths of
multiples of six); and (b) the music&l tendency of pieces
to begin on a short, The earlier traditional tasnifs tend
to begin a phrase with several shorts, concluding it in

the poetic meter with a pattern that ends on a long,

Relation of Tasnif to Avaz Rhytlum

Tsuge (1974) has conducted a study of the rhythmic

aspects of avaz, where ne finds that the rhythmic organi-
zation is primarily based upon the poetic meters of the
¢aru?: system (ibid.:175). He has found that "the primal
unit of recurring elements of the unmeasured texture is a
phrase" (ibid), which coincides with a foot of the poetic
meter. A phrase begins with an iambic pattern, articula-
tion of the words, and then prolongation of the following
long syllable(s), with a tahrir at the end of a phrase.
The above characteristics are shared by the examples in
this study of tagnif and zarbi, that is, (a) rhythmic basis
of syllable~length and classical poetic meters;

(b) phrasing by poetic units of beyt, mesra’ , and metric
foots (c) phrase or me§f5‘ opening with a short and cone«
cluding with a long or overlong; (d) the phrase or me§rﬁf

concluding with a tahrir; and (e) the general connection
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of poetic syllable-length with musical note-value within
the parameters of musical considerations, such as time=-
measure and the initial short.
Tasnif and zarbi are within a musical time-measure

' while the avaz is not. Avaz is a slower, more elastic
form where the lengths of short and long syllables vary
according to their placing within the phrase, with the
longs extending in length oward the end of the phrase
(compression-relaxation). While the relation of short to
long is not exactly proportionate in avaz, it is more
precise for tasnif and zarbi, in the ration of 1:2:3,
which in fact makes these values more clearly related to
the theory of syllable-length proportions underlying the
‘arug; where short, long, and overlong are in that same
proportion to each other, Although the tendency in ta§nif
to open with a short and to close with a long may be a
modified version of compression~relaxation, the musical
time-measure keeps the syllable~values consistent through-
out, The meter and line-length employed in the avaz and
zarbi poetry continues throughout the poem whereas in
tasnif, again, it varies according to the section, Finally,
the avaz is characterized by long tahrirs that introduce a
gushe and follow each beyt. These passages, where they do
occur in tasnif, abandon the time-measure (c9, Eqbal al-
Soltdan) or relax it (B7II). Overall the poetry is an

important determinant of the rhythm and phrasing in both
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avaz and tasnif, but in tasnif the rhythm is subject to
more musical constraints than is Avaz, due to the use of
time-measure (also found in zarbi) and the needs of the

distinctive sections.
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CHAPTER SEVEN

THE TONAL STRUCTURE

In tasnif, as in zarbi and avaz, the music reflects
the structure of the poetry. As discussed in chapter 5,
musical themes (in the tasnif only) are fcr the most part
correlated with poetic rhyme-scheme, line-~length, and
meter to form sectional units (see pp. 143-147). Musical
phrasing is coordinated with divisions in poetry of bevt,
mesrd', and foot, and also with meaning. As briefly dis-
cussed in chapter 5, the tonal outline is in the shape of
an arch, that is, it begins low, rises to a higher pitch
area and returns to the original level., The high pitch
in many cases occurs at the beginning of the second half
of the poetry, for example, in the third mesrid‘ of a
four-mesra‘ song. This third mesrid’ is differentiated frem
one, two, and four by rhyme-scheme and sometimes by
meaning. There seems to be an association of high pitch
area and emotional expression in the poetry. Higher pitch
areas, where occurring, are associated with the first of
two megrﬁ‘s in a beyt; while cadential patterns, which
return to the original or to a lower pitch area usually

occur at least on the second mesra‘ of beyts. Thus the

pattern of alternating higher and lower pitch areas is
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coordinated with the poetic form.

This chapter will explore further the nature of the
tonal ovtline and the modal and melodic structure; the
unifying and propelling factors of musical phrases and
lines; compositional devices of repetition, variation,
and motivic combination; modulation, particularly as it
implies a change of cadential pitech; the relationship of
mode to classical theory; and association of the mode with

mood and with the content of the poetry.

MODE

The concept of mode in Persian music includes both
scale and melody-type (Powers 1980:423). That is, certain
pitch relations are associated with a particular mode.
This heptatonic '"scale" makes use of whole-—tone and half-
tone intervals and an interval that is between a half- and
a whole~tone (that is, approximately three-quarters of a
tone), the exact degree depending on both the particular
mode and the individual performer's practice. At one time
this interval was thought of as a three-quarter tone
interval, but this is an arbitrary label for what is
actually a variable tone (Farhat 1965:11-12). It is no-
tated in the transcriptions by the symbols koron, between
flat and natural (F ), and sori, between natural and
sharp (# ).

A dastgah is a composite formed from an associztion

of modal nuclei (Powers 1980:424). These nuclei may be
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considered the individual pieces of a dastgah and are
labelled gushe. They vary in tonal ambit from three to
five pitches (Gerson-Kiwi 1963:8i; Zonis 1972:47). A

dastgdh such as Segah may use a particular series of pitches

overall:

*for liokhalef

A particuiar gushe would be associated with a certain pitch

level within that series (Sadeghi 1971:59):

r ),_a:q—_‘
- —— > — 2 P T~ 2 T A w—
o2 y 1 o -
SUZ | [+4
Daramad  Zabol Muye Mokhalef Forud

In some dastgahs a pitch may change according to a
gushe or section, such as'ep" in mokhalef (above). There
may be one or more pitches which vary (motagaxzer) ac-—
cording to melodic function, such as upward or downward

movement, In Dashti the variable pitch is the fifth degree:

. r
:;? - v R
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The tendency until recently has been for music
theorists to study the structural framework rather than the
actual performanc: of the music (Zonis 1973:42). Medieval
theorists described "the physical and mathematical aspects
of tone production, the intervals plaved, and less often,
the modes and the instruments" (ibid.:43). The models of
the dastgidh svstem that are used for comparison with
examples in this study are not actually pure theory as
removed from practice. Two of the models, those formulated
by Farhat and Sadeghi, are abstractions based on the study
of actual performances and musical repertoire in use in
the twentieth century. The third, by llassoudieh, is based
on the avdz radif (repertoire) sung by Mahmud Karimi,

Pitch function and tonal direction characterize a
particular modal nucleus, or gushe, In Persian theory,
tetracherdal movement is directed toward one prominent
tone, the sh@hed. Other pitches of importance are the
section (ist) and final (finalis) cadence pitches and the
initial pitch (3ghZz). The melodic movement is primarily
conjunct and the overall tonal contour in the dastgah
system is one of ascent-descent, as seen in the Seg@h
example above. Movement within a gushe is partially de-
pendent on the placement and relation of the shahed and
ist within the tetrachord.

The gushes vary in importance and to the extent to

which they may be improvised. Sadeghi classifies them
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according to principal, scecondary, and fixed gushes (1971:
56-57). They range in modal type from that based on pitch
relations to a relatively fixed melodic composition. In
the principal gushes there is greater freedom of improvie-
sation based on modification, ornamentation, and combi-
nation of traditional melodic motifs (ibid.:75-126). An
integral characteristic of the gushe is to be found in its
cadential patterns, known as foruds. These formulas give
unity to the gushe form, provide links with the gushes
within major sections of a dastgih, and bring the dastgah
back to its original reference point at its conclusion,

The gushes, or modes, have also extra-musical asso-
ciations of mood and character, such as contemplative or
plaintive. Historically there have been other associations
such as correlation with an astrological sign, with the
time of day when it is to be played, and with hcaling
properties. The Persian modal-melodic system is one of
piecing together motivic units of limited ambit in an
intrically intervowen and highly ornamental style, in
ascending pitch progression to a climax or high pitch area
and thcz descending to the original pitch. Throughout,
these units are linked internally by cadences, usually
descending, to a stable ist or finalis; and to each other
by these same cadences, although areas of modulation, such
as Delkash in Mahur, have their own finalis.

The tagnif is not considered to be a part of the
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traditional repertoire (radif) of the dastgah system., It
is included in the category of compositional forms such as

the pishdarimad and reng which are performed along with

the gushaes of the dastgiah. The zarbi are in Sadeghi's
fixed gushe category of the dastgdih. The zarbi, like Clhe
aviz, are more poetically uniform and regular than the

tasnif, but like the tasnif use measured time.

Mode and Mood

The examples fall into the modal schemes of seven of
the classical dastgdhs: Shur (C9, E15), Aviz-e Abu ‘Atd
(B5), Bayat—e Tork (A1-3, E13-ik), Avaz-e Dashti (B6, CS8,
C10), Segih (D11), Bayit-e Esfahdn (B7), and Mahur (AL,
D12, F16). Eleven of these examples are in the Shur
system: Tork, Dashti, Abu‘A?é, aad Shur itself.

These modes have been associated with particular moods
or expressions cf feeling. Shur is one of the most preva-
lent of the dastgahs and is considered to be the embodiment
of the Iranian people and their mystical character (Caron
and Safvate 1966:62; Khileqi, Nazari, 1973:147-49). It
expresses a melancholic and world-weary mood; tiie sadniess of
a patient and long-suffering nature that shows tenderness,
love, and compassion and in the face of affliction counsels
detachment from this fleeting world. Abu ‘Apa, Dashti, and
Bayat-e Tork are derivatives or auxiliary dastgihs of Shur
and share in its general character., FEach, however, has

its own special nuance, Abu ‘Apa as melancholy and moving
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and Bayat-e Tork as nostalgic. The sadness of Dashti is
often contrasted to that of Shur, that is, the sadness of
Dashti is the expression of heart-rending ﬁain, the copious
tears of the young man disappointed and crying out, ex-
pressing the grief and regret of thousands of misfortunes
that have befallen the Iranian people; while Shur is the
contemplative melancholy of a mature person., Since many
folk songs are in this mode it has also been particularly
associated with the simple and pure character of the
shepherd and dweller of the open field,

Segah, like Shur, is a dastgih expressing sadness.
It is the expression of burning pain of the separated
lovers (Khaleqi 1973:229). Esfahan, profound and mystical,
is more animated than Shur, It is sometimes cheerful and
mirthful and sometimes sad. Mahur is a dastgah that
expresses a variety of moods. Overall it is considered
majestic, seremne, and dignified. Internal sections of
Mahur such as Shekaste and Delkash resemble other modes,
such as Shur,

‘Aref refers to the mode he has chosen for his tasnif
"Che Shurha" (C9): "Che Shurha ke man be pa ze shihniz
mikonam" ("What outcries I have wrung from Shahniz":
Shahnaz is one of the gushes of Shur). The words he uses
are 'outcries', 'complain', !sadness', and 'weep'. His
purpose is to invoke the feeling of sadness as expressed

by Shur but, while he is protesting, he counsels for action
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rather than detachment. The other example in Shur is
"Gereyli" which is not actually in the mode of the daramad
but is.one of the other gushes. The poem that is used is
one of a more cheerful nature, Lllie celebration of wine and
music (losing oneself in the world of the spirit) (refer

to chapter 4 foxr discussion c¢f poetry and Appendix B for
translation of texts). B5 (Abu ‘Atd) speaks of unfaith-
fulness and the sufferings of separation, The five examples
in Bayat-e Tork (A1-3, E13-14) vary in mood from impatience
and entreaty to complaint and suffering caused by indif-
feronce and faithlessness on the part of the beloved, Gf
the three examples in Dashti (B6, ¢8, C10), B6 and C8 are
complaints, particularly C8 which is an emotional appeal

to mourn the unhappy events of the nation; C10 concerns

the sudden infatuation of an eye-roving ‘Aref., The example
in Segah (D11) again is bitter lament and bemoans fate

at the hand of the beloved. B7 (Esfah@n) is the most
animated of the examples and is more spirited, celebrating
wine and praising the beloved., D12 (Mahur) goes through

a number of gushes including Shekaste and Delkash and is
more of an exhortation and inspiration f'or revolution tharn
a lament as such, The poetry chosen for the examples, then
then, is generally compatible with the modes used; mosti

of the exampies are from what are thought to be melancholy
or "sad" mcdes and the poetry also generally expresses the

S - -
suffserings cf love,
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Scale

The scale degrees of the examples (see Ex. 14,
PPe. 231-232) cover a range from a fifth to a twelfth, the
most common ambit being a seventh (A2, B7I-II, C10, E1k4)
or a ninth (B6, C8-9, D11, F16). The Tork examples were
between a fifth zud a seventh and the Mahur examples co-
vered a ninth, tenth, and twelfth. The scale is basically
diatonic with the following exceptions: five examples have
either a motaqayyer (B6, C8, E15) or a scale degroe that
changes tuning according to the section of the dastgah
(p11-12).

The number of pitches usad varies from five to 14,
the most common number being seven (6 exx.: A2, A4, B7I-II,
ci1o0, E14). Ten examples use from five to seven pitches
(A1-4, B5, B7I-II, C10, E13~14), six use nine to 11
(B6; c8-9, D11, E15, F16) and one used 14 (D12). The
pieces using fewer pitches are usually within the confines
of one gushe, while ones with greater number of pitches
often employ the full range of the modal scale of the
darimad (B6-7, C9, E15, F16) or contain modulations (C8,

D11-12).

Pitch Relations

The most common placing of prominent pitches by scale

degree is as follows:

= —
[ 4N a L2 >
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Ex. 14, Comparison of Scales (Finalis on "g")
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The song begins and ends on one pitch level and cadences
internally to this same pitch. The most prominent pitch
is a fourth above this, which implics an alternation be-
tween these two levels throughout the song. Melodic
activity takes place within the ambit of a tetrachord
above the lowest pitch of the scale.

Finalis. The placing of the finalis in =elation to
the scale degrees shows the following pattern: in the
greatest number of examples the finalis is the lowest pitch
of the scale (7 exx.: A2, B5-B7II, C8, C10), and it may
bo the second (3 exx.: D11, E13-14), third (3 exx.: Al,
A3, E15), or fourth from the lowest (4 exx.: Al, c9, D12,
F16),

All the Dashti examples have their finalis on the
lowest pitch and all the Mahur examples have their finalis
a fourth above the lowest pitch. The examples in Bayat-e
Tork vary from lowest pitch (A2), second lowest (E13-14),
and third from lowest (A1, A3). The classical Bayit-e Tork

has the finalis a fourth from the lowest pitch:

Derk mad -] A3
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Using the tetrachord from c to f, the finalis of these
~examples may appear on d or on f. The shihed is always on
f, however. The Aghaz, with the exception of A2 (which
starts in a higher gushe) is either on c or on d. Tork is
one of the auxiliary dastgahs of Shur. Although in theory
it nc longer cadences back to the Shur finalis, ii: three
examples here, including the zarbi from the radif, it does
in fact cadence on d, the finalis of Shur (A2, E13-14),
Two examples have their finalis on fy coinciding with
classical theory (A1, A3), although these examples lack the
low ¢ of the classical tetrachord.

Agh3z. The most common Aghadz (initial) is on the
lowest pitch of the scale (6-7 exx.:v Al, A3, B7I, C8, D12,
Elk, /F16/), but in some examples it falls on the second,
third, or fourth pitches. Dashti examples begin on degrees
one or three (B6, C8, C10), Tork examples on degrees one
or two (A1-3, E13-1h)--except for A2 which begins on four
(in Qard’i)--, and Mahur examples begin on one, four, or
seven (D12, F16, AL begins in Goshdyesh).

Shahed., There are no shaheds on the lowest scale-
degree, Most common is the fourth degree (7-8 exx.: Ak,
B7I, €9, D12, E13-14, E15, F16,), followed by the third
and fifth. Dashti has its shahed on the fifth scale-degree
and Tork and Abu ‘Apa on the third. Shur, Mahur, and

Esfahan have their sha@hed on the fourth degree.
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Ist. The ist is variable and may appear on degrees
one to five, with the greatest number on the lowest degree
(7 exx.: A1, B5-B7II, D11, /E15/). The ist is often the
same as the finalis,

Motagayyer. Motagayyer as such is used in Dashti on
thice {ifth scale=degree and in E15. Modulation in D11 and

D12 takes place on the sixth degree of the scale.

The Four Prominent Pitches and the Phrase-Ambit

In terms of the phrase-—ambit, or area in which the
predominant melodic action takes place, tetrachords are
most common, Tollowed by fifths and then thirds (see Ex. 14,
pPpP. 25i1-232)~ The interval that includes the four pro-
minent pitches (3ighaz, shahed, u1st, and Tinalis) discussed
above ranges from a unison \that is, one pitch serves all
four functions) to a fifth, the fifth being more commonly
found in Dashti. The greatest number of examples (6 exx.:
AL, B7I, D12, E14-~15, F16) use a tetrachord, many use a
third (5 exx.: A1, A3, B5-6, E13), and fewer a fifth
(4 exx.: A2, B7II, C8, C10). In the daramad of D11 the
interval is a unison and in C9 a second. The Tork examples
are more commonly a third and the Mahur examples a fourth.

Using these intervals (third, fourth, or fifth) rathexr
than the scale degree Ifrom the lowest pitch, fourteen
examples have their finalis on the first s*ep of this
phrase-ambit (all but A1, A3, F16), ten their ist on one

(A7, A4, B5-7II, C9, D11-12, E15), and ssven their Aghiz
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on one (A1, A3, B7I, C8, D11, E13, F16). The shihed varies
more, appearing on one for Mahur (A4, D12), Shur (C9), and
Segdih (D11); on three for Tork (A1-3, E13-15), on four for
Esfahdn (B7), Abu ‘At (B5), Gereyli (E15), ond Mihur (r16),
and on the fifth degree for Dashti (B6, C8, C10). The
second degree is not used for either the shahed or finalis,
but is sometimes used as an aghiz (B5) or ist (B5, B7I-II,
c8). The most predominant degree of the tetrachord (or
fifth) is the first, followed by the third and fourth:
1=3-4 (then 2-5). Overall the predominant melodic activity
occurs within a tetrachordal span, with the tendency to

end on the lowest pitch, the other functional pitches

varying according to the mode:

h
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Comparison with Classical Theory

According to existing printed versions of the tasnifs
and to Borumand's assessment of the tasnifs he taught,
these tasnifs are placed in classical modes, usually called
by the name of the dastgih they are in, for example,
Bayat-e Tork, without specifying which part of the given
dastgah they conform to, On the whole, the tasnifs are in
one gushe, that of the first and defining gushe of the

dastgih, the dardmad. So when the reference is to Bayat-e
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Tork, this usually means the daramad of Tork. Among these
examples, two exceptions are A2 and B7II. A2 appears to
begin in Qard'i and to descend to the dariimad. Although
this descent is a characteristic of Qara'i, the shdhed is
not the Qara'i shihed but is closer to the daramad shahed.
B7II, which follows the darimad of Esfahan, is in the owj
or higher section of Esfahan.

The dastgahi examples, however, follow the major gushes
of the dastgih. In Segah (D11) these are the Daramad,
Zabol, Muye, Mokhilet, Maqlub, and Forud and in Mahur (D12)
they are the Daramad. D3dd, Shekaste, Delkash, and Forud.
Uther tasnifs and zarbi ascend to a higher vocal register
(A2, A4, B7I-II, C8-9, E15) but they are mainly confined
to the daramad.

In terms of classical modal analysis, these examples
do conform to the scale, finalis, and shahed of their
respective modes, The Aghaz and ist conform less to
classical theory. As mentiocned earlier, some of the Tork

examples use the finalis of Shur,

Tonal Movement

Intervals

The melodic movement is primarily conjunct. All the
examples, however, have leaps, both internal to a phrase
(phrases follow poetic divisions) and between phrases.

The majority of the leaps are between pitches that include
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at least one prominent tone, such as the shahed or finalis,.
Those leaps that are not between prominent tones are al-
most always thirds.

All the examples have leaps of a third, almost all
have leaps of a fourth (15 exx., all but A1, B6), and most
have also leaps of a fifth {iC exx.: all but Ai=4, 85,
B7X, E14)., Intervals within a phrase are: thirds (17 exx.),
fourths (12 exx.) and fifths (5 exx.). Intervals used
between phrases are thirds (16 exx.), fourths (11 exx.),
fifths (8 exx.), and sevenths (3 exx.). Many of the inter-
nal leaps are actually at the very beginning or at the
first ending of a repeated phrase and form a bridge be-
tween the final pitch of one phrase and the beginning
pitch of the next phrase.

Twice as many of the leaps ascend as descend.

This is related to the tendency to ascend disjunctly and
then gradually descend (in conjunct movement) to the ori-
ginal pitch. Leaps of a third predominate over those of
a fourth, fifth, or seventh. Thirds in ascending or des-
cending form are found fairly evenly distributed both
within and between phrases., Fourths are overwhelmingly
ascending and fifths and sevenths are exclusively so,

Leaps of a third may be used to form a turn around a

prominent pitch such as the shahed:

I

—_——l
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In addition, what appears as a leap may be an ornament that

is moving in a direction opposite to that of the melodic

==

— e

linec:

To review:

melodic movement is primarily conjunct;

thirds are the most common leaps, followed by
fourths and then by fifths;

leaps are used both within a phrase and between
phrases (phrases follow poetic divisions);

leaps are more common between structurally significant
pitches such as shahed and ist; those that are
not are almost always thirds;

twice as many leaps ascend as descend;

fourths are overwhelmingly ascending and fifths and
sevenths exclusively so3;

leaps are means of quick ascent for a conjunct
descending melodic linej; and

thirds often serve an ormamental function.

Contour
As we have already mentioned in another context, the
overall tonal level for a piece rises gradually to a high

pitch (owj) and then descends to the original level, thus
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giving overall an ascending-descending pattern:

Within the ascendirng~descending contour of the piece there
is also periodic cadencing to the low pitch of the tetra-

chord:

There may be several levels of ascending-descending pat-
torns, particularly in the dastgahi examples where there

is modnlation to different sections of the dastgih:

Melodic contour within a phrase is partially related
to the placing of the shahed in relation to the ist and
finalis and to their position within the tetrachord used
for melodic expression. Because the cadential pitches
(ist and finalis) tend to be the lowest pitch of the tetra-
chord, tonal direction towards them tends to be descending.
Since, as mentioned above (p. 239), twice as many of the

leaps ascend as descend, the ascending movement tends to

240

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



be more abbreviated than the descending, which moves more
by conjunct intervals.

Within a single phrase, there are several types or
aspects cf movement. They are:

(a) linear, here ascending and descending within the
confines of the tetrachord, emphasizing the prominent

pitches of shahed and ist:
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(b) back=-stepping, compound linear movement, where
the overall contour is linear but within that contour there

are one or more levels of reverse movement or backe

stepping:
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(¢) straddling, where a leap of a third or fourth is

used to approach and surround a prominent pitch:
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(d) horizontal movement, achieved by repeating or

holding a pitch:
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(e) pendular motion between two pitches:
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(f) sequence, or the repetition or modified repetition

of one motif at another pitch level:
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(h) shifting tetrachords or changing melodic ambit

(and use of more than one gushe):
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(i) change of direction:

| Y e rd
e
Dl —
a4

(j) use of ornamentation:
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(k) use of rests:
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Melodic direction is ascending, descending, and
horizontal., Although the basic contour is ascending-
descending, within that framework thero are variations

(see Ex. 15, p. 245):

A —
NS ~7

(a) L=-H=-M, (b) M-H-L, (¢) L-H-L, (d) LL-L-LL-H-LL-L

The greatest number of pieces fall in the (b) and (c)
categories, that is, they either (category b) begin in

the middle of the range, ascend to a higher pitch and fall
to a lower level finalis or (category c) begin on a low
pitch, ascend to a high pitck and descend to the original
piteh, As can be seen in D11 (and in D12) (Ex. 16,

Pe. 246) there are different levels of contour, variously
found within phrases, between sections, or overall. This
is true in most pieces though not to the extent seen in
D11, which uses overlapping and rising tetrachords and

has a long cadential section.

Opening and Closing of Phrases

The pieces begin with an ascending motion (15 exx.,
all but A4, E13)., Ten examples have phrases that begin
with 2n ascending leap (A2, A4, B7I, /C8/-9, D11-12, El4-
1357, F16) and one that bugins with a descending leap (C10
Refrzain), Common openings of phrases are linear ascent

(5 exx.: A1, A3, B5, C10, D11) or desceni (9 exx.: Ak,
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Ex. 15. Summary of Contour
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Exe 160

L

Levels of Contour (D11)
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B5, B7II, C9-10, D11=-12, E15, F16). Frequently the
linear descent is in phrases that serve as an alternate or
second theme (6 exx.: B5, C9-10, D11, E15, F16), Two
examples of descent are found in Mahur (A4, D12) that may
be due to the position of the finalis between two tetra-

chords, both used in the tonal movement:

.—-—""—A—/‘I

7 A P
——— ra —

tO— - ————

(V)

T o < *
(R !
*’/Flﬂli

A variety of other shapes is also employed, including
linear ascent with back-step (B7I, C9, E15), ascending leap
with linear descent (A2, C8, F16), back-stepdescent with

linear ascent (A2, C9, E13, E15):

=

7= ”
%’ 'r'.‘—,.‘"
'3

and ascending leap with holding of a tone (C9, D11=-12).
The most common cadential pattern is linear descent
to the ist or finalis (11 exx.: Al-2, B5-6, C8-10, D11-12,

E13-14):

NEE
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Also common, by way of variation, is linecar descent with a
back-step (in 6 exx.: Al1-2, B5-6, D11, E15), although the

back-steps were often in the form of ornaments:

%)

I
y. 4 O P
=Y 111
I R I e r 2220 A |
.j‘r it ~—

Other less common forms are linear ascent (C8, ist in D12),
linear ascent with back-step (A3, B6), linecar descent with
back-step on the tone before the finalis (E15), linear

ascent with ascending straddle (A1) or descending straddle

(A3-4):

FL

e
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\d
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or straddle and linear descent with back-step (F16):

N

s

-
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wl

H
¥
4

!
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-
-~

Overall, tha opening of phrases is ascending and the
closing of phrases descending, in conformity with the

ascending-descending tonal contour,
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MELODY

Melodic motifs and phrases are based on conjunct
motion within a melodic ambit of o third (o a {filih, the
pitch rolations of IghZiz, shilied, and ist (and finalis),
and the tendency to begin and cadence on the lower pitch
of the ambit. Rhythmically the first megrﬁ‘ begins on
one or more shorts, tends to follow the syllable-lengths
of the poetry, ends on a long, and is phrased according to
poetic units. Melodic tendencies as mentioned under mode
include an overall ascending-descending contour, linear,
back-stepping, pendular, and horizontal motion with dis-
Junct intervals used to: (a) t0 connect prominent struc-—
tural pitches, (b) to move quickly to the highest pitch of
a descending phrase, and (c) to ornament a pitch. These
tendencies are modified and elaborated by extensive use of

ornamentation.

Ornamentation

Ornaments are part of the essential character of
Persian classical music, and as such they are not orna-
mental in the sense of being added. They: (a) connect
the main melody pitches to each other; (b) increase the
density of melodic and rhythmic activity; (c) provide
variety; and (d) increase the possibilities of melodic
variation within a restricted ambit and tonal direction.
Some authors (Caron and Safvate 1966; Caton 1974; During

1975; Lotfi 1976; Sadeghi 1971) have discussed
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ornamentation, particularly the tahrir, which is a charac-
teristic of avaz style. The tahrir, as mentioned in
chapter 6,is a vocal melisma, using the glottal vibration
known as the tekiye (Tsuge 1974:171). Of the two major
tahrir types, long and short, the tasnif almost exclusively
use¢s the short type. The most common ornament is the
eshare, or anticipation and allusion.

Ten basic ornaments are used in the seventeen pieces.
Ranked in order of frequency, these are:

anticipation and allusion (eshire);

mordent;

passing tone;

appoggiaturasg

slide;

tahrir (passage containing tekiye or glottal stop)s

turn;

trills;

eshiare mordent; and

third.

Each piece uses from two to ten varieties of ornaments,
including the ascending and descending eshare as separate
types (making eleven types in all). The Borumand examples
use fewer ornaments, both as regards number and variety,
and use no tahrir. Borumand was not a singer and used
these versions to teach the basic melody. However, even
his rather skeletal melodies use both types of eshare,
appoggiatura, passing tones, and an occasional mordent or
turn, Tahrir and slides appear more frequently in the
later tasnifs (C9, D11-12) and in the avdz and zarbi (E14-

15, F16). The majority of examples use eshare descending

and ascending, passing tone, apvroggiatura, mordent, and

250

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



slide. Tahrir is also common, although it does not appear
in the Borumand examples. For illustration of the examples,
see "The Ten Types of Ornaments" (Ex. 17, p. 252).

Eshare, appoggiatura, and passing tone, The eshare

most often appears as a descending anticipation of or
allusion to the next pitch. Descending eshare is by far
the most common form of ornament and appears in every
example. It descends conjunctly from the melody pitch,
being in time-value either shorter than (J;a) or equal to

(ﬂ) that of the preceding pitch:

o Mwe. I N I e
5 P 1 1 4
S P —t s L
AN\ W 3 ) dn
‘2’:"\ : m.- Ko~ mam,

.

It is the most frequently used ornament in thirieen out of
the seventeen pieces. The ascending eshare is the next
most common ornament. It rises above the melody pitch

and usually returns to it. The appoggiatura may serve a
function similar to that of the eshare, but it is rhythmi-
cally distinct in that the short pitch is first (I:J). The
passing tone is related to the eshare and the appoggiatura

but connects the melody pitch to a third pitch:

:Pl T

p 4 S —

F 4N P VU a— T
AR A 7 'Y ]
L)) 7P

A= E (MY A st PT
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X,

The Ten 1Types of Ornaments
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These three ornaments connect and soften the melodic line,

making melodic movements more indirect and subtle.

Combinations of Ormaments

Ornaments combine with each other in passages covering
one or more poetic syllables to create the dense melodic-
ornamental fabric that Gerson-Kiwi has likened to a
Persian tapestry with its complex miniature designs (1963:
9, 11),

Apart from those already discussed, the most commonly
found combination of ornaments is the double descending

eshire, the sinemal (9 exx.: Al-4, B6, C8-10, D11):

N
1Y

1

1
AN
~L

) SR

| 4
-
-

&,
>
s

The rhythmic figure J J J is also common:

65 [N
1 - =
~ | 1 1 X 1.£2
[ A=) s & { 3 7 v
A W A 2 —
v js—
Y2 B13:3 pratis

Tahrir. The tahrir illustrated in the "Ten Types of
Ornaments" (Ex. 17) is a simple tahrir, that is, a glottal
vibration on a single melody note. The tahrir more come
monly joins a melodic passage. The symbol ? above a

note stands for tekiye, a falsetto tone above the melody

253

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



note (sce Caton 1974:46).

The melodic direction of the tahrir is with one or
two exceptions eithor descending or horizontal. A simple
tahrir is composed of two or more tekiye on one me lody

note:

AU—_H" =1

g2y

Simple descending tahrirs are composed on passages cm=-

ploying from two to four (occasionally five) pitches:

i 42N 1 [
1/ 2 F » b
J ol \.r,_
Emn 2 (51-9)514-I$)
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r ~ y i
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These passages are in the form of one or more tekiye on

each pitche A third type ormaments oiie pitch by going

above and/or below that pitch:

-3 ) 1 I I
T VS A1V 3 - 1= " I
Fim ¥ ) - rd L4 P 1 |
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The next example uses a turn:

Descending eshﬁre(s) may be used in combination with

mordcnt or oscillation (trill):

1) =T " I
1Y JC 4o, ol o | 1 1 L 12N 1| B |
r 4k ) ~ 44U Vg P bt 70 ol nJj 1
Y T —— S~
[ e ————
ey R N

The following are the only two examples of ascending

tahrirs:
- I
77— —F VLI et e i
I 20 4 -~ »
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Ornamental ccmbinations on one svllable include

trills and turns found in combination with each other,
mordents, eshare, and passing tones (see Ex. 18, p. 257).

Mordents, eshares, and appoggiaturas are often found in

combination:
7= i — ,
= e e o e e S
AL AN N S — — =1
—— - : T
v?;l\ B-™ E\s M-E gis R - B~Tekiye

4 =
a’ s
E4 A-M-E

Multi-syllabic series of ornaments most often begin
with an eshare, either ascending or descending. Eshare
and tahrir are the most common ending ornaments in a series

of ormaments. There may be a descending chain of eshare:

A

_% -~ I————
1 B § | 1
\.A‘

1Y/ g | 1 L
RS EES

An initial ascending eshfire also tends to be followed by

descending eshare:
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Ex., 18, Ornamental Combinations (on One Syllable)
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Another common combination of eshare is descending. as-

conding, and then descending:

——

1L

1 A 1
e '
~— —

1

L
\_)'
cio
Eshire is found in almost every series of ornaments, usual-
ly two or three times. Appoggiatura and eshire may often
be used interchangeably as their distinction is one of
rhythm,. If an appoggiatura begins a series of ornaments,

hovever, it more often tends to be followed by a tahrir:

I
47 3 ]
L - 37
e ———
-
Ets

The Melodic Line

Analytically speaking, melody is based on tendencies
in pitch and mode combined with a variety of ornaments.
Motifs and phrases form themes or melodic lines which are
coordinated with poetic form., The pieces most often use
two or three theme types. Exceptions to this are C8 and
E15 which use four themes and the dastgahi examples (D12:
six themes, D1i: eight themes). Eack of the pieces has
cadential unity, whether by motif or by finalis.

How are the themes put together and how do they relate

to the mode? If we take one example, C8, and divide it
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into five levels, starting with the integrated level. that
of tonal contour, several points become apparent (see
Ex. 19, p. 260),

(1) Theoverall contour is ascending-descending, or
arch-shaped;

(2) Within the overall contour there is an inter-
mediate stopping place, f# , the shahed, with a forud
(cadence), which produces the smaller arch b=fi=c#*(b) on
either side of the Jlarger contour;

(3) The linear descent from f£# to c# or b is broken
up with two overlapping triads: gﬁzg, and then e to o3

(4) Rhythmic elements further define the tonal out-
line. Each of the tonal arcas is associated with a par-
ticular motif which may be repeated or slightly varied.
Motif one is the opening, ascending motif; motif two des-
cends frem f# to d; motif three descends from e to ci# and
is the cadence; motif four ascends to the climax pitch;
and motif five descends from the climax pitch to the shahed.
These motifs may be used in combination with other motifs
to form a melodic phrase, which coincides with poetic megrﬁ‘.

Fach section here ends with motif three:

Verse m,m,: 2x(1+2+2+3)

20
m3mu: 1+ +5+2+3
Refrain m,m, 3 3+3
v, L7 e d,
mBmA. 2°4+377+3 +37;
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"Hengam—e Mey" (C8)

Tonal Levels ol
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(5) The complete transcription (see Appendix G,
PDe 508-510) uses ornamentation discussed earlier--in this
example nine types of ornaments. The ornaments provide

pendular mcvement oxr bending of one pitch (trill, mordent,

third):
a
et
i £
*FJ}-—:':'F —t 7 _J Iﬁ_‘ v v
m. 3 m. =¥

anticipation of the next pitch (eshire descending, o

descending appoggiatura):

1N
)

N

et
a

and passing from one pitch to the next filling an interval

of a third or more:

-

L "

y 4 # p— 1
1 1
| - r A
o

m.298-2A

The elements that arc used to produce the melody in this
example are tonal contour on more than one level, internal
cadences and prominent pitches, rhythm, and ornaments. The
riclodic motifs combine to form phrases whicn coordinate with

the poetic rhyme scheme, line length, imeter, and sometimes
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meaning,

Repetition and Variation

Motifs are joined together to form phrases or themes.
They are treated in a number of ways. Ogc cf the most
common ways is by repeating them eoither as simple motifs
or as phrases., Musical phrase repetition occurs in every
example. Another way of treating motifs is by joining them
together in different combinaticns (7 exx.: A2, B6, B7I,
C8~9, E13-14), as seen in C8 discussed above. In addition
to simple repetition, repetition or modified repetition at

another pitch level (sequential repetition) is also very

common (in 13 exx., all but A1, B6, C8, E15).

Techniques of wvariation include rhyvthmical and orna-

mental variation, which may be as simple as adding an

eshiare to a pitch or changing an eshare to an appoggiatura:

I

[N
# T e I‘ﬁ S | IS T 1 1 1
=TT {1 NP W | 1 [ | |
AN P N | p S—) W | 1 LA I—g) -4 r ] p|
YY) v Ty Ld v 7 » 4 e — » o
J S e o
AY m.2 m. 8

Other devices include change of melody pitch (9 exx.: in

A2, B5, B6-7I, C9, D11, E13-15):
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octave change (E15):
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and extension (B6, C9, D11, F1€):
o~ ? 0
1 )1} S T ) T -1 T
== b G =
S =SS
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A3 illustrates in theme gl sequential and ornamental

variation of a which is used as the third of four phrases

(a-a-a'-b): .

; L1 P . oyl ™) —
] | W 1 LANNA SN Y 111 1 e {1
Y 4™ 1 ] —a 1 3 HI TR ¢ i t11 ) I T | J S B
150 i "") + @ P [ | Lg 3® 3 3y "1
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In B6, in the motifs 191 and 4, there is ornamental,
rhythmical, and pitch variation as well as extension of
motif 1b. VWhile 19: serves as a variation of the motif 1b,
motif 4 begins the refrain, providing a sense of thematic

unity or similarity between verse and refrain:

ﬂ o ast | —_—

1 1 | | 1 P | I | [ay
P AN 1 | L] 4 1 . J rd a ] L L ] i
4N ) 4 72 L4 1 1 1 | N . )
N1/ o l———d L v B
LY L b v

10 \ b

#—% N T y K

s V4 ! 1 L [ rJ
1/ F -~ 1 | S I'.| S

B7I is one of the examples which makes use of motivic

combinations. One of the devices of variation in these

combinations is change of one pitche. In the opening motif,
4, the basic pattern remains the same but the last pitch

falls on one of the three lower pitches of the tetrachord:

Ve N
a4 L pmomren —y
E b e« ] 1 | 1
| ) i 1
Y L 1 rd 4 rd !
g = S N — i R P
' i o 4b de

D11 illustrates cadential variation in arriving at the

final e. This involves ornamental changes, variations in
ascending and descending movement, a different initial
pitch (EI or g), changes in rhythmic pattern and a change

in rhythmic emphasis for the final pitch (first or fourth
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C10 provides an interesting use of a single motif to
create the tasnif. The first phrase is repeated in a
condensed version to form the second phrase of the me§r5f .
This second phrase is used in the refrain preceded by a
repetition of the first word in the me§r5‘. The motif is
lowered in pitch for each of the two phrases in the third

mesra‘’ to cadence on the finalis:
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Che Shurha (C9) is an example of more extensive me-

lodic variation and development. The opening phrase is the

meolodic nucleus of the piece:

A N P

¥ 4 L 1 I i bl O | 1 i 1 i 1

P” S X 1 { 1 ] 2 1 '3 ¢ dld e i i | [4
[ WA 2 1 < y | P Ve — ] 2 ey rd rd P [ o
\ AW/ i r4 (2 b hal o Y e —— w

The rest of the piece consists of variations on this open-
ing, particularly the mesrd‘s 6-8 (MT cdd), which are based
entirely on materials from mesra‘s 1-5 (MT aaalazb).
Repetition, sequence, and variation are all seen in
the melodic phrase containing motifs 5 and 6 (MT gg,
meqrﬁ‘ hz). This phrase is introduced for the first time
in me§r5‘ 4 as a forud and is also repeated in megri‘ 5 as
its forud. It appears again in me§ri‘s 7-8 in sequential
form, but each time cnding the lines in the original form.
The second half of the piece is in effect a variation of
the first, This forud pattern itself is an elaboration of
the original outline of the forud pattexrn, which appears

as motif 2 in the first phrase of the piece:

4 -~ =1
1) Za, 1] i | B—| 3
I, LA A W 4 - | A S
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The variations in the motifs used are of the fol-
lowing types: difference of note-values; displacement of
.the pattern by one beat; ornamentation of a note; omission
of a note; and tahrir pattern (see Ex. 20, p. 268).

In addition to the techniques of repetition, sequence,
and variation, extendingz and developing a motivic idca
occurs in the development of motifs 5-6 based on motif 2

and the appearance of motif 8 based on the idea presented

in motif 3J:
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The tahrir segments are the sections used to direct
the sequences in the d lines in a downward direction, so as
to arrive back on g. The trill in the tahrir (original

version) becomes a downward-stepping pattern in order to
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Ex.20. Mitivie Variatian (C9)
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compensate for starting on a higher pitch:

g 3 | s s, s | !—T—T_ﬂ_?
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SUMMARY

Mode

The concept of mode in Persian music includes both
scale and melody type. The Persian modal.melodic system
is one of piecing togasther motivic units of limited ambit
in an intrically interwoven and highly ormamented style,
in ascending pitch progression to a climax or high pitch
area with subsequent descent to the original pitch.
Throughout, these units are linked internally by cadences,
usually descending, and to each other by these same ca-~-
dences, although the cadence changes when modulation
occurs.

Mode and Mood: The examples conform to the modal
schemes of seven of the twelve classical dastgihs. These
modes have heen associated with particular moods. The
mood associated with the modes of the examples is pre=-
dominantly melancholy and is compatible with the poetry
chosen,

Scale: The scale is primarily diatonic, with a

seventh as the most common ambit. Some of the examples
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stay within the confines of one gushe and others, par-
ticularly the dastgahi examples, cover the pitch range of
the dastgah. A particular scale degree may have two tunings
tunings according to modes where there is modulation and/or
a varying pitch (motagayver).

Piteh Relations: The examples are characterized by
pitch functions and related tonal direction. The important
pitches are the initial pitch (3gilaz), the prominecnt pitch
(shihed), the pitch of internal cadence (ist), and the
final pitch (finalis). The song commonly begins and ends
on the lowest scale degree 2nd cadences internally to this
same degree. The shahed is commonly a fourth above this,
implying an alternation between these two levels through-
out the song. Melodic activity, then, commonly takes
place within the ambit of a fourth above the lowest pitch
of the scale.

The Four Prominent Pitches and the Phrase~Ambit: In
phrases, the predominant melodic activity occurs within
the span of a fourth, fifth, or third. The interval that
includes the four prominent pitches spans a third to a
fifth,. Within this interval the tendency is to end on the
lowest pitch with the other functional pitches varying
according to mode. Of the pitches of this interval, the
most predominantly used is the first, or lowest degree,

followed by the third and the fourth above that,

270

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Comparison with Classical Theory: The examples
conform to the scale, finalis, and shahed of their res-
pective modes in classical theory, usually to the daramad
o the dastgih (except for the dastgdhi examples which
cover the major gushes of their dastgah).

Tonal Movement: Intervals: Melodic movement is
primarily conjunct. Leaps of a third, fourth, and fifth
(and also of a seventh) are more common uweiween structural-
ly significant pitches and in ascending rather than des-
cending form, They are used to link phrases (which follow
poetic divisions), to ascend quickly to the beginning of a
conjunct descending melody line, and for purposes of orna-
mentation (by means of thirds). Contour: Overall, the
tonal level for a piece rises gradually to a high pitch and
then descends to the original level to make an ascending-
descending pattern (arch). There may be more than one
level of this arch pattern, as there are periodic des-—
cending cadences throughout the piece. Movement within a
phrase is linear or undulating within the confines of the
melodic ambit (fourth) and pitch {unctions. Tonal di-
recticn towards the ist tends to be descending, as it is
usually the lowest pitch of the tetrachord. Use of dis-
junct intervals, ornaments, and change of melodic ambit or
direction are also aspects of movement,

Opening and Closing of Phrases: The pieces usually

begin with an ascending motion. Common openings of phrases
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are linear ascent or descent, although there are phrases
that begin with an ascending leap. The most common caden-

tial pattexrn is linear descent to the ist or finalis.

Melody

Ornamentation: Ornaments, which are part of the
essential character of Persian music in general and of
these pieces in particular: (a) connect the main melody
pitches to each other; (b) increase the density of melodic
and rhythmic activity; (c) provide variety; and (d) in-
crease the possibilities of melodic variation within a
restricted ambit and tonal direction., Of the ten basic
types of ornaments, the eshare, or anticipation and al-
lusion, is the most commonly used.

Combinations of Ornaments: Ornaments combined with
cach other in passages covering one or more poetic syl-
lables. The eshare is found in almost every series of
ornaments, usually two or three times., The combination of
ornaments most commonly found is the doubie descending
eshire, the sinemal, Tahrir, a vocal melisma using the
clottal stop ornament tekiye, connects a descending or
horizontal passage commonly of two to four melody pitches.

The Melodic Line: is based on tonal contour, pitch
functions, and cadence combined with a variety of ornaments
and is coordinated rhythmically, thematically, and formally
with the poetry. Motifs and phrases combine to form themes

or melodic lines. The pieces most often use two ur threce
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theme types.

Repetition and Variation: When motifs join together
to form a melody, they are treated in a number of ways:
(2) simple repetition; (b) sequential repetition;

(¢) rhythmical and ornamental variation; (d) motivic
combination;g (d) melodic and cadential variation; and
(e) motivic development.

Conclusion: The tonal contour, ascending-descending,
may occur on one or more levels, using periodic descending
cadences to the original pitch or to a new pitch level in
areas of modulation, These cadences are coordinated with
musical-poetic phrases and lines, which are characterized
by limited phrase ambit, conjunct motion, pitch relations
of shahed and ist, and a high degree of ornamentation and

variatione.
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CHAPTER EIGHT

VARTIABLE FACTORS IN INDIVIDUAL PERTFTORMANCE

The performance of a tasnif may vary according to the
individual performer, the audience, the medium of perfor-
mance, and whether it is lived or recorded. A performance
tor an intimate gathering of aristocrats in the Qajar court
differs from a re~orchestrated version of the same piece
for the radio program "Golha-ye Rangarang," first broadcast
in the 1950's. One of the interesting questions that arises
is: how much liberty can a performer take with a song and
still keep its essential character? To answer this ques=-
tion, three performances of each of the tasnifs by CArer
are examined for similarities and differences in tempo,
timbre, orchestration, timing, ornamentation, and formal
structure. The performers for "Hengam~e Mey" (C8) are
Alahe, Shajarian, and Borumand; those for "Che Shurhd" (c9)
are Banan, Eqbal al-Soltan, and Borumand; and those for

"Shane Bar Zolf" (C10) arc Borumand, Qamar, and Golchin.
PERFORMANCE

Context
All but the Borumand recordings were obtained from the

Tehran Radio Archives. These recordings include a tape of
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an old recording of Qamar, a tasnif within a dastgah per-
formance (Eqbal), the "Golha-ye Rangirang" radio program,
and a contemporary traditional ensemble (Shajarian).

The Borumand recordings were made by the author in
1974 and 1975 in the Music Department at Techran University.
They sometimes include the author's voice as these were
performed for the specific purpose of teaching her some
sample tasnifs. They do not contain instrumental interludes
and are simplified as regards ornament. Borumand, elderly
at the time of recordings, was not a singer but an instru-~
mentalist. He taught "Che Shurha" (C9) in four over-
lapping sections and accompanied himself in all tasnifs on
the setar.

Qamar's reccrding is the earliest and was copied on
tape from an old record. She is accompanied by tar,
violin, and dombak. Eqbal al-Soltan's recording of "Che
Shurha" is within the context of a dastgah performance:

123" Pishdaramad (2/4 time)
117" Chaharmezrab (6/16 time)
13'00" Avaz
3*45" Tasnif: Che Shurha
Lo" Reng Total: 20t!'05",

The inclusion of a tasnif after the avaz section and
before a reng has become normal in the twentieth century,
In this case the penultimate piece in the avaz portion is

the zarbi "Gereyli," which has on occasion been performed
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as a separate piece much like the tasnif, Eqbal is ac-
companied by tdr and daf (single-skin frame-drum).

Two performances were in the context ot a “Golhz-ye
Rangiraug" program (C8: Aldihe, No. 245 and C9: Banan,
No. 249). The Golha programs, established in 1955
(H.S. 133&), were radio programs of approximately 30 minutes
in length and were designed to present rearrangements or
modernizations of the classical dastgah performances.,
Classical tasnifs were included within these performances,
in an attempt to reintroduce the older tasnifs of ‘Aref,
Sheyda, and others and to present newer compositions
designed to follow and improve the traditional classical
song. Banan's performance of "Che Shurha" was part of
"Golha-ye Rangarang Number 249" and the program lasts
approximately 28 minutes. The program was arranged by
Javad Ma‘ rufi, with Ruhollah Khaleqi leading an orchestra
consisting of Western and Iranian instruments: strings,
woodwinds, piano, dombak, and tar. The piano as played
by Rez@ Mahjubi is featured as a solo instrument. In
addition to the singer, there is a reciter of poeiry,
Rowshanak. The following indicates the order of the program
and the lengths of the sections:

6'31" Orchestral Introduction, based on the theme

of the tasnif; includes poetic recitation;

2'28" Piano Introduction (for the 3Ivaz section):

9152" Avaz (sections from the dastgdh, accompanied
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by piano);
38" Poetic Recitation;

6'25" Tasnif: Che Shurhi;

158" Postlude, based on the theme of the tasnif,

includes poetic recitation,

Another radio program, introduced about 1976-77,
"Golchin-~-e Hafte" (VWeekly Bouquet), is a collection of
different traditional pieces, instrumental and wvocal.
These were taken from earlier recordings or new recordings
of contemporary revival ensembles of traditional music.
The Golchin recording (C10) was in "Golchine-e Hafte Number
46," and is an erchestrated version with Iranian and Western
instruments similar to those of the Golha orchestra men-
tioned above.

Shajarian's performance is representative of the work
of contemporary groups attempting to revive traditional
performance of the classical tradition. This group is
called Goru-~he Sheyda after the tasnif composer and was
directed by Mohammad Lotfi, who was assistant instructor
of the radif to Borumand at Tehran University. The group
uses traditional Iranian instruments: t3r, ney, kam@nche,
santur, and dombak.

In chronological orxrder, the recordings represent
three groups:

early, 1930-50: Qamar, Eqbal al-Soltan;

middle, 1950-70: Golha (Banan, Aidhe), Golchin;
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late, 1970's: Borumand, Shajarian.

Duration

In duration the examples vary from over a minute
(1'12") to about ten and a half minutes (10'25"), For C8
the duration is from one to nine and a half minutes (1'12"-
9135"); for C9, two and a half to six and a half (2'38"-
6'27"); for C10, three to.ten and a half (3'00"-10'25"),
The difference in duration is due primarily to the presence
and length of orchestral introductions and interludes and
secondarily to the number of verses or lines selected from
the entire poem. A third factor is the tempo of the piece
(see below: tempo). The shortest examples are those by
Borumand, which do not use instrumental interludes. The two
longest examples, respectively by Shajarian (C8) and by
Golchin (C10), have both orchestral introductions and
interludes and more verses or repetition of verses than
the other versions of those pieces, Since the original
poetic text of each of these tasnifs is in excess of what
is actually used in a performance, the performers have
chosen certain verses, lines, or stanzas, usually at least
the first stanza. Tn C8 Borumand uses one stanza, Al3he
uses two, and Shajarian uses two stanzas which all have
one beyt missing in the verse, and repeats one of tihe
stanzas. The different versions of C9 are fairly similar
in their use of poetry from the first stanza, although

Egbal omits the third me§r5c. In C10 Borumand and Qamar
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use three beyts and Golchin uses six.

TemEo

The pieces vary in tempo, the range being from }
(in 6/8 and 3/4) or J (in 6/4 and 3/4 of Banan) = 84 to
152 per minute, Overall, C8 is in a faster tempo than
C9 and C10., The perforimances represent different styles
and periods of recording. The two earliest recordings,
those of Qamar (C10) (at J\ = 128) and Eqbdl al-Soltdn (C9)
(J = 114) have the fastest tempos for each of their
tasnifs. The slowest tempos are found in the performances
with large Westermized orchestras. These are basically
the Golh3a performances of the 1950's and 1960's, The
earlier examples and Borumand's performances use only one
melody instrument. Borumand, although recorded in the
1970's, represents an older tradition. Ilis tempos in C9
and C10 fall between those of the orchestrated versions
and those of the earlier recordings, but tend to be closer
to the earlier recordings, that is, to be faster. Among
the versions of C8, Borumand's is the fastest., Shajarifin
in C8 uses a small ensemble of traditional instruments and
tends in style to study from and follow the earlier tra-
ditions, His performance is closer in tempo to Borumand's
than it is to the orchestrated example. How far the tempo
is due to the use of a large ensemble or to concepts of
what has constituted an appropriate tempo in different

style periods, or even to differences in recording
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techniques, is a matter for future investigation. The
performances may be divided into three groups by tempo
(in relation to each tagnif) and by time period in which

they were recorded:

c8 c9 c10
early, fast: 114(E) 128(Q)
middle, slow: 114 (A) 100(Ba) 88(aG)

late, medium to fast: 134(S) 110(Bo) 116(Bo)

148(Bo)

Instrumentation

The Borumand examples use the setar as the sole ac-
companying instrument. Like the tar, this is a long-necked
plucked lute, but its sound is softer. The setar is con-
sidored a solo or private instrument (Zonis 1973:162). It
was used by Borumand for instructional purposes, to arti-
culate rhythmic patterns as well as to indicate melody.

Its sound helps to punctuate and articulate the texture,
Introduction: Five other examples (these exclude
Eqbal's) have instrumental introductions varying in length
and type. Qamar's introduction is the melody of the first

me§r5L. Shajarian's introduction is the entire verse-
refrain of C8, The large orchestrated versions of Golchin,
Alahe, and Banan include material derived from one or mcre
of the tasnif themes. Golchin's introduction concludes

with a four-measure repeat of the first mesra‘.
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Interludes: In C8 Alahe has a brief interlude be-
tween verse and refrain, Shajarian between stanzas. The
Shajarian version also introduces a section with Avaz and
a kamdnche solo before a recapitulation of his first verse-
refrain. C9-Banan tends to repeat the last half and Egbal
the whole theme of the preceding mesra‘. The interludes
come after either one or two mesra‘:

Bandan: 1, 2-I-3-I-4-I-5-I-6, 7-I-8-I

Eqbal: 1-I-2-I-4, 5-I-6, 7, 8
In C10, also, the position of the interlude varies, al-
though it tends to be a repeat of the previous me§ra‘ or
a repeat of the refrain it follows. The interludes of both
Golchin and Qamar versions usually fall between me§r5‘s
in the verse, The refrain immediately comes after the last
megri‘ of the verse and is followed by an instrumental
repcat of the refrain (except Golchin Refrain of Verse hb):
(m=I)-m-I-mR-I., Interludes tend to repeat the vocal phrase
that precedes them, but vary as to how much of that phrase
they repeat. They may follow either one or two masrd‘ (C9)
or come between the verse and refrain or between other
sections (C8).

Texture: Instrumental accumpaniment varies from the
setdar of Borumand's examples to large orchestras. The
earlier two examples, those of Egbal and Qamar, use limited

instrumentation., Eqbal uses tar and daf to produce a

less sustained effect than would, for example, be produced
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by a violin or kamdnche., Both tar and daf are articulating
instruments, which are more pronounced in the interludes,

as the tar is very soft in volume during the vocal portions.
Qamar uses tar, violin, and dombak, the tar-dombak sound
predominating.

Shajarian's ensemble consists of a small group of
traditional iﬁstruments, ney (wind), kamanche (bowed
string), tar (plucked string), santur (struck string), and
dombak (struck drum), producing a blend of different types
of sound. This ensemble represents an attempt to return,
at least in part, to the texture of a traditional oxr
earlier ensemble,

The large orchestrated examples (Banan, Alahe, Golchin)
use Westérn and Iranian instruments together. Khoshzamir
(1975:71=72) states that the Golha orchestra (Banin, Aldhe)
used for classical tasnif included the following instru-
ments:

strings: 10-12 first violins, 8-10 second violins,

6-8 violas, 4-6 'collos, 2-3 basses;
woodwinds: 2 flutes, 1-=2 oboes, 2 clarinets,
1=2 bassoons;

piano

Iranian instruments: 2-=4 tars, 2-3 santurs, 1 dombak.
For "“Che Shurha," the piano is the solo instrument that
accompanies the avdz. The orchestra follows the melody and

harmonizes it, as with the traditional orchestra,
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providing the "javab" (answer) or instrumental repetition
of vocal phrases. This orchestra, however, in contrast to
the traditional ensemble having from two to five pieces.
has a fuller, richer timbre and a more sustained sound.
Its basic sound, as in the traditional ensemble, is that
of strings and percussion (here piano and dombak) with
voice,.

Accompaniment: While accompanying the voice, the
instruments follow the melody line of the singer., Most of
them follow in approximate unison or in octaves, and the

two Golha examples have harmony as well.

Timbre and Dymamics

As mentioned in chapter 5, individual expression is
based on a number of factors and may vary. The Borumand
performances tend to be less varied dynamically than the
other performances. Ornamentation and melodic variation
may change the nuances of a line. For example, Shajarian's
use of an ascending eshare creates a small rise and fall
of volume, whercas Alahe's trill at that same point in the

melody does not create the same effect:
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Eqbal's lack of anticipation before a leap of a fourth

creates a more distinct feeling of loudness:

Y o
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C9 as performed seems to be more limited in its range of
dynamic expression, although high pitch areas tend to be
louder.

£qbll tends to be louder overall. One of Lotfi's
comments about Egqbal's vocal style is his tendency to sing
loudly and not to pay much attention to the nuances of
poetic expression (1973-4:65-68). Some of the performers,
particularly Borumand and Egbal, tend to punctuate the
sound, emphasizing particular beats or syllables, for
instance, in C9 on beat one of every measure, creating a
line punctuated by stress accents. Alahe tends to create
more dynamic variety by stressing according to meaning.
Site also begins more softly and dynamically emphasizes the
owj (high pitch area).

Different sound qualities are due to the combination
of voice quality and instrumentation. The timbres are
difficult to describe subjectively or to present meaning-
fully in terms of an acoustical analysis. The Golha and
Golchin examples, which use large string ensembles, tend

to have a sustained, softer, more rounded quality in both
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voice and orchestra, The Banan example is characterized by
legato phrasing, smooth transition, large orchestral sound,
#nd a warm, relaxed vocal style, The orchestia keeps the
tempo even, unlike the other oxamples, where the tempo
increases as the piece gues on. The carlier performers,
Eqbal and Qamar, have fewer sustaining qualities, a more
nasal, unrefined, and tense sound and 2z tendency to sing
loudly in the high pitched areas., In the Egbal example
there is a less sustained, more articulated quality, due

to the use of a struck and a plucked instrument and to the
vocal style. The vocal timbre is harsher and more pinched,
with an articulating quality at the beginning of a syllable
and more separation of notes within phrases. Shajarian's
voice is focused, refined, and tense. Since he uses a
blend of instrumental sounds, emphasizing the sustained,
breathy ney, the Shajarian example has a more sustained
quality than the Qamar and Eqbal examples.

Borumand's voice tends to be plainer than the others
as he is ornamenting the melody minimally. His voice is
also thin and shaky, A number of singers use glides or
slides: Shajarian may slide up to an initial pitch of a

phrase and Qamar may slide up to or away from pitches,

FORMAL AND POETIC VARTIATION
Although all the examples for each piece use the same

poem, there is variation in the lines or verses chosen;
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repetition of a phrase, line, or verse; and variation in
some of the individual words themselves.,

Vorse/line option: In the avaz, the performer is free
to pick a number of beyts from a ghazal he has chosen for
the dastgah he is to perform. That performer's choice also
operates to some extent in these tasnifs at the three
levels mentioned in the first paragraph: those of verse
choscn, use of repetition, and word variation, In C8 all
three examples use poetry from verse one and two examples
use verse two as well. Shajarian reverses the order of
verses and selects only bteyt one from verse two and beyt
two from verse one., In C9 all three examples use stanza
ore, although Egbal's omits me§r&‘ three. C10 is a ghazal
form with eight beyts: Borumand chose beyts 1, 2, and 53
Qamar beyts 4, 5, and 7; and Golchin beyts 1-=5 znd 7. None
of the examples include beyt 6.

Repetition: The second level of option is that of
phrase- or line-repetition. In C8 the only examples are
Shajarian's entire repeat of his first stanza (verse two
and refrain) and his repetition of the second half of the
last line of the refrain--a tendency found in some tasnifs
studied earlier (chapter 5, pp. 136-37). The repetitions
in the versions of C9 tend to follow a pattern within
which there are some variations: consistently me§r5‘s 1-3
have some type of repetition, and the second half of

¢

mesra - 5 (QZ) and the second half of mesra‘ 8 (gé) repeat.
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Banan repeats Bg five times and Eqbal and Borumand repeat
it four times. Bandn repeats the first half of a phrase of

°s>1-3 and EqbAal the second half, while Borumand in

mesra
his two examples variously repeats both phirases, one or
none, or sven the first foot of a phrase. £gqbal repeats
E;, which does not cccur in the other examples:
Banan:  2x(a]) 2x(a?) 2x(a3)
Eqbal: 2x(a;) 2x(a§)

Borumand: 2x(a;) 2x(a;) 2x(a$) 2x(a§) 2x(ag)

- 2 )
Banan: 5X(b2) “(dz)
- 1 2 2
Eqbal: 2x(b2) hx(bz) 2x(d2)
Borumand: hx(bg) 2x(d§).

In C10 is an optional reprise which may occur at the end of
the verse or the refrain. In Borumand's example, it is at
the end of both the verse and the refrain, in Qamar's it
occurs at the end of the first refrain and in Golchin's

it occurs at the end of all but one refrain.

Words: Word differences may occur as simple differ-
ences or as variants of or additions to the printed text,
such as intercalations. The word repeats in the verse of
C8 arc accompanied with intercalations which vary. These

intercalations are the words janam, khoda, ‘aziz, and habib

or even a repeat of the previous word, such as vatan:

287

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Verse: m;_, Aldhe: janam gashte, lkhodd gashte
Shaj.: vatan lale, !232& lale
Jdnam rashke, ‘aziz rashke
Janam sarvo, khodid sarvo
Boru.: khodid gashte, habib gashte
text:  janam gashte, khodd gashte
my, Al3he: janam morghe, qafas balire
Boru.: gafas bahre, khoda bahre
text: Jjanam morghe, gafas bahre

C10's reprise similarly uses variable intercalation. Here

melodic and poetic variation combine. Borumand's reprise
at the end of the refrain completes the piece (refrain:

aaab + 91 /reprise/) as opposed to the Qamar and Golchin
refrain reprises which are basically a repeat of the last
line (refrain: aabb!| + gl /reprise/) (see Ex. 21, pp.
289 for cxample coumparison). Borumand substitutes jinam
for the repeat of ggggg. Qamar has added ev to khatd.

Some variance from the printed text is tound in C9.

In my, 2ll three examples differ from the text:

Text: deli cho kase-ye Khuni (heart like a sauce of
blood)
Exx.: deli neshaste be khuni (heart sits in blood).

283

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



!

289

WA —tu-vg W NP D4 = vYD) =
B SN A e N S o
{ v 1 71 A -N * “ “ =
SEEEEE: 3
Ty A —ty 9 e [Ty
s B ) AP~ M‘u ‘IH L4 -
T 1 11 o
= = -
IRV QU VES £ SREEAVEE . Fod b
./
= 7 7
= < 4
f ot
. 4 Ve
—_ \ny - -y ’ -y ) - =W A - -
Al/x - g —vp -iw B | sq..f B Wy -0y ‘.m/ﬂ ..*u »3 —+9)-% | .Ws
e 27 ¢ R o — o o ||-Il ’“ —— d AL
L vre | S - Ly J L L 2 o Py ry n
: Y r row ] | iy 1—1 »
EESSESEN RS e O
. 1
.«xd\A —-id =9q —iw I ...qul ‘g =9y lave -9 - \1-ﬂ,
sl}p o - Pk P 4 ‘.”/ v~ p
3 [ 4 M § | & LI | I ¢ o Y
L ] i 1 1 1 ] 1 11 L i L 4
—d Y u— | ¢ =" I ] S— -4
v (o /7 d@.
AR 7 SRR T BT L D WXL 1o RERW EIVIET > B 1Y B
\/\ =~ L — A A 1.’0 S—2 Tt — "
T .1 .. .! “1 “ s “le.llﬂﬂ“ — L.- 1  S— & 1 —5 Tu -
e, e | =1 E— . = “m ——1 3 ﬂ~

AQ\U.U m:_ig&.uw %.o ruw,...qmesoﬁ Y odil 5=

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



VARIATION OF THE TIME STRUCTURE

Time=Measure

However notated, all nine examples are considered to be
in what Persians call 6/8, which, as mentionod in chapter 6,
allows for division either into three or into two, or into
a combination of both. As stated before, what is notated
as 6/4 is considered by Borumand to be in "slow" 6/8.

C8 is divided into three and notated in 3/4 time.
C9, a slower tasnif, is notated in 6/4 time. Banan's
version is notated in 3/4 as this arrangement includes an
odd measure in the interlude section after megri‘ three.
It is actually counted in six (two x 3/4) as in the other
versions. The Borumand and Qamar versions of CIO are
notated and stressed in 3/4 time. The Golchin version is

much slower in tempo and is thus notated in 6/4 time.

Phrasing

Phrasing in the different performances tends to coin-
cide. The variations that do occur are due to differences
in pausing for breath, to omitting a pause or adding a
pause within the phrase, and to interpretation.

In C8 Shajarian has fewer pauses than do the other
examples, When he does make a pause, he does it in a
place corresponding to that of a pause in the other ver-
sions, Borumand tends to pause more for breath than the

other singers.

290

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



In C9 Eqbal pauses more than do Bandn and Borumand.
For example, in mesrd‘s 1 and 2 Eqbal pauses between shah
and naz/baz, which may be a difference in interpretation
from the other two examples. The repetitions of the second
half of mesra‘s (bg) differ in phrasing. It, however, may
be more a matter of breath control than interpretative
differenco, Me§rﬁ‘ 6 also shows some variance in pausing,
though the pauses are associated with different groupings

of poetic feet:

Banan: Ve U m Ve ViV e vu— v — (v __)l
- H . ! ]
Eqbal: ViV VetV v iv v-—i(u..)l
' .
Borumand: v— Vi U —lve Ve U e (e ..-..)I

C10 shows a variation in poetic phrasing based on a melodic

variation: Borumand pauses between s@man and zade!l!i (mu),

and Qamar (mz) and Golchin (mk) pause between za and del'i:

A "

2 n e — 3 I—
ik 1 P Y 1 -

LAY ) 1 74 = Ll s B ) L 1
Y) | | re V- I
& F + == L

8 mén 2o0.-de -1 Q) den  2a - de -i

Rhythmic Variztion (see Appendix F, Comparative Transcriptions)

Purely rhythmic variation includes most commonly:
(1) variation within a common time~frame; and (2) rhythmic
displacement, Under these headings are variations (see

Ex. 22, p, 292):
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(1) within the time-frame:
(a) due to ornaments;
(b) within a patterm;

(c) through use of rests to replace length;

(2) displaccment:
(a) extension of time;
(b) condensation of time;
(c) displacement of note/beat.
C9 makes more use of displacement, extension, and combi-
nations thereof than do the other examples, which employ

more simple rhythmic variation.
TONAL VARIATION

Melodic

Tonal variation is both melodic and ornamental.
Melodic variation occurs within the main melody line rather
than as an ornamentation of that line., It is found in all
three tagnifs, but to a much grsater extent in C9 (CS8:
2 exx., C10: 2 exx., C9: 12 exx.). Borumand's perfor-
mance shows instances of melodic variation differeng from
that of the other versions in all thrce tasnifs and is the
sole example of melodic variance in C8, Eqbal's version
in C9 differs melodically from the other versions to a
greater extent than they do from each other. Melodic

variance due to rhythmic displacement is treated as
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(3

rhythmic variation (see above).
Melodic variation is found in the following forms,

here presented in order of frequency (see Ex. 23, p. 295):

l==difference in direction;
R2==difference in pitch;
J=-=variation in pattern of descent;
Je—note repetition;

5==addition of notes to a pattern;
6-=extension;

T==omission;

8-=-~displacement;

9~-~thematic extension.

Ornamental

In cach tasnif, the slow, orchestrated versions have
the greatest number and variety of ornaments (Banan, Alahe,
Golchin). Borumand has the least in C8 and C10 and Eqbal
the ieast in C9, although Eqbal has the greatest number of
melodic variations. Qamar has as many ornaments as Golchin
but with less variety. Borumand uses only four types of
ornaments in each piece; eshare cdescending, eshare ascen-—
ding, passing tone, and appoggiatura descending. In all
examples eshare descending is the most common ornament.
Alahe, Shajarian, Golchin, and Banan use the greatest

variety of ornaments.
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£x. 23. Melodic Variation
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Aside from eshare descending, the different versions
emphasize different crnaments, In C38 Aldhe uses a wide
variety of ornaments (nine types), emphasizing trill and
mordent. Shajarian uses appoggiatura descending, eshare
ascending, and tekiye. Borumand also emphasizes eshare
ascending, which Alahe seldom uses., In C9 Banan emphasizes
ascending mordent and tahrir and uses trills and turns,
unknown in the other versions. Egtal uses the descending
mordent as a distinguishing feature, Borumand and Eqbal
use more passing tones than do the others. In C10
Borumand emphasizes eshare ascending; Qamar, tahrir; and
Golchin, tahrir and ascending mordent. Thus while all
examples emphasize eshk3re descending, the concentration,
variety, and types of ormnament otherwise varies
considerably,.

On pages 297-298 are examples of some of the variety
of ornaments found cn a particular melody note or passage
(Ex. 24). In C8, measure 3, a trill or ascending eshare
is performed; in measure 5, a trill, mordenc, and passing
tone are found; and in measure 21, a tahrir, tekiva, and
ascending eshiare are found. €9 (ms. 21, 28) and C10 (ms, 4)
demonstrate a variety of ways of performing a tahrir on
a descending passage. Melodic and ornamental variation
combine in €9 (ms. 3, 33) and rhythmic and ornamental

variation combine in C10 (ms. 2).
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Ex.

24,

Ornamental Variation
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The form of C8 is that of twe dobeyts, in verse and
in refrain, with a thematic frame of V: 22:32722722 and
R: E?E?Q?El: The variations occur almost exclusively in
the b theme. In this b theme the greatest variety is on
the penultimate syllable. Not only is the beginning part
of each wverse me§r5‘ free of variation, but so also is
the third line of each dobeyt; this adds to the distinc;
tiveness of the third line of a dobeyt (see chapter 5,
pp. 181-33). The melodic variations occur in
the b theme as well, in the refrain lines one, two, and
four.

C10 is different thematically from C8, although it
does have a verse-refrain form having either one or two
beyts in the verse, The song is built on one basic motif:
Verse (1+1V) + Refrain (x or y+1+1'). There is more
variacion on the last syllable of the motivic phrase and
none or little on the first foot of the verse half-mesra‘
(~v—-).

€9, like C8, also tends to show more variaticn on the
penultimate syllable of a me§r§‘, particularly on the
cadential theme introduced in mesrd® 5. This is used as
the cadence for the rest of the piece with the exception
of me§r5L 6, which is elided into me§r5‘ T« Again, there
are no variations on the first syllable (as in C8, C10 with
no variations on the first syllables) of a me§r5‘, although

there are a few instances of a descending eshare and
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and appoggiatura on the second syllable of megrﬁ‘s 5, 6,
7, and 8. There are areas of greater and lesser variation
in C9. The end of the tasnif, the last repetitions of the

e
¢ 5 (b5) and mesrd‘s 7 and 8 are

second half of mesra
particularly more varied than the first part of the piece.
The pitch arca below g (ep to g) (measures 6, 11) has no

variation.

SUMMARY

Three examples each of Aref's tasnifs were compared
for variations in performance in timbre, dynamics, tempo,
form, and of time and tonal structure. They show a variety
of performance options in tempo; vocal and instrumental
texture; accompaniment; dynamics and phrasing; selection
of poetic verses, repetition, and words; and rhythmic,
melodic, and ornamental variation.

Both context and date of recording varied. Timbzre,
arrangement, and instrumentation varied according to
stylistic trends and recording techniques of different time
periods, Instrumentation varies from accompaniment by one
instrument, the setar, to accompaniment by a large orches-
tra consisting of both Western and Persian instruments.

All but Borumand's versions contain orchestral introductions
and/or interludes. Interludes tend to repeat their pre-
ceding vocal phrase but vary as to how much of that phrase
they repeat. Individual dynamic expression varies accore-

ding to melodic-ornamental variation as well as
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interpretation and preference. Phrasing tends to concur,
but variations that do occur are due to differences in
pausing for breath, omitting or adding a pause within the
phrase, and to interpretation. The concentration, variety,
and type of ornament varies, although all the examples
emphasize the descending eshare, Greater variation in
ornamentation tends to occur at or near the end of a phrase
or me$r5¢ than at the beginaing,.

C9 is an example which demonstrates the greatest
variety in rhythm and melody. C8 is more limited in
variety and also faster in tempo than the other two ex-
amples. The Borumand examples are more rudimentary or
plain in all respects, as they were intended for teaching
the essential melody.

Of the earlier versions, Qamar is well ornamented,
while Egbal presents a version melodically more varied
than the othexr C9 examples. Both have simple instrumental
textures of one cr two melody instruments and both have a
more concentrated vocal quality, with a less sustained and
more rhythmically punctuated voczl line.

Overzll the versions of the tasnifs of the middle
pericd (1950-70) are slower in tempo, use a larger or-
chestra of Western and Iranian instruments, are more sus-
tained in quality and phrasing and are more highly orna-

mented.
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Shajarian uses an ensemble of traditional instruments
and has a concentrated vocal quality reminiscent of Qamar
and Egbal, but with more sustained phrasing than is found
in those two performances., His version also has a wide
variety of ornmaments, though not as many as the Alahe
cxample, In attempting to return to the spirit of the
older tradition, Shajarian's example represents a middle
ground betweer the sustained, highly orchestrated style
of the Golha tradition and the concentrated, rhythmically
punctuated but simpler instrumental style of the earlier

performers.
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CHAPTER NINE

SUMMARY

The Turluence of Context

Before the development of the modern concert, the
classical tasnif was sung within the environment of the
court and aristocratic circles. Performers were hired or
were part of the retinue of princes and played and sang
at private parties and celebrations, picnics, and within
the anderun or private quarters of the family, rom
travelsrs! narratives and other reports the musicians
appeared as part of the ambience of the occasion and con-
tributed one part of an entertainment which might also
include acting, Jjuggling, acrobatics, poetry reading, and
refreshment. The classical musicians, the f‘amale-ye tarab
khyas, were one type of musical grour cmployred at the
court. They performed music of the radif, which is what
is known now as the dastgadh tradition, or traditional
classical Persian music, This radif included both un-
metered and metered song. The metered song, avaz-e zarbi,
resembled certain composed songs, or tasnifs, which were
also performed in that environment but were not considered
to be part of the radif., It was possible that cortain of

these composed songs could eventually become part of the
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radif and could be referred to as zarbi., Zarbi can be

a more highly ornamented and rhythmically elastic form
than the tasnif., ¥HMehrebani," a zarbi from Bayat-e Tork,
is considared by Borumand as a tasnif., Whether these
tasnifs were performed by other musical groups of the
court or by the radif singers themselves is still
unanswered, although Persian musicians tend to distinguish
between a singer of avaz and a singer of tasnif. To be
good at both styles was considered difficult, Often the
tasnif singer was also the drummer of the ensemble, perhaps
due to the relation between the musical stress patterns of
the drum and the metrical regularity of the song.

The particular type of song chosen for this study could
have been associated with the classical musicians due to
their subject matter and form, which tended to be amorous
and mystical and to be drawn from and composed in classical
poetic forms and meters. What often distinguishes the
tasnif is the presence of a refrain, a musical meter, and
the composition of the poetry and music together to create
a piece whose form can only be analyzed as a unit and not
separately as poetry and as music.

Certainly the presehce of an existing tradition of
radif songs influenced the composition of these songs,
some of which are based on the radif tradition. The radif
songs (zarbi) are learned and placed at the end of each

dastgah and the tasnif itself is also associated with
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following the gushes of the radif., The performance of the
dastgah evolved into its present format of pishdaramad,
avaz, tasnif, and reng in the early twentieth century,

It is also possible that these songs were sung separately
from the radif, and that at partiec and on other occasions
it was the mood of the moment that determined the type of
music to be performed. ‘Aref's revolutionary tasnifs were
performed at meetings and gatherings for the purpose of
inspiring a particular sentiment and action, but were still
part of the context and among the forms of traditional
music. The meaning of the poetry and the level of sophis-
tication is related both to audience and to occasion. The
more serious or mystical the tasnif, the more likely it
would be performed in a context with the radif and at
quieter gatherings for those more acquainted with the radif
tradition. Tasnif themes tend to draw on the same meta-
phors as classical poetry, but may not have so many levels
of meaning and hence may be intended and heard simply as

love songse.

Poetry and Music: Form and Function

The poetry is a unifying factor in both the Avaz and
the tasnif. It provides a setting for the relationship and
arrangement of themes, particularly that of the cadence,
which recurs on the rhymed portions of the poetry. The
poetry used in the tasnif is based on classical poetic

form, It is most often of the monorhyme variety where a
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pair of me§r5‘s form a line or beyt(s) with a single rhyme
scheme common te both of the first pair of me§r5‘s and to
subsequent second mesra‘s (aa/ba/ca). It could be a rhymed
couplet: aa/bb/cc, also in mesra‘ pairs, or a stanzaic
form which may not have paired me§r5‘s but which follows
an asymmctrical rhyme and mesra‘ pattern: aaabbedd (C9).
In additibn, the tasnif often has a refrain after each one
or two beyts of verse which may not be in the original
text (C10) and is shorter and uses different schemes of
rhyme and rhythm. Tasnif poetry cemploys meters used in
classical poetry but tends to change meters within a com-
position according to section, in coordination with rhyme
scheme, musical theme, and line length., For example, a
refrain meter would be different from a verse meter. This
poetic meter influences or coincides with the rhythmic
musical pattern to a varying extent. Overall musical con-
siderations tend to dominate at the beginning of a me§r5‘
and the poetic meter at the end of a mesra‘. Regularity
of line-length, which in classical gushes and garbi is
determined by regularity of poetic form, is in tasnif a
combination of poetic and musical length.‘ WWere one to
examine the poetic text alone this would be insufficient
in determining regularity, that is, ccnsistency of line-
length. PMusical phrasing coincides with important formal
and rhythmical divisions within the poetry, Musical theme

and ornamentation patterns tend to coincide with schemes
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of rhyme and poetic meter. Particularly intecresting is a

tendency in a four-me§rhc

form for the third me§fa¢ to be
contrasting in rhyme, theme, and pitch level, and in its
lack of ornamentation: aaba. In sum, tasnif is a form
which is based on an amalgamation of poetic and musical

elements which can only be understood fully by examining

how these two elements interrclate and combine to form a

wvhole,

Definition of the Late Qajar Ta§nif as a Distinct Form

The tasnif has been defined by various authors as a
vocal compositions. As a composed song it can have a
variety of forms, which were defined by the fifteenth
century scholar Maraghi in his treatise. These included,
among others, the suite, nowbat-—e moratab, which consisted
of qol, ghazal, tarane, and forudasht. The tarane or
robi‘i form and the ghazal are indeed two forms that up
to the present time may still be used for tasnif composi-
tion., Composed song in the late Qajar period was found
in several categories: religious, foik, and urban popular,
aristocratic, and political., Many of the songs wéuld be
known by other names: sorud {anthem), nowhe (religious
song), and tarane (folk and popular song). The designation
tasnif has come to be connected with a distinct genre of
composed song associated with classical music, as found in
aristocratic and in certain political and mystical circles.

The late Qajar tasnifs may continue to be thought of
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as a form=type today, even though later composers such as
Ney Davud, Amir Jahed, and others have expanded the range
and scope of this classical tasnif to the dastgahi type,
for example. The tasnif as represented by ‘Aref and Sheyda
and by others of their time is a classical song

composed usually in one gushe from a dastgah on traditional
amorous themes and metaphors, using classical poetic meters
and form~types. A variety of specific forms is available,
including roba‘i, ghazal, and mosammat. These tasnifs are
often stanzaic and include a recurrent refrain thematically
and rhythmically distinct from the verse. Their form may
be distinguished from that of zarbi and classical poetry

in general in that the poetic text may have, in coordina-
tion with the musical theme, sectional divisions determined

by line length, rhyme, and metric scheme.

Comparison of Tasnif with Avaz

Individual traditional tasnifs are composed based on
the modal elements available in a particular gushe of a
dastgzah, usually the first (darimad). There may be ro-
ference to a high pitch area (owj) of the mode but usually
the piece stays in the range of one gushe. They generally
follow the arch contourifound in the classical system
(ascent-descent) and also use the concept of the prominent
note (shﬁhed) and a recurring cadeiice thial coincides with
the rhyme scheme of the poetry; the last is also found in

avaz as a structurally unifying device. The monorhymed
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hemistich type of poetry is commonly used in various forms
as it is used in avaz. In the structure of a gushe one or
two lines of poetry are sung, with the melismatic tahrir
following each line. In tasnif thkis melismatic passage,
which is almost non-existent (exc. B7II, C9: Eqbal), may
be replaced by a refrain. The zarbi, which may be dis-
tinguished from the gushe in having a musical meter and an
absenco of melismatic tahrir passages (there are also
pieces such as masnavi without such passages), are also
distinct from the tasnif in having a uniform peoetic meter
and line-~length as well as a consistent rhyme pattern and
unifying musical cadence, although tasnif may employ this
as well,

Rhythmically there are certain similarities in that
both dviaz and tasnif tend to begin a mesra‘ on a short
count, The avaz exaggerates the shortness of the shorts
and elongates the longs, while in tasnif, where there is
a correlation of poetic and music syllable length, the
relationship is more exactly proportional, Both make use
of classical meter as a rhythmic device, tagnif less so
than avaz. The real distinction, which has been mentioned
before, is that tasnif is an integrated form, where the
poetry and music form a single unit. In avaz, however, the
modal and melodic tendencies of a particular gushe may be
fitted to a number of different poems, although traditionale

ly there were associations of some meters with certain
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gushes, Tasnif improvisation is relatively confined to
repetitions of lines and some choice of line and to orna-
mentation, while major gushes are also melodically
improvised.

The dastgdhi tasnifs, which depart from tradition, are
also based on the dastgah form as a whole, covering the
important gushes, They further employ an arch corntour
and a unifying cadencee.

Avaz and tasnif may be performed in the same context
and on the same occasion, and tasnif may have the same
function as the zarbi, which usually comes at the end of
the vocal performance. The avaz and zarbi serve a con-
templative function, as does some tasnif (C9). The tasnif
also evokes a lighter mood (C10, B7). At the present time
both avaz and ta§nif would be included as different forms
within the same suite of music, which may have instrumental

and vocal, metric and non-~metric movements,

Stviistic Variation Versus Formal Structure

Stylistic variation may include manipulation of the
formal structure as the performer has options to choose
appropriate stanzas and to repeat certain sections., The
accompaniment may vary from a single melody instrument with
drum to a full Westernized orchestra. It may employ the
traditional accompaniment pattern, as used in Evéz, of
question~answer, with the instrumentalist repeating the

last phrase or mesra‘ of the singer. This interlude may
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be repeaied fairly cexactly, be modified, or be replaced by
a non-related interlude. The introduction, traditionally
designed to establish the mode, may be simple or extensive,
again differing in the exactness of thematic repetition

and motivic development and variation, Veice quality varies
from sustained and rounded to a more concentrated and ar-
ticulating timbre. Therxre are some melodic and rhythmic
variations and extensive ormamental variations., The basic
form of the melody is set and the variations fall within
certain parameters of timbre, orchestral texture, accom-

paniment, phrasing, repetitions, and ornamentation,

The Late Qajar Tasnif in the Continuing Tradition of

Persian Music

Some of the late Qajar tasnifs form a part of the
contemporary classical repertoire. These include some of
the representatives of the categories discussed in this
work: Sheydd, CAref, and others. These tasnifs have been
set as a part of the dastgah performance. Others are
performed in a context of similar types of tasnifs (B7).
Although the classical tradition is continuous, there are
periods when it has been more or less fashionable., As
classical music experiences a revival these ta§nifs are
also being revitalized and rearranged according to tine
stylistic needs of the time. The tasnif has become an
enduring part of the classical tradition and has found its

place with the other composed forms that are now part of
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a dastgah performance.

The Tasnif as an Expression of Persian Philosophy and

Spirit

Music has been considered in Persian mystical philo-
sophy to be a reflection of the spiritual world and a means
of attaining reunion with God. Words and music together
are seen as more powerful than either used alone, and thus
vocal music and instrumental music kept close to vocal
style has been emphasized. Particularly important is the
avaz, the non-measured classical vocal style which in its
utilization of classical Persian poetry, particularly the
ghazal, expresses the themes of intoxication, yearning for,
and praise of the beloved. The predominant mood in the
poetry and associated with the musical modes chosen to
express this poetry is one of sadness, suffering, and pain,
which is seen as the condition of man in his separation
from his true home, the realm of the spirit. It is through
suffering, also, caused by love, that man is motivated to
mature, to cleanse himself of his earthly desires and to be
led to the state of annihilation of the ego and to reunion
with the beloved.

These traditional themes, intoxication, reunion,
separation, love, and yearning are part of the classical
tasnif tradition, as are the musical modes associated with
the moods, or pals, that support the meaning of the poetry.

The elusive and mysterious nature of the music is seen in
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its highly varied ornamental style.

In addition to these lyric and mystical themes, the
tasnif has oftenvbeen an expression cf the more earthly
nature of Persian character, its changing society, its
suffering from political and social oppression,and its
deéire for self-expression., Although social expression
too has been a part of the classical tradition, in the
tasnifs, particularly in those of ciref, this expression is
seen in a more open manner, that of a people confused and
torn in the changing world at the beginning of the twen-~
tieth century, expressing their suffering and protest

through traditional themes and forms,

Contributions of this Study and Directions for Future

Research

This work has intended to approach the subject of
tasnif from a number of different perspectives in order
to gain a better understanding of a musical form that is
influenced by and reflective of beoth its social contex
and the poetry that forms an integral part of its com-
position. In the tasnif, music and poetry are interwoven
and supportive of one another and are understandable as a
nmusico=poetic unit in terms of form, rhythm, and tonal
structurec.

Tagnif poetry, thought by some to be "syllabic," is
primarily based on or conforms to the meters of the classi-

cal system of versification, the ‘arug, and it is in the
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interaction with the musical rhythm, particularly the time-
measure, that the rhythmic characteristics of the tasnif

as a whole emerge. The tagnif is based on the classical
formal and tonal systems, but has distinct sections each
with its own rhyme scheme, poetic meter, line~length, and
musical theme. The overall ascending-descending contour

of the musical line with its periodic descending cadences
is coordinated with poetic units. These cadences unify the
tasnif musically and tend to support the socond mesra‘ of

a two-megrﬁ‘ beyt or come at the end of a section, In the
monerhymo form aaba the distinctiveness of the third mesra‘,
b, which often carries the emotional expression, is further
supported by the music which tends to place the high pitch
on the b line. Further, musical phrases coincide with
poetic phrases of beyt, mesra‘, and foot.

As a form of social expression, tasnif composition is
subject to changes within the society as reflected in its
composers, performers, and arrangers. rixing of folk and
classical forms at the end of the nineteenth century,
emergence of political protest as a social movement, and
the widening of the audience beyond that of the court and
closed circles, influenced the tasnitf in its use of tra-
ditional poetic themes and in its formal structure. Even
the performance of these traditional ta§nifs is influenced
by changes in society--the development of mass media,

Westernization, and the attempt to revitalize traditional
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forms. Illow far the late Qajar tasnif reflects these
social changes in its forms is a subject for further
researche.

Tasnif omerges as a form distinct from those of zarbi
and avaz. While all three are used in performance of the
dastgah and use traditional themes and classical poetic
meters and rhyme schemes, the dvaz and zarbi use uniform
poetic rhyme schemes, meters, and line-lengths while the
tasnif is based on sectional divisions of poetry and music.
The zarbi shares the use of time-measure with the tasnif,
which lends it characteristics in common with both avaz
and tasnir.

Discussion of the history and context of the tasnif
has been based on collation of many sources, some of which
have not been presented by earlier scholars, such as the
texts of ta§nifs in manuscripts and the narratives and
photographs of musicians and musical life from the Timurid
through Qajar periods. This material can form the basis
for further research on the nature of tasnif historically,
particularly its use of iga, or musical meter. Aspects of
tonal and dymamic stress and their role in the rhythm of
the poetry and the music have only been briefly discussed
here and could well form the basis of an interesting fur-
ther study on rhythm, The song in Parsian culture has many
forms and is reflective of many aspects of society. Studies

of the folk song and urban ballad, in addition to a further
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study of tasnifs before, during, and after the Qajar
period, could further elucidate the nature of tasnif and

help to place it within the tradition of other song forms

and genrese.
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APPENDIX A

DEFINITIONS OF SONG FORMS

l. Tasnif
2. Tarane

3. Ghazal and Zarbi
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1. TASNIF

Arianpur (1971, 2:151~52): Originally a type of poetry with
melody that had both ‘aruz and iqda rhythms. After the
Safavid period, the foundation of rhythm became poetic
syllables.

Bahar (Mallah 1961, 39: 22): A type of syllabic poetry that
was common in Iran before Islam was of the same poetic
type as that which we today call ta§nif e o o ¢ sorud
or chokame was similar to qaside, and chime was
similar to ghazal and tarane (tarang or tarang or
reng).

Borumand (interviews, 1974~75): Verse and refrain. In old
tasnifs they tried to include the modes of important
gushes. Tasnifs are mostly on the theme of love.

They may use lines quoted from a ghazal. A ghazal may
be a tasnif if it has music composed to it. A tagnif
without a refrain is possible but is considered
incomplete.

Browne (1928, 4:221-23): Popular topical ballad.

Caron and Safvate (1966:143): The tasnif is essentially a
poem--in general the work of a known poet—-=put in music
under a fixed form. It is always rhythmic.

Dehkhoda (1959, 7:722): To compile and organize, creative
writing (on a theoretical subject); musical

compositione.
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Farhat (1965:34): Ballad, vocal piece. A composed song in
a slow and regular meter., (p. 264): Loosely applied
to any kind of vocal ballad, In the classical tradi-
tion, these songs are based on the poetry of the old
masters, and on those of the more distinguished of the
contcmporary poets. Another genre of tasnif . . o
corresponds to the popular ballad in the Westerm
countries.

Haim (1962, 1:444): A musical composition; a ditty, a
song; a literary work of compesition; classificationg
composing, inventing.

Karimi (interview, 31 May 1975): A type of poem whose
original purpose is to be with music and that is
composed differently from the ghazal, qasida, etc.

The tasnif can have several forms,

Khaleqi (1974, 1:345): The words ta’lif and tasnif, aside
from the particular meaning they had in the collecting
of material and in writing a book, were also used for
putting together and composing meiodies. In music,
tasnif consisted of short melodies that went with
poetry; and its words were composed on particular sub-
jects and sometimes even spoke briefly of events of the
time and had a cultural aspect,

Khatschi (1962:124): Contemporary tasnif can be classified
roﬁghly into three categories: (1) The tasnif as one
of the important forms of follk art, is generally used

as a means of expression for cultural and political
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events; (2) the tasnif as popular song; and (3) the
tasnif as the next to last piece of the dastgah.

Khoshzamir (1972:14): Formerly, the word ta’ 1if was usual
for music composition and the word tasnif was used
synonymously with it., Gradually the former word was
dropped and in the Safavid period tasnif was common,
In the Safavid period poems called tasnif were no

different from ¢

aruzi poetry wuxcept they had meter
(vazn) and melody (a2hang).

Khoshzamir (1975:iii): Belongs to the urban variety of
measured vocal music. (Pe. 1): A kind of music compo-
sition within the framework of a text, Pre-composed
metric music mostly based on syllabic poetry.

Lotfi (interview, 1975): Verse ghazal, refrain composed.

MalIE@ (1961, 39:22): 1In general, tasnif is applied to
words that in one form or another are together with
musice o« o« « Rhythmic bases have been syllabic,
accentual, and metric. (40:23): Ve divide tasnif into
three typves: sorud, chame, and tarane. (41:19):
Sorud is a type of taspif that jis in one form or
another sung as a group. Arabs call it aghéni.
(42:23): Chame is a lyric tasnif, Its poetry is
usually of 12-syllable length and its melody has a
relatively light rhythm. The Arabs call it ghazal or
(qol-o ghazal). (For Mallah's tarane definition, see

the following section,)
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Mallalh (interview, 1975): Tagnif is composed for various
purposes. The music may be built on the poetry or the
poetry on the music. Tagnif uses the traditional
Persian repertoire (radif) as a foundation for melodic
composition, With the tasnif you can change the rhythm
as you like and although it uses the scale of the
maqam it can go outside the confines of the gushe,

Maraghi (Xhoshzamir 1975:9): A set of compositions based on
Arabic and Persian poetry and Arabic iqa'at (metric
modes ).

Mashhun (Khoshzamir 1975:5): During the beginning of tho
Islamic period there existed two kinds of vocal music.
In regard to the poetry of the first type, there
existed no difference between the Arabic and what we
today refer to as ézﬁg. The second type was music
based on a kind of poetry mostly syllabic and popular,
ordinarily called "tasnif." The purpose of the compo-
sition of this latter type was to marlk historical or
social incidents. (ppe 9, 11): During this /the
Safavig7 period and afterward the word "tasnif" is
often used by musicians as a kind of music form based
on poetry. « « « After the Safavid dynasty the word
“"tasnif" refers to either the poetic or the musical
composition of tasnif-ha or both. « « . Most ta§nif-h5
were based on the ‘aruz system either composed by the

musicians themselves or taken from great poets such as
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Sa'di or Hafez. « « « At the same time, there were
poems specifically composed to be sung in the tasnif
style at the "parties" and whose composers are unknown,
These poems were either syllabic or ‘aruz, in which the
introduction was mostly borrowed from the famous poets
with two or throe words added to them as a refrain.,

Sadeghi (class notes, 1969): The term applies to vocal
ballad, Classical songs were based on the poetry of
the old masters and the more distinguished of the
couft. There is also separate tasnif (from dastgah)
more like the popular ballad, Vocal zarbi improvi-
sation was one of the ways of tasnif development.
Tasnif is a composed song, slow to moderate, and with
regular metér. Vocal rendition of a dastgah may con-
clude with a ta§nif. Rhythm is flexible; it may be in
duple, triple, or quadruple meter, Poetry is
syllabice.

Soroudi (1972:62): Much of Persian folk poetry per se is in
the genre of tasnif or ballad,

Steingass (1963:305): Sorting, ranging, distributing (in
classes); compiling, composing (a book); invention,
literary or musical composition.

Tsuge (1974:182): Tasnif is originally an Arabic word
meaning compilation, composition and writing. The
definition of Ycomposed, vocal ballad" implicitly means

a "song in fixed meter."
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Zonis (1973:10): The major form of Iranian popular music
is the ballad, or tasnif, whose source dates back to
pre-Islamic times. (p. 139): This is a broad form
ranging from a Western art song, or lied, to a popular
commercial song. It is composed and has a definite

metor. The poetry used for each type is different.
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2. TARANE

Bahar (1954:76): Tarane in Islamic literature was the name
given to lyric dobeyti or roba‘i, (Malldh 1961,
39:22): Form of syllabic music similar to tasnif.
Composed and performed by the common people,

Dehklivaa (41959, 7:539): vobeyti, roba‘i; image, tone, a
type of tasnif that has three aspccts: beyt (verse),
praise, tala and taldld /sound of singing or reading,
basis of division of old musig7; tune, sorud, singing,
a type of sorud.

Dehlavi (interview, 13 February 1975): Tasnif follows and
is closely related to the gushes of the dastgah and
tarane is not.

Haim (1962, 1:423): A song, a melody, a symphony; a trill
or shake.

Mallah (1961, 39:22): Some use tasnif as equivalent to
tarane, whereas actually tarine is one of the deriva-
tives or kinds of tasnif that is more prevalent than
other kinds in Iran. (42:23): A type of tasnif that
before Islam was sung with beyts known as fahlaviyyat
and after Islam was sung with roba‘i (or dobeyti).
(h6:23): In general it is particularly performed at
sccial gatherings. (interview, 1975): It is one of
the aspects of tasnif specifically for dance and

entertainment (motrebi).
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Maraghi (1965:103): Tarane (with roba‘i meter) was the
third piece in a type of four- or five-part tasnif

called nowbat—e moratab which consisted of qol (Arabic

poetry), ghazal (Persian poetry), tarane (roba‘i
meter), foruddasht (similar to qol), and mostazad.
Used ‘aruz and iqa.

Neyyer Sina (1964, 2, 3:35): Tune, singing, satire, good
nature; dobeyti. (2(7):19): In the Safavid period
there were many taranes under the term tasnif whether
as a folk type or whether as types of poetry on com-
posed melodies from gifted poets and performers.

Steingass (1963:292): A handsome youth; modulation, voice,
song, melody, symphony, harmony; a trill, quaver,

shoke; a tetrastich; jest, sarcasm, bad temper; sly-

ness, subtlety.
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3. GHAZAL AND ZARBI

Borumand (interviews, 1975): The old radif had no metric
pieces. A ghazal may be a ta§nif if it has music com=-
posed to it., Borumand introduced a tasnif to me with
a melody that was the zarbi "Mehrebani" from the
dastgah radif (in Bayat-e Tork).

Farhat (1965:34): Zarbi (rhythmic). An improvisatory
passage or piece, instrumental or wvocal, which is not
in the usual free meter but rather embodies a fixed
rhythmic pattern regulated by a metric structure,
duple, triple and less commonly quadruple, is ecalled
zarbi,.

Haim (1962, 2:421): Ghazal: a lyric poem, an erotic poem,
an (amatory) ode; lyric poetry; also, a drinking-song,

Karimi (interview, 31 May 1975): The difference between the
gushe zarbi and the tasnif is that the tagnif has
several forms but the gushe zarbi has a regular form,
for example, the ghazal, Tagnif is a type of poem
whose original purpose is to be with music and this is
composed differently than a ghazal, qa§ida, ete,
L;hich are originally composed to be poems regardless
of music/.

Lo?fi (interview, 1975): Both zarbi and tasnif were played
for the aristocracy. %arbi is a ghazal, etc., set

to garbi.
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Malldh (interview, 30 December 1975):

Avaz: The melody is built for the poetry., The poetry
is important, The avaz is for putting forth a
specilic philosophy,.

Aviz-~e garbi: If we give avaz a recurring rhythm it
becomes avaz-e zarbi. In avaz-e zarbi the
rhythm is regular, ordered (monazzam) and the
same throughout. The mslcocdy is part of the
daramad and other aspects of the Avaz. With
tasnif you can change the rhythm as you like
and although it uses the scale of the maqams it
can go outside the confines of the gushe.

Sadeghi (class notes, 1969): Zarbi (rhythmic) is an impro-
visatory passage or piece, instrumental or vocal, with

a fixed rhythmic pattern: duple, triple, or less

common, quadruple. One of the ways tasnif developed is

through vocal zarbi improvisation.
Steingass (1963:887): Ghazal-~speaking in the language of

love or in verse; an ode, a short poem, a sonnet,
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APPENDIX B

TEXTS, TRANSLATIONS, AND THEMATIC INDEX
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EXPLANATION OF SYMBOLS

I A Roman numeral indicates that a tasnif is divided
into more than ono distinct piecce (see B7).

S A tasnif may be composed of several stanzas. These
stanzas contain the same internal form throughout
the piece.

If a ta§nif has a verse and refrain form within cach

Bhs

stanza, the verse line is usually distinguished from
the refrain line in line length, meter, and rhyme.

The smallest formal unit is the mesra’ or hemistich.

o=}

Though the megrﬁ‘

may operate independently, two may
form a pair, or beyt (distich), where the meter, rhyme
and length are the same. In Al, the verse megra‘s
operate together as a beyt.,

A In examples D11 and D12, the letters A, B, C, D, and E

indicate sectional division by mode,

329

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Al

A2

A3

1. THE TEXTS

L ‘MHG}SJ,_‘JLAJJ:.}‘&
L oferes Logsl Lotaae LooyS

A > . CY

e ...‘r—.»-t-—-.'u‘f—"l—'.',,,|

Lo osanas Lo ofeana Loreoll LSl
ettt bt ...“|A‘.‘5| f—'l-" 5‘

Gt 95 Lsu.?-.-‘-‘ b e Js
O I
Sam ats & e s 2las 08
e D s
A, aB ;1 oS U»‘L"":'T

| -l.\_.Tr.;l,,

N L TR

2 | ab,s T ol S

L R i a it I RN

d..a_(._.g.a)Lo wo.gl.i.») s o ASQ’Q

AL

Reproduced with permission of the copyright owner.

rﬁ&‘-&&.gdd) J—“

‘J&.‘ l)lS" lJ'L ‘Jls"‘

(B ] PEFS LY

330

Further reproduction prohibited without permission.



iy ey 0 sl S e b oS S
ot pa pe slaslas o le 55 e

A pera by e

J—ZQRQ'A‘ aan o7

omSie sy la b

s, Sl b

3, S LS oo

B5

asl r-"l-?u‘-"‘)-“;‘-'"))-’."“r-‘:' Ls

sl wslss el b s e 2S5

B6 oo Jime Lo 2,
R L R e

oS Ly Lo K

oS 1885~ 55 e

=l obess L

oS L Los S

331

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



B7

slast el [0 por adS pa, L 3 el o7 sow! gu o tal
sl e e Lozl S5 Gt e 2S5 !
plomes L b arlys ST s R e
plonme 1, bl ol ST (55 plomme 1, pmpr ety ST il
ol T b ,L o7 caa T =i o, eS

Sl sty S, b yo o

Sy s a5 g8 Sadw = db e sl s Jb ealTd

s 2bo s byl S b Sy b Sy b S
3 e 3 3355 (o0 e ) 3 S s e ] oS

ot s mss YL fetn jaS 5. e T LSS LR
o b s Vs o Lo n (L e

pimi g mss sl Gl e e
srSe 25 e s A dad 51 el e
Pt sl plasod % as

332

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



C8 (Qazvini 1968:359-60)
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Cc9 (Qazvini 1968?382-85)
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€10 (Qazvini 1968:390)
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D11 (J&hed 1970:122)

/ . s /‘ ¢
:I:JJ’g‘)"_;}L:’ ””U’C/,.’/‘CJ“

e 4L A ) e “ 9
Yol Vg

b_’;,’,“.'. L/ . /
Wy or Y E—r

N

UU/“’J;’:(_{’/UL:" ’ﬁ:/w:,::/'b',//;/:/
7
l( f}/l;’u’)/' J,er)UIL/U 7

G ,/
J r}/u’)/’,—/l J)‘(' .

s\‘

339

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



U;"j L/fﬂu /,J—//‘_/L Y
-J,U -/"’U/—// //u’/r /bd (-

Uyyﬁ;J/U’?fdw" ( //a UJ s b
S an
oS e PEs

N ,
lké}/yjfiﬂw{d dbgbsrinesil

340

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



D12 (Bah3ar 1957:524-25)
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E15 (Mo’men 1974:265-66)
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2, THE TRANSLATIONS

Bahr-c Yok (Al)%*

S1V1b1m1 Like Farhad our task must be mountain carving.

, The mountain, /is/ our breast; our nails, our
chisel, -

3 Oh my dear, oh my good one, bksloved, beloved,
my beloved.

sS,V,b.m We need not court the wine-~bearer for one
2272, .
draught of wine.

m5 Our tears, [are7 our winej; our ecyes, our bottles.

Bel Be Yar .. %)

b1m1 I gave my heart to an unfaithful friend,

m, And I saw my punishment.A

bzm3 Farhad's and my wound were from the same adze;
my, He hit his head, I my feet [;oot§7.

b3m5 I saw a nest that had come apart;

mg I remembered my home,

Chun Ast (A3)

b m, What is the state of the garden, oh spring clouds,

m, That from the nightingales comes an impatient crye.

*Based on Tsuge's translation, 1974, p. 279. Here the order
of verses is reversed from that of the actual performance
analyzed, due to the poetic format of the rhyme scheme

. anbae
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Cheshm=e Reza (Al)

Vb1m1

Mo

szm3

My

You turn an agreceable and favoring eyc upon allj
When you come to my fate you act indifferent.
Your eyebrow struck my swordj;

Love for you made me weak.,.

Oh idol, oh idol.

Oh, what was my offense

That you put me in chains.

Konam (B5)

Til when shall I cry for love of you day and night.

Separation from you melted my soul, oh sweet-~lipped
beloved.

Oh beloved, what happened to your loyalty,
What happened to all your coquetry.

She has curly black hair;

It destroyed my health,

It scorched my heart.
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TA Gham-e He jr (B6)

Vb1m1 So long as the grief of separation from your face
the companior of my soul,

m, I bear your oppression as long as I have life and
breath,

Rb,m One night come to my home,
my, Brighten my assemblage.

Solve my two hundred difficulties.

5
bhmG One night come and fulfill your promise,
m7 Show mercy to the beggar.

b5m8 With dear friends,

Enjoy one night,
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Emshab Shab-e Mahtab (B7)

IS1V1b1m1 Tonight let that sweet wine transport me;
m, Ohvfriend, throw the key of morning into the
well,
b2m3 Oh morning light, return to the cast;
my, Oh darkness of night, be agreeable with poor me,
R1b3m5 Tonight is a night of moonlight, I want my
beloved.
mg If my beloved is asleep, I want my physician.
by,m,, /If my physician is asleep, I want my dear.
mg If my dear is asleep, I want my mother:7
B1b5m9 You say someone has come,
Mo That friend of the soul has come.
b6m11 He is drunk, make him sober,

My, He is asleep, awaken him,

He has come to see your health, your condition,

your black mole, your white face,
When should it be,
Wine should it be.

She sometimes kisses wine's lip and I somctimes
kiss her lips;

She is drunk from wine and I drunk from her.
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ix b1m1 The moon is a slave to your beautiful facc.

m, The cypress is the servant of your stature,
ok my dear,

m, The hearts of the assemblage are distraught
over you,

my, It is the crook on the ringlet of your forehead.
b,m Oh radiant moon, from your lips sugar.
mg Even better, continuous sweetress.

v Continuous sweetness, your smiling lips.
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Hengam—-e Mev (C8)

S1V1b1m1 It is the time for wine and the season of flowers
and walking in the grase.

The court of spring is empty of ravens and kites,

b,m With its generous clouds,_ the land of Rey [Eéhrag7
is the envy of Khotan Zin Chin37.

my, Like me, the caged bird misses his native land.
R1b3m5 How crooked you are, oh universe;

me How wrong you are, oh universe.
You are bent on revenge;
mg You have neither religion nor rules, oh universe.

From the blood of the youth of the country,
tulips have grown.

From mourning their stature, the cypress is bLent
overe.

In the shadow of the flower the nightingale is
lying hidden.

The flower, also like me in sorrow, tore its
garment for them.

SBVB The representatives are asleep and the ministers
are corrupts;

They stole all the gold and silver of Iran.
They have left to us only a ruined house.

Oh friends, take tne rights of the poor from the
pPrinces,

shvh From tears, revolutionize everyone in the landj;

Even if a fistful of land is in your hand, pour
it on your hezad.

Show a sense of honor, think that what is coming
is worses

In front of the bullet of the enemy use your
breast as a shield,
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SSVS My complaint is from trouble at the hand of the
enemye.

Whoever thinks of death is not a man.

Lovers playing with life is not like a game of
backgammon.

If you are a man, now is the time cf battle.

‘Kref, from the very beginning, did not set stecck
in the material world;

Like Khayyam, except for the wine glass he did
not give a hand to anyone.

He did not give his heart but to the hair of the
beloved;

He did not give a 100 unworthy lives for his
good name.
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Che Shurhd (c9)

S1m1
Ma

fig

my,

)

What outcries I have wrung from Shahnaz,
I am complaining of the world to the king.

In the language of music I speak of a world full of
sadness.

Don't ask me, "How are you," my heart is like a
saucer of blood [or, sitting in blood/;

Ask the tear that reveals the heart's secret.
If I survive this jourmey,
If I return, I'1ll inform the king.

I'11 rip aside their deceitful veils at the court of
the king.

It is better that you not hear of the actions of the
temporary govermnment,

The door of the house of Jamshid was oponed to the
face of the stranger.

The land and palace and court of Khosrow has vanished.

Peace has left Bisotun; it has become like a ruined
palace.,

The sound of the lamentation of Shirin has changed to
the cry of the turkey.

The wives of the king are beating.their heads and
tearing their hair.

Weeping, they cry, "Where axre the leaders of Iran, the
.hexroes of Iran,

What has happened that not one man remains of the
champions of Iran.,"
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S Where is Keyqobad and Jamshid the blessed; where is
Ardeshirs;

Where are the worthy kings and revenue-=collecting
Khosrows;

Where is Giv the hero and Rostam the brave.

Coming from Turks this is not strange, they who have
neither name nor heritage.

They don't visit the house of Key Khosrow out of
politeness.,

If from shame and sighs you beat yourself like a drum,

Hit your head at what a game this is, it is the time
of the Turk's game.

What fertile ground it is for the activities of the
Turks.

Sh The tongue of the Turks is for pulling out.

It is well to cut the root of this tongue from the
countrvy,

A Persian-speaking messengexr has crossed the Aras
[Rivex/.

Morning breeze, tell the people of Tabriz

That the home of Zoroaster is not the place for the
language of Genghis.

Your language has gone from among you to a hidden
corner,

Quiet and wearing black, from mourning Siavush.

If you are of his race, this period must not be
forgotten.
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S Do not say, the leaders of the party, they are all a
crafty bunch of charlatansg

The representative, sheykh, and learned magistrate,
and are greedy;

With this type of politics, the water has left the
stream; when will it return?

Because of loans the country was ruined.

The general assembly sat in on the death of
civilization,

What is worse is that from roof and docor

Assinity took over everywhere the reins of the
majority.

If this is equality, live again, barbarianism!
S6 Except for wine nothing legitimate can be scen;
Not one of these bastards can be found worthy.

Why did not Rasulzﬁdé*freely give Rey LE&ag? to the
Turks?

However much wet firewood he had, he put it down and
got a profit. '

Except for loss, what profit did he get from the
Turkish fireplace?

Except for tears and smoke, whatever is and was
Or was not is of no use; of profits, remained loss;

For whatever is left, look at the thousands of dangers
that remain.

¥probably Mohammad Ayin Rasulzade, one of the two founders
of the Republic of Azarbaijan
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Shane Bar Zolf (C10)

S1V1b1m1

Mo

b,m
2

3
My

You combed your dishevelled hair, lovely!

You touched the soul's object, how fine!

From what direction did the sun rise today that
You came to unworthy me, how great!

Oh heart, oh heart, you are taking mej;

Where, where are you taking me.

Mistaken, if I'm not mistaken;

Oh my dear, you are leading me astray.

Because of you the morning rent its garment of
endurance,

Til its head made a collar of the tear.

I am a haunter of taverns, it is evident from
your eyes that last night

You have been drinking wine in the seclusion
of drunkards.

To my thain body your arm gave the slap of love,
As though you were very strong, like Rostam.1
Face like an apostle of mercy with wine inflamed,
You set fire, oh infidel,2 to the Qur’an.

‘ﬂref, this kind of talk about others is not
right;

You went beyond propriety.

1Legendary hero and strongman, portrayed in the Sh3ihname
(Book of Kings) by Ferdowsi

2Zoroastrian, fire-worshipper
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Aman Az In Del (D11)

b7m12

13
Dbgmyy,
15
b9m16
17
Eb, o™

M19-20
by1%24
22
1223

Moy

Mercy! from this heart that gave,

Oh! from this heart that gave

The reins of Farhad to the hands of Shirin.
That gave in to desire,

Gave lifeband soul in the path of the beloved.,
Oh away! with this cry from my heart,

That this heart became a heavy load on top of my
difficulties.

Drop by drop pours from my eyes so much that
My house fell into the Tigris /River/.

Show mercy, as I have fallen from my foundation,
oh heart;

You finally made me into Farhad, oh heart.
You removed my foundation, oh heart;
Finally you ruined me, oh heart,

Til when in every society

Shall I make blue my shirt.

I drink in memory of my country,

A cup full of blood.

The common people of every road

Equate me with Majnun,

Get up, winebearer, cause some commotion;
Musician, play the harp, a pleasant harp.
Lament, Jahed, but mixed with complaint,

Till gradually our condition changes.

356

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



b13m25 Oh troasure of knowledge, Iraj, where are you?
mye In the heart of the earth why are you hiding?
b1hm27 From the beginning of this mortal world

m,g Who tock from the good ones anything but the pain
of separation?
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Morsh-e Sahaxr (D12)

S1Ab1m1 Dawn-bird,* begin your crvy,
m,, Freshen my wound.
bam3 With the sigh of sparking fire
mu Break and destroy this cage.
Bb3m5 Bound=-winged nightingale, come out from the
corner of the cage:
me Sing a song of freedom of all humanity,
bhm7 And with one breath £ill with fire
mg This land of the people.
Cb5m9 The oppression of the oppressor, the tyranny of
”the hunter
M0 Destroved my neste.
b6m11 Oh God, oh universe, oh nature!
PP Bring the dawn to my dark night.
Db7m13 It is spring, the flower has come out,
myy The clouds of my eyes are full of tears.
b8m15 This cage, like my heart, is narrow and dark.
b9m16 Throw the flame into the cage, oh sigh of fire;
m17 Hand of aature, do not cut the flower of my life.
b10m18 Oh fresh flower, look more
-m19 Towards the lovers.
b11m20 Heartless bird, shorten, shorten, shorten the
tale of separation.
*nightingale, cock
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S The life of truth is over,
Loyalty and faithifulness are gone,.

The complaint of the lover, the coquetry of the
beloved

Both have become false and empty.
Truth, kindness, and love have become myths,
Promise and honor have disappeared.

Country and religion have become the pretext
for thievery,

The eye has become wet.

The oppression of the landowner, the tyranny
of the master:;

The peasant became weak from sadness.

The cup of the rich is full of pure winejs

Our cup is full of the heart'é blood.

Oh sad heart, lament;

Beware of the powerful;

Set aside equality.

Flower-~faced winebearer, serve the fiery water;¥*
Play Delkash, oh agreeable friend.

Cry out from your cage, oh plaintive nightingale,

That from your sadness, my heart became filled
with fire-—sparks.

*red wine, tears of blood
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Danamat Astin (E13)

b m, I know why you cover your pretty face with your
sleeve;

m, It is a shame that you hide your face from people,
fairy.

Mehrebani (E14)

b1m1 What would happen if one night you asked me secretly
into the women's quarters,
m, If you sit beside me and seat me beside you?
b?m3 Although I am old and feeble, don't turn me from

your door,

my, As I have spent, oh youth, all the days of my youth
in your love,
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Gereyli (E15)

bym,

bgmy 4

12

b7m13

My

Come, let us scatter the flowers and pour the wine
into the cup,

Let us destroy the ceiling of heaven and form a necw
design.

If sadness causes the blood of love to flow,
The winebearer and I together will start it.
Let us pour tke red wine, rose water, into the cup,

Let us cast the fragrant breeze, sugar, into the
incense dish.

As a good harp is in hand, musician, play a pleasing
tune

So that with abandon we sing and dance.

Zephyr! Scatter the dust of our being to that High
One,

Let us cast a glance on the countenance of that
King of the fair,

One is boasting of reason, one is fabricating
nonsense;

Come, let us put the judges in front of the Judge.

If you want the heaven of Eden, come with us to the
wine tavern

So that from the base of the jar we at one stroke
fall into the pool of Kowsar,

In Shiraz they practice neither eloquence nor
melodZious singing;

Come, gifeg! Let us take ourselves to another realm.
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Daramad—e Mahur (F15)

blm1 Those who with a look transfcrm the earth,
2 Could it be that they would glance at me.
b‘?m3 My pain is hidden from the posing physicians,

m, Let it be that they give solace from His hidden
ctorehouse,
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3. THEMATIC INDEX

Beloved
a., Addressed or referred to:
Al-A2-AL-B5-B6-B7-C8-C10-D11=-E13~-E1l4
b. Description or praise of beauty
face: B6-B7-C1l0-El13-El5
hair: B5=-B7-C8-C1l0
lips: B5-B7
eyes: Cl0
eyebrow: Al
mole: B7
figure: B7-~C8
ce Actions or attitude of
glance of: A4~F16
charms: (Al)-B5-D12
naz (dissimulation): AL
heartless: D12
disloyalty: A2-B5-B6-D12
physician: B7-F16

has solace, remedy: F16

Lover

a. Suffering
sadness: B6-C8~C9-D12-E15
wound, pain: A2-D12-F16

weakness and devastation: A2=A4=B5=C9-Cl0-D11-D12
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tears: Al-C8-C9-D11-D12
longing: B35
blood: C8=-C9-D11-D12-El5
bearing burden, difficulties: B6-D1il
bearing punishment: A2-Al4
mourning: C8-=C9
beafing one's self: Al-A2-C9
tearing garment: C8-=C1lO
chains: Al
eyes: Al-D1l1l-Dl2
lamenting, crying: A3-B5-C8-C9-D11-D12
distraught: B7

b. Characteristics
unworthy, humble: B7-Cl0-El4-El5
suppliant, beggar: B6
endurance: B6-El4-(C10)
heart: A2-B5-B7-C8-C9=-C10-~D11-D12-~-El4~]315
love: AlL4-B5-Cl0-El4-El5
sword: A4
breast: Al-C8

c. Actions
entreaty: B6-El4
self-abnegation, becoming worthy: Al
cutting, carving: Al-A2-C9-D11-(D12)
change, transformation: D11-D12-El5=-f16

chisel, adze: Al-A2
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Conditions

of Oppression

night: Dl12-El4

cage: C8~D12

death: C8-~C9

veil: C9-E1l3

corruption, deceit: C8-C9-D12

oppression, injustice: B6-D12

separation: B5=-B6~D11l-D12

enemy: C8-C9

oppressor, wealthy: C8~D1l2

pretenders: E15-F16
Nationalism

nation: C8~C9=D11-D12

honor, manhood: C8-=C9-D12

heroism: C9

battle: C8

fire: D12

transformation: C8~D11~D12

revolution: C8

Wine
wine:
winebearers:
intoxication:
cup, saucer:

jar, bottle:

tavern:

Cl0~E15

Al-B7-C8-C9-C10-D12-E15
Al-D11-D12-Ei$
B7-C10
C9-D11-D12-El5

Al-E1l5

365

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Nature, Spring

spring: A3-C8-D12

flowers: CS-Dlz;ElS
clouds: A3-C8-D1l2

garden: AJ

cypress: B7-C8

water: C9-D12

stream, rTiver: C9=Dll=ElS5
moon: B7

breeze: C9~El5
nightingale: A3-C8-D12
song of nightingale: AJ-D12
nest: A2-D12

grass: C8

fire: C1l0-D1l2

firewood: C9

sugar: B7-El5

morning, light: B7-Cl1l0-~D12
night: B6=B7-D12-El}4

sun: C1l0

earth: C8-Dl1-F16

nature, heaven, universe: C8=D1l2-[Ei5

Literary Figures
Farhad: Al-A2-D1l

Shirin: C9-D1ll

Mzajoun: D11
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Rostam: C9=Cl0

IKhosrow and others: C9

Religious References

Qur’an: C10
Prophet: C9
Zoroaster: C9-Cl0
religion: C8-Dl2

apostle: ClO

Other
music: C9-D11-D12-F15
home: A2-B6-C8~-C9-C1l0O
hidden, internal, spiritual: C8-C9-D1l1-El3-[El15-F16
game: C8-C9
court: C8-C9
foundation: A2-~El5

king, leaders: C8-C9
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APPENDIX C

CHARTS OF EXAMPLES FOR ANALYSIS OF FORM
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These charts are based on and are used in conjunction
with texts and musical transcriptions. They form the basis
for individual and comparative analysis of examples. The
charts contain information about formal division, line and
syllable length, phrasing, rhyme, and musical theme. Fol-
lowing each chart is information and analysis of individual
examples according to the categories outlined in the model

for analysis of form,

ABBREVIATIONS USED IN CHARTS
D--~Division, major groupings: S = Stanza

Verse

]

A
R Refrain
b

beyt (2 mesra‘'s)

I-=Instrumental Interlude
L--Line, labelled as m or mesra’ (hemistich)
SNw~Number of Syllables
SL~--Syllable Length, short = v = 1

medium = __= 2

long == 3
MeSL~~Metric Syllable Length (Length of syllable in poetic
meter)

MuSL--~Musical Syllable Length,

for 6/8 and 3/4 J 2, J-: 3

l‘-'I?.,ol°=3

i
-
-

i}

for 6/4 and 3/4 of Banan (C9) J

il
-
Q.
f

Mul--tusical Lengtn (includes rests)

MNM==Number of Measures
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Ph/Me-~Phrases in Poetic Meter Counts
Ph/NM==Phrases in Number of Measures
Int/Ext--Intercalation, Extension
Rep--Repetitions: W = VWord

P Phrase

]

4

[t}

2x = Mesra‘ is sung twice
r/r--Rhyme and Radif

PL--Pitch Level

MT==Musical Theme

J==ist

MODEL FCR ANALYSIS OF FORM
1, Poetic Form
a, Form type
b. Refrain

3

Ce Number of megrﬁ in stanza

d. Mesra'

length in number of syllables
e. Intercalation and exclamation
f. Repetition and extension
g« Rhyme scheme
h. Radif
2, Musico-~poetic Form
a. Major divisions and groupings
b, Poetic-musical interlude relationship

c. Phrasing

d., Relation between poetic line and musical theme
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e, Relation of pitch level and ambitus to text form

f. Relation of poetic meaning to pitch and dynamics
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1. a.

e

h,

de

Bahr-e Yek (A1)

Monorhyme, stanzaic: Verse (beyt)-Refrain

Note: Tsuge's example (1974:282) has three couplets
without refrain. This may mean that this is an
excerpt from a gharal,

One~line refrain

3 mesra‘s per stanza, or 2 verse mesra‘s and
1 refrain mesra‘

Verse length: SN/15, MeSL/23, MuSL/22, MuL/24
Refrain: sN/13, SL/2s5, MuSL/14, MuL/18
Verse line=s are approximately the same length.
Refrain is an intercalation

Phrase reprat in R1

aab/cab (Verse and refrain have different rhyme
patterns)

Radif ma on a rhyme
Division by stanzas (2)

Division of stanzas into verse and refrain
(beyt /2 mesrd‘s/ + 1 intercalated line)

Verse: b/8, m/4, ph/1 2/3-1-1 1/3 (NM)

Refrain: m/4, ph/1=2/3=-1 1/3

Poetry: aab/cab

Music: aab/aab

(1) The music is the same for each stanza, while
the poetry changes the rhyme word for the first
mesra' of the second stanza.

(2) The musical themes basically follow the rhyme

pattern of the poetry, distinguishing verse
from refraine.
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e, aab""/cab"'1

f« The refrain contrasts with the verses by beginning

on 2 higher pitch with the intercalation ey janam
(oh my dear).
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1. a.
be.
Ce

d.

b.
Ce

de

f.

Del Be Yar (A2)

Monorhyme (ghazal)

6 mesra‘

SN/10-11, SL&MeSL/19, MuSL&MuL/12

(1) Lines are of equal length

(2) Poetic and Musical Length are not equal

Last me§r5‘

repeats
aabaca

Radif khishtan on a rhyme

Division by beyt
b/4, m/2

Poetry: aabac a
Music: abab222b1

The musical b phrase occurs on the last mesra'
of each beyt.

aa~ Tba~lc=2%a™3

Each beyt follows a suspension-resolution pattern,
melodically and poetically, each second megri‘

resolving the first, for example: "I gave my heart
to an unfaithful friend, and I saw my punishment,"

376

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



*1oeo ¢
Jo saseayd ojufr pepraArp .vmuwos aod seanseow 9 oxe oxoyj3 ‘eowry :\N uT ST 3T JI--U
©=(¢®) a-® o-1+ ® xg (€-€)i-t z1-21 (9)z 82 92 4z g1 Cuw
o= u-u v laz 1 g(c-0)-1 zi-z1 g(9)z 8z w2z g1 tw qQ
I IN 1d I/x dey a/r WN/ud eM/ud HN InW TSNW 1ISeH=1S NS I I

(€v) 3sv unyp

377

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



1. ae.

Ce

f.

Se
h,

2. Qe

be.

d.

b

Chun Ast (A3)

Fard (monorhyme); part of a longer piece

2 me§rﬁ‘

SN/14, SL&MeSL/24, MuSL/24-26, Mul/28

(1) Lines are equal in length

(2) Poetic and Musical Length are not equal

I (me 1): ey abr-e nowbahidri

All but one phrase is repeated, which makes this
nearly equivalent to a dobeyt in length.

aa

v/4%, m/2, ph/1-1(3-3)

Each megr&‘ has two phrases o1 equal length,

Poetry: a a

Music: a-a/a1—b
+1=0

a-a

There is a higher pitch and stress on the word
faryad (cry), which is the emotional stress point in
the poetry. The second megré‘ is the dymamic me§r5‘
of the beyt.
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Te Qe
b
Ce

d.

f.

h,

2. Qe
b,

Coe

Cheshm-c Reza (Al)

Verse (fard/monorhyme)-Refrain

5 line refrain

-
7 mesra

Verse: SN/16(15), SL&MeSL/24, MuSL/20, MuL/24

Refrain; me 3=-i4, 6=7:

(1)

(2)

SN/G, 8; SL&MeSL/10=14; MuSL/6-9; MuL/6-12

Unequal line length. If six measures be taken
as a standard line length, then the refrain
collapses into a beyt with an intercalation,
that is, aa/bx2b. If three, then the verse
becomes a dobeyt as does the refrain:

abab/ccxc.

For the verse, poetic equals musical length,
for the refrain poetic does not equal musical
lengthe.

The middle line of the refrain is created from
intercalationse.

(1)

Most of the tasnif contains repeats.

(2) The refrain repeats itself internally from
the intercalation megra<.

(3) The phrase repeats in the verse make it
equivalent to a dobeyt in length.

aa/bbcbb

Verse-Refrain

Verse: b/12, m/6, ph/3-3

Refrain: b/6, m/3, ph/it=-13 (if you think of
m, 6-7 as phrases and not just as short mesra‘)
The intercalated line is divided into 5 phrases
ot 1 measure euch,
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d. Poectry: aa/bbcbb
Music: aa/bbca1

There is a matching of rhyme scheme and musical
theme except in the last line where the musical
theme "rhymes" with the verse theme,

ee aa/btlotlct?p(b)

The intercalated line has the high pitch.

f+ The exclamations are all given higher pitches, The
last lines (m. 6-~7) are shorter and have greater
density, that is, seem to move faster and are re-—
peated twice, It is at this point, after calling
out and lamenting, that the music stresses the poet's
real complaint of the tasnif: "Oh, what was my
offense that you put me in chains,"
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Geriye Konam (BS5)

1. a. Verse (fard/monorhyme)-Refrain

be 5=line refrain

ce T megrﬁ‘

d. Verse: SN/14, SL&MeSL/22, MuSL/20, 'uL/24
Refrain: SN/7-8, SL&MeSL/13, MuSL/10, MuL/12
Verse and refrain 1line length are not equzal, If the
verse mesra‘s were divided into independent phrases,

it would become a dobeyt with refrain, with verse
and refrain line length being equal,

es. E (m. 2): vay

I (me 2, 3): e sanam
f. Phrase repeat in m., 1, 2
g. aa/bbedd

h. rys shod, Tyt karde; aabrIbr1cdr2dr2

2. as Verse-=Refrain

b. -
c. Verse: b/8(+2), m/4(+1), ph/2-2 or 2-1-2
Refrain: b/h, m/2, ph/1%-%

de Poetry: aa /bbecdd

Music: a a‘/b b ¢ b'b2

Megfi‘ rhyme usually matches musical theme. However,
the second beyt of the refrain rhymes musicaliy but
not poetically with the first beyt of the refrain.

e. aa“/bbc+1d‘1d =1

f. Zolf (hair) is stressed: begins after a rest, is
Tong, and is pitched higher than other mesra’

beginnings, and begins on a descending rather than
on an ascending phrase.
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T2 Gham-e Hejr (B6)

1. a. Verse (fard/monorhyme)-Refrain
be 7=line refrain; counting the third line twice it is
8 lines. If one collapses the 8 lines into 4
measures per mesra‘, it becomes 4 lines.
ce 9 megrﬁ‘, using rhyme scheme as a basis for lines
10 mesra‘ if line 5 with two different melodies is
counted as 2 mesra‘
6 mesri' if one uses a L-measure mesra‘ as the
basis of a line
d. Verse: SN/14, SL&MeSL/23, MuSL/19-20, MuL/22-24
Refrain: SN/7-8, SL&MeSL/12-13, MuSL/10, MuL/12
Verse and Refrain length are not equal
e. E (m. 2, repetition): Ay
f. Phrase repetition in m, 1
Mesra' repetition in m. 2, 5, and 9.
me 2 and 9 use repeated music; m, 5 uses different
music for the repetition
g. aa/bbb(b)ccdc

he Three radifs, one for each of the rhyme schemes:

ar1ar1brzbrzbrzbrzcrgcrsdcr3

2. a. Verse-Refrain, Refrain could be divided into two
dobeyts according to the rhyme scheme,

b, Tnterlude between verse and refrain

ce Verse: b/8, m/4, ph/2-1~1-2 or 1-1-2
Refrain: b/4, m/2

de Poetry: aa /bbb (b)ccdec

[ ]
T b2bRa, bl

Music: a b /c ¢ ay,b, bybsa,b;
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A contrasting theme ﬁtheme c) is used at the begin-
ning of the refrain (m