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Abstract

Most previous studies of Iranian music focus on melodic systems (Farhat, Zonis, etc.) or
on instrumentation and the transcription of folk songs (Massoudieh, Darvishi, etc.). This
thesis examines the so-far neglected rhythmic structure of Iranian classical music. This
research has adopted a multidisciplinary perspective, employing approaches from the
psychology of music, Western and Iranian music theory, historical musicology and the

ethnomusicological approach of participant-observation.

In order to investigate the rhythmic aspect of Iranian music and attefnpt to relate 1t to
other aspects of this music, this thesis examines different issues related to the rhythmic
structure of Iranian music, including the rhythmic structure of the Persian poetry, the old
rhythmic cycles and the rhythmic characteristics of both improvisation and composed
music. Analysis of more than fifty improvisations and composed music in this thesis
shows that the rthythmic organisation of gitsheh-ha and musical genres with any rhythmic

profile (such as free metre, stretchable metre or fixed metre) may be influenced by the

shape of Persian poetic metres.

A wide exploration of music-related manuscripts from the twelfth to fifteenth centuries
provides an opportunity to compare more than thirty different rhythmic cycles recorded
there. Although this system of rhythmic cycles is no longer explicitly used in Iranian
music, examining several examples of contemporaneous improvisation and composed
music reveals that a taste of the old rhythmic cycles i1s still felt in this music. An
adaptation of the old rhythmic cycles examined in this thesis to current techniques of
tombak performance is another outcome of this thesis. Moreover, presenting a case study
of contemporary perfoqﬂ_ﬂlce of Iranian classical music at the end of this thesis provides
an opportunity to exhibit the role in a real performance of most of the theories raised in

this thesis.
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Contents of the CDs

Two audio CDs accompany this thesis. CD1 is examples performed on santir and
tombak by the author. All pieces performed on santiir in this CD are from the radif of
Saba other than those indicated below. CD2 is a collection of examples performed by
other musicians, whether recorded by myself in the field or collected from other

recorded matenials.

CD1:

Track 1  Masnavi mokhalef in dastgah Segah

Track 2  Bakhteyari in dastgah Homayiin

Track3  Sayakhi in avaz Abii-ata

Track4  Reng-i Harbi in Mdhiir, a version by Faramarz Payvar for santir
Track 5 Majlis afriiz in Mahir

Track 6  Sdgi-nameh in Mahir

Track 7 Zang-i shotor gadim in Segah

Track 8 Zangiileh in Chahargah

Track 9 Zangiileh in Mahir

Track 10 Chahar-bagh in Abii-ata

Track 11 Dobeyti in Shiir

Track 12 Mokhdlef in Segah

Track 13 Some techniques of santir in Western notation
Track 14 Tekiyeh

Track 15 Gham-angiz in Dashti

Track 16 Baghdadi in Abii-ata

Track 17 Avaz (daramad) of Afshari

Track 18 Chaharmezrab of Bayat turk composed by Payvar
Track 19 Tombak notation

Track 20 Rhythmic pattern of Toghanian’s version of Zang-i shotor (on tombak)
Track 21 Rhythmic pattern of Harbi (on tombak)

Track 22 Rhythmic pattern of Majlis afriz (on tombak)
Track 23 Rhythmic pattern of Sagi-nameh (on tombak)
Track 24 Rhythmic pattern of Gereyli (on tombak)

Track 25 Rhythmic pattern of Zangiileh (on tombatk)



Track 26
Track 27
Track 28

Track 29

Track 30
Track 31
Track 32
Track 33
Track 34
Track 35
Track 36
Track 37
Track 38
Track 39

Track 40
Track 41
Track 42
Track 43
Track 44
Track 45
Track 46
Track 47
Track 48
Track 49
Track 50
Track 51
Track 52

Track 33

CD2:
Track 1
Track 2

Track 3

Track 4

Mokhammas saghir, 4 naqarat (on tombak)

Fakhti asghar and Far* Far* Turki (Sharh-i Adwar), 5 naqardt (on tombak)
Zarb Fath (Djami‘ al-Alhdn), 5 nagarat (on fombak)

Hazaj thani, 6 nagarat (on tombak)

Turki sari’, 6 nagarat (on tombak)

Khafif thaqil (Sharafiyah), 8 nagarat (on tombak)

Mokhammas owsat, 8 naqardt (on tombak)

Khafif ramal, 10 nagarat (on tombak)

Hazaj awwal, 10 nagarat (on tombak)

Fakhtt saghir and Turki khafif (Djami ‘ al-Alhan), 10 nagarat (on tombak)
Unnamed cycle (Durrat al-1aj), 10 naqarat (on tombak)

Turki (Durrat al-1aj), 12 (14) nagarat (on tombak)

Ramal (version 1) and Turki khafif (Risaleh Miisiqi), 12 naqardat (on tombak)

Ramal (version 2) and Zarb ’‘asl or Zarb rast (Durrat al-1aj), 12 nagarat (on
tombak)

Ramal (version 3, in Sharafiyah: khafif ramal), 12 nagarat (on tombak)
Ramal (Adwar), 12 naqarat (on tombatk)

Zarb Jadid (Djami ‘ al-Alhan), 14 naqarat (on tombak)

Thaqil awwal, 16 naqarat (on tombak)

Thagqil thani and Mokhammas kabir, 16 nagarat (on tombak)

Khafif thaqil, 16 nagarat (on tombak)

Khafif (Durrat al-Taj), 16 nagarat (on tombak)

Fakhtt moza ‘af, 20 naqarat (on tombak)

Turki ‘asl jadid, 20 nagarat (on tombak)

Thaqil ramal, 24 nagarat (on tombak)

Thagqil ramal (Sharafiyah, Durrat al-Taj),24 naqarat (on tombak)
Turk? ‘asl ghadim, 24 naqarat (on tombak)

Chahdr zarb, 24 naqgardt (on tombak)

Fakhti az ‘af, 40 nagarat (on tombak)

Sirat Yiisuf from Quran presented by Shaikh ‘Abd al-Baset ‘Abd al-Samad

Sharveh vocal song from Biishehr

Improvisation based on the gisheh of Shekasteh in a pnivate lesson by Nour Ali
Boroumand

Performing the giisheh of Shekasteh in a private lesson by Boroumand

Track 5 Masnavi in dastgah of Shiir by Mahmud Karimi
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Track 6

Track 7

Track 8

Track 9

Track 10

Track 11
Track 12

Track 13

Track 14

Track 13

Track 16
Track 17

Track 18

Track 19

Track 20
Track 21

Track 22

Track 23
Track 24
Track 235
Track 26
Track 27
Track 28
Track 29
Track 30
Track 31
Track 32
Track 33
Track 34

Baste-negar in Abii-ata from the radif of Mirza ‘Abdullah performed by
Boroumand

Baste-negar in Bayat turk from the radif of Mirza ‘Abdullah performed by
Boroumand

Baste-negar in Bayat kord from the radif of Mirza ‘Abdullah performed by
Boroumand

Naghme-ye avval in Shiir from the radif of Mirza ‘Abdullah performed by
Boroumand

Chahdr pareh in Mahir from the radif of Mirza ‘Abdullah performed by
Boroumand

Chahar pareh in avaz of Abii-atd by Mahmud Karimi

Stz 0 godaz in Bayat Isfahan from the radif of Mirza ‘Abdullah performed by
Boroumand

Reng-i Harbt in MGhiir from the radif of Mirza ‘Abdullah performed by
Boroumand

Majlis afriiz in Mahir from the radif of Mirza *Abdulladh performed by
Boroumand

Saqgi-nameh, Koshteh-mordeh, and Sufi-nameh in Mahir from the radif of Mirza
‘Abdullah performed by Boroumand

Saqi-nameh in Mahiir by Mahmud Karimi

Koshteh in Mahiir by Mahmud Karimi

Sufi-nameh in Mahir by Mahmud Karimi

Gereyli in Shiir from the radif of Mirz3 ‘Abdullah performed by Boroumand
Gereyli in Shiir by Mahmud Karimi

Zang-i shotor in Rast-panjgah from the radif of Mirza ‘Abdullah performed by
Boroumand

Zang-i shotor in Homayiin from the radif of Mirza ‘Abdullah performed by
Boroumand

Zang-i shotor in Segah performed by Toghéanian

Zangiileh in Mahir from the radif of Mirza ‘Abdullah performed by Boroumand
Nasirkhan in Mahiir by Mahmud Karnimt

Kereshmeh in Mahiir from the radif of Mirza ‘Abdullah performed by Boroumand
Kereshmeh in Shiir by Mahmud Karimi

Kereshmeh in Shur performed by Shajaran

Dobeyti in Shiir from the radif of Mirza ‘Abdulldh performed by Boroumand
Dobeyti in Shiir by Mahmud Karimi

Mokhdlef in Segah from the radif of Mirza ‘Abdullah performed by Boroumand
Mokhalef in Segah by Mahmud Karimi

Tahrir in dastgah Shiir performed by Shajarian

Gham-angiz in Dashti by Mahmud Karimi
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Track 35
Track 36
Track 37

Track 38

Track 39
Track 40
Track 41

Track 42
Track 43

Track 44

Track 45
Track 46

Daramad of Afshari by Mahmud Karimi
Daramad of Afshari from the radif of Mirza ‘Abdullah performed by Boroumand

Pishdaramad Mahir by Darvishkhan performed by an orchestra of Iranian master
musicians, conducted by Faramarz Payvar

Chaharmezrab of Homayiin from the radif of Mirza ‘Abdullah performed by
Boroumand

Tasnif Amdn by Aref presented by Shajarian

Reng Zarb-i osil from the radif of Mirza ‘Abdulldh performed by Boroumand
Reng Zarb-i osiil, orchestrated version by Parviz Meshkatian

Daramad of Shiir performed by Farhang Sharif

Pishdaramad i dastgah Shiir performed by Farhang Sharif and Mohammad
Isma‘ili

First chahdrmezrab performed by Farhang Sharif and Mohammad Isma‘ili
Second chaharmezrab performed by Farhang Sharif and Mohammad Isma‘ili

Third chaharmezrab performed by Farhang Sharif and Mohammad Isma‘ili
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Note on transliteration of Persian letters
There 1s no single rule in the transliteration of Persian terms to English. Different
sources use various systems of transliterations. The most well-known systems are
those used in the Encyclopaedia Iranica, the Encyclopedia of Islam, International
Journal of Middle East Studies and the Library of Congress. Each system has some
advantages and some limitations. For instance, the Encyclopaedia Iranica employs
single letters in special shapes to show consonants, which normally are represented by
a combination of to letters—S3 instead of sh (as in shop) and & instead of ch (as in
child). International Journal of Middle East Studies uses the modified Encyclopedia
of Islam system. The problem with Encyclopedia of Islam and consequently the
International Journal of Middle East Studies 1s that the transliteration system is based
on Arabic pronunciation, which is different in number of respects from Persian
pronunciation. For instance, (2 is represented with d in this Encyclopaedia which
makes sense in Arabic pronunciation but in Persian it 1s simply pronounced z. Those
problems have been avoided in the Library of Congress system of transliteration

where Arabic and Persian have two separate systems of transliteration.

All terms from Persian and Arabic in this thesis are transliterated according to the
system of Library of Congress.? None of the sources mentioned above suggest English
equivalents for the vowels and consonants, and some of the consonants used in
Persian language do not exist in English. The list of English examples presented here
have been developed in collaboration with the English Language Teaching Centre,

University of Sheffield, and are used only as approximate equivalents.

? The table of transliteration presented here is a summary of the instructions and the table of
transliteration of Persian language provided by the Library of Congress (sce:
http://www.loc.gov/rr/amed/TransliterationPage/TransliterationPage1.html).



Vowels and Diphthongs

Persian English as in
.|. a hat
1 u g0
| i ten
T a arm
b 1 see
;i u too
| aw brown
sl ay (no equivalent diphthong
was found in English)
Consonants’
Persian English as in
- b bad
< p pen
Rl tea
< S sit
d ] Jack
& ch cheap
C h him
d kh Bach (no equivalent in English)

? In Persian language there are a number of the consonants which have a different spelling but the same
pronunciation (the same consonants have different pronunciations in Arabic). In the Library of
Congress system of transliteration those lctters are distinguished by dotted, double-dotted and
underlined characters which help the readers familiar with Persian language, to recognise the correct

spelling,

XXI1



d dip

3
3 Z Z0O0
) I trilled ‘r’
J Z Z0O
3 zh measure
U™ S sit
P sh she
e S sit
e Z Z0O
b t tea
L Z Z0O
¢ ‘ ‘a’ with pressure on throat (no
equivalent consonant in English)
¢ gh articulated further back than ‘g’
(no equivalent in English)
9 f free
T q articulated further back than ‘q’
(no equivalent in English)
k cat
S
Ks g got
1 leg
J
m man
(
n no
J
s voice
2
0 h him

Notes:

1. For short vowels not indicated in the script, the Persian vowels nearest the

original pronunciation of the word are supplied in romanized.
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BNL T MR R W e I e -
t o TR R SRy e 1:!-?—1-"1‘11'1-? L e T kS R BT S

2. The two-letters symbols kh, gh, sh and zh are note combined by an underline.
In case infrequent sequences of &, g, s and z followed by 4 an apostrophe (') is

used to separate an independent h from a preceding of %, g, s and z (example

maz'habi).

3. The silent v (2) preceded by an initial kA (C) is not retained in transliteration

(e.g. Noriizkhan, rather than Noruzkhvan).

4. The Persian suffix for the plural form “-ha” is retained instead of adding the

English plural suffix “s” to a Persian word (e.g. dastgah-ha rather than

dastgahs).

5. Concerning person’s name, as a general rule, the named person’s own spelling

i1s respected (e.g. Massoudieh rather than Mas‘tdiyeh).

6. Foreign words in a Persian context, including Arabic words, are romanized

according to the rules of Persian (except the technical Arabic names used in

rhythmic cycles).

7. Words in Arabic context are romanized according to the rules of Arabic.

Transliteration of Arabic words follow the same rules as in Persian except

following consonants:

Arabic English
& th
3 dh
P d
W
J
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Note on Historical Periods
The country has always been known to its own people as Iran (land of the Aryans),
although for centuries it was referred to as Persia by the Europeans, mainly due to the
writings of Greek historians. In 1935 the government specified that it should be called
Iran; however, in 1949 they allowed both names to be used.

The table below shows the order of historical periods from Achaemenid up to now.*

Achaemenid 559-330 BCE
Hellenistic 331 BCE-250
Parthian 247 BCE-224
Sasanian 224-651

The advent of Islam 640-829
Abbasid 750-821
Samanid 819-999
Ghaznavid 977-1186
Seljukid 1040-1157
Mongol 1256-1394
Timund 1387-1502
Safavid 1502-1736
Zandieh 1750-79
Qajar 1794-1925
Pahlavi 1925-79
Islamic Republic 1979-

4 The information on table is based on the Encyclopaedia Britannica.
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Note on Music Notation

This dissertation employs two systems of notation. The first is a notation based on
ancient Iranian musical sources which I mainly use to represent rhythms. This system

is fully introduced and explored in Chapter Two. The second is Western notion in the

way it is currently used in Iran.

Elements of Western staff notation were adapted for notating Iranian music by Ali
Naqi Vaziri in the 1920s. This idea was expanded to notate percussion instruments
such as fombak in the 1960s by a group of Iranian music theorists and musicians
under the editorial guidance of Hoseyn Dehlavi. Gradually, further signs for

representing techniques on different instruments were added by various musicians.
There are also some new signs specially used in this dissertation for the first time

which I will introduce wherever I use them. Other than songs transcribed by author,

the music examples notated by the other musicians have been used with no change or

re-notating.

NB. Although I use staff notation and detailed note-by-note analysis, it is important to
remember that this approach does not necessarily correspond to the way in which
performers actually think of the music. For instance, the form of ornamentation
known as fahrir (discussed in Chapter Three, Section Five) will appear in staff
notation as a series of main notes with grace notes, while a performer thinks of it more

as continuous melodic line with a certain subjective quality.
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Transcriptions observe the following conventions:

Sign
J or J

Meaning

riz, tremolo

riz or tremolo, especially as used in fombak notation
Tie

slur or phrase mark, particularly where one syllable is sung on more
than one note

dorrab-i setd-i, two grace notes played immediately before the main
note

dorrab-i panjta-i, four grace notes played immediately before the
main note

Accent

tekiyeh, a grace note which has to be preceded by a main note. The
grace note is normally played one step, and in some circumstances
more than one step, higher than the following note (further
explanation on this technique is presented in the last section of

Chapter Three)

right-hand stroke

left-hand stroke

koron: symbol that lowers the pitch by approximately one quarter
tone

sori: symbol that raises the pitch by approximately one quarter tone

the pitch values of notes are not distinguishable (this is used in
pieces transcribed by Massoudieh)
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Opening Statement

Previous Studies

Even though there is no written history on Iranian music from before the Islamic
period, some archaeological studies show the significant status of rhythm in Iranian
music. The oldest such source is a seal impression dating back to 3300-3100 BCE,
which was unearthed at Chogha Mish near Dezful City in the southwest of Iran by

Pinas P. Delugaz and Helen J. Cantor between 1961 and 1966 (Lawergren 2001: 552).
It shows an ensemble of harpist, woodwind performer, singer and drummer. Although
it is obvious that rhythm is an inseparable component of music, the presence of a

drum in the ensemble in this seal reveals the significant status of rhythm in Iranian

music from very early periods.

It is hard to find any treatise in Iranian music with no section on rhythm in the Islamic
period. However, in the present day, rhythm has tended to be addressed in one or two

sections of a work only. Examples include the writings of Henry George Farmer
(1926, 1929), Hormoz Farhat (1965, 1973, 1990), Parviz Nattel Khanlari (1967),
Fakhreddini (1968), Bruno Nettl (1972, 1978, 1992), Zonis (1973), Hoseyn Ali

Mallah (1988), Ruh-Allah Khaliqt (1991), Lloyd Miller (1999) and Hossien Dehlavi

(2000).

Significant studies on the rhythmic aspect of Iranian music are limited to two

dissertations. The first is Avaz: A Study of the Rhythmic Aspects of Classical Iranian



Opening Statement 9

Music by Gen’ichi Tsuge (1974)" and the second one, which partly deals with rhythm,
is The Classical ‘Tasnif’: A Genre of Persian Vocal Music by Margaret Louis Caton
(1983). In this section I provide a brief review on Tsuge’s dissertation. A summary of
findings in Caton’s work on the rhythmic aspects of tasnif will be offered later in a

section with the same name, Tasnif.

Tsuge begins with an introduction to the music history of Iran. His main sources in
this introduction are the works of Henry George Farmer, and so adds very little
contribution to the existing knowledge. One problem here is that Farmer regards

nearly all the existing sources from West Asia as referring to Arabic music, including
those written by Persian scholars such as Ibn Sina, Safi al-Din and Qutb al-Din
Shirazi. This problem has later been corrected to some extent by the works of more

recent scholars (see, for instance, Neubauer 1995, Wright 2001a, 2001b and 2001c¢

and Farhat 2001).

In chapter one, Tsuge provides a general introduction to the “avaz.” He begins by
giving different definitions of the gvaz in different contexts. His introduction to the
terminology of avaz is a particularly useful piece of work. He then provides a general
introduction to the radif, which again is beneficial to the readers not familiar with
Iranian classical music. With respect to rhythmic aspects, Tsuge (1974: 30) classifies

the pieces contained in the radif into two groups as follows:

A. avaz (pieces or giisheh-ha which are performed in non-metric rhythm)

B. zarbi (pieces which have a stable metric basis)

! Tsuge also published an article called “Rhythmic Aspect of the Avadz in Persian Music” in
Ethnomusicology (1970), which contains the basic ideas he later developed in his PhD dissertation.
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The classification suggested by Tsuge has the advantage of simplicity. However, it
has some limitations. The key question regards use of the phrase non-metric for gvazi
pieces. As we shall see in the following chapters, metre and rhythm are two
fundamentals in music without which music tends to collapse. The second problem is
that in a number of cases there are gisheh-ha which are not categorised in either of
above categones. This problem has been avoided in the current thesis by categorising
such giisheh-ha as being of “stretchable-metre”. Tsuge tries to solve this problem by
describing a number of giisheh-ha, such as kereshmeh, as “melodies which are more

or less fixed in term of thythm” (ibid.: 31).

In following section, Tsuge addresses various issues some of which such as historical
survey on introducing Western notation to Iramian music hardly relates to the subject
of thythm and some of which such as versification principles in ‘4Ariz does not have
much contribution to the existing knowledge . Chapter four finally takes the rhythmic
characteristics of the avaz into account. It starts with an examination of a regional
song from Khorasan. The issue which mostly attracts the attention of Tsuge in this
analysis is the correspondence of the rhythmic foot of the lyric and the musical line.
In this example he illustrates how the singer uses short and long musical durations in
accordance with the short and long syllables of the poem. Tsuge distinguishes two
kinds of giisheh-ha: those in which there is a close correspondence between poetic
and musical metre and others in which this correspondence is not visible. He
describes the second group as “complex and highly artistic” (ibid.: 153) and then
analyses one example for each group. Tsuge’s analysis is quite complete in term of
examining the poetic pattern in both examples. Nonetheless, there still remain two
problems with this analysis. The first problem is that Tsuge does not look beyond the

relationship of the poetic line and the music line. And, the second problem, which is



Opening Statement

seen in most part of Tsuge’s dissertation, is that of the presentation of the analyses

which are not

very reader friendly. This problem arises mostly from ambiguities of

the notations which lack marks and signs to show phrasings and other rhythmic

divisions.

Tsuge’s (ibid..

175-6) general findings in examining the rhythmic aspects of avaz in

this chapter are as follows:

1)

2)

3)

4)

)

6)

7)

The rhythmic organization of the gavaz is primarily based upon the poetic
meter of the ‘ariz system, which is a recurring cycle of short and long

syllables.

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 unite coincides with a foot of the poctic meter,

which has usually one iambic pattern (= the accent).

In most cases this iambic pattern is found at the very beginning of the phrase.

When certain numbers of syllables precede the accent, they are treated rather

as neutral syllables in term of duration.

From points 4) and 5), 1t is clear that words are usually articulated at the
beginning of a phrase. Then, the following long syllable(s) may be prolonged

as far as the sustaining energy permits.

At the end of a phrase, the tahrir technique is preferably employed; this must

constitute one of the recurring elements of a phrase.

At the end of this conclusion, Tsuge provides some diagrams to illustrate the rhythmic

structure of the avaz. In his diagrams he illustrates an analogy between the structures
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of the musical phrases and the structure of an entire gisheh. Tsuge’s conclusion
contains some valuable findings but it also has a number of limitations. Tsuge’s first
remark is the case in the majority of situations. However, Tsuge does not provide
sufficient examples from various giisheh-ha to support this idea. The current thesis

presents more than fifty examples from three major radif-ha to overcome this

problem.

The second comment in Tsuge’s conclusion is an important characteristic of avaz.
Nonetheless, this finding 1s not fully addressed in the main body of his dissertation.
The current thesis gives a section to free-metred gusheh-ha, which consists of sub-

sections on regular phrasing and irregular phrasing.

Tsuge also does not provide enough examples to support statements three to six,
although the seventh remark about fahrir is generally approved by the examples
Tsuge presents and is also reinforced by the current thesis. The final statement

usefully illustrates the rhythmic structure of the avaz but, as an oversimplification of

the issue does not contribute to an analytical understanding of Iranian music.

Finally, Tsuge presents two further chapters. The first one is “Zasnif” in which he
provides an introduction to the historical 1ssues of this old Iranian genre, and the last
chapter is “Poetic Meter and Music Meter: The Rapport,” in which he examines a few
songs and tries to draw a link between the metric structure of the poem and metric

structure of the music. Even though he does not draw any conclusions from these two

chapters, they contain some useful information.

Tsuge’s work was the first work on the rhythmic aspects of the avaz at such a length

and still remains a valuable piece of work. There are several areas and aspects not

covered by his work that the current thesis has tried to cover:
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e The considerable part of Tsuge’s work, more than two-thirds, deals with

prosody, whereas the current thesis deals with rhythmic structure of Persian

poetry in a rather short chapter.

e The categorisation of gitsheh-ha in Tsuge’s dissertation and the current thesis
are fundamentally different. Tsuge categorises gusheh-ha based on the
closeness of correspondence between poetic and musical metre. I categorise

giisheh-ha based on their metric principles: free, stretchable and fixed.

e Tsuge’s approach to analysis 1s based on fewer musical examples than the
current thesis is (for instance, in his chapter on the rhythmic characteristics of

the avaz assesses only one regional song and two gisheh-ha from the radif).

e Whereas Tsuge reports every gusheh from a particular version of the radif, the
current thesis takes a comparative approach in which every gisheh is

examined by considering three different radif-ha.

e The analytical approach and consequently the issues covered in analysis of

giisheh-ha differs in the current thesis.

e There are areas not covered by Tsuge’s dissertation, such as rhythmic cycles,
which are addressed in the current thesis. Those areas, as we shall see at the

end of this thesis, will affect the final conclusion.

o A considerable part of the current thesis considers the use of rhythm in actual
practice, including analysis of percussion performance and a case study of a

contemporary music performance on the stage, an area neglected in Tsuge’s

dissertation.



Opening Statement 7

e Finally, Tsuge’s dissertation considers the rhythmic aspect of avaz in Iranian

music while this thesis covers all instrumental and vocal genres in Iranian

classical music more generally.

About this Thesis

In Persian, classical music is called misiqi-i sunnati (traditional music), miisigi-i asil
(genuine music) or simply miisiqi-i Irani (Irantan music). The last sense has been used
in the title of this dissertation, in other words, the title ‘Rhythmic Structure of Iranian

Music’ refers to Iranian classical music. There are, of course, many other genres that

might be covered by the term Iranian music in English, but this study, for reasons of

scale, concentrates on the already substantial classical music tradition.

The study of the rhythmic structure of Iranian classical music can be developed along
several lines. The subject could have been addressed by means of one of the
traditional methodologies such as ethnomusicology and historiography. The primary
advantage of employing a traditional methodology in any study is that of the
familiarity of the readers with the procedure of developing the ideas. However,
providing a broad picture to address several perspectives of a subject demands a
multidisciplinary approach. In this dissertation, I employ music theory and the
psychology of music in the introductory chapter; historical literary studies, linguistics
and historical musicology in Part 1; a combination of Western musicological and

analytical study with Iranian musicology in Part 2; and ideas like participant-

observation from ethnomusicology in Part 3.

This dissertation begins with an introductory chapter on the ‘Theoretical Perspective
of Rhythm and Metre.” Three major parts, each consisting of two chapters, shape the

main body of this dissertation. The first part consists of a chapter entitled ‘Rhythmic
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Structure in Persian Poetry,” and a chapter on ‘The Rhythmic Cycles.’ Part 2, the heart
of this dissertation, consists of two chapters, ‘Rhythmic Structure of the Radif and
Improvisation-based Music’ and ‘Rhythmic Structure in Iranian Pre-composed
Music.” To provide further practical sense of the materials presented in this
dissertation, there is also a final part, entitled Rhythm in Practice. The first chapter of
this part is ‘Utilising Rhythmic Structure on the Tombak’ and the second chapter is ‘A
Case Study.’ General findings and conclusions are presented in an additional section

at the end of the dissertation.

In a broad view, the introductory chapter aims to find a set of shared terms and
principles to be used in the following sections of this dissertation. Different
viewpoints on fundamental issues and theoretical perspectives on the phenomena of

time, rhythm, metre, accent, group perception and so forth will be addressed in this

chapter. In addition, some Western music theories will be assessed for their

applicability to some non-Western music.

It is generally known that Persian poetry has had an enormous impact on Persian
music. It is vital, therefore, for a thesis like this one which mainly deals with the

rhythmic structure of Iranian music to look also at poetry. The first chapter of Part 1 is
mostly concerned with the rhythmic aspects of Persian poetry. This chapter begins
with an introduction to different systems of poetry. It is followed by an examination
of the technical issues of the quantitative metric system of Persian poetry, such as the
significance of vowel, consonant, syllable and stress. The last section of this chapter is
an examination of the ‘Arigz, the collection of main cyclic patterns of Persian poetry,

and the way of representing the rhythmic patterns of quantitative poems by this

system.
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The second chapter of this part is an examination of historical rhythmic cycles. At
first, two methods of describing and transcribing the rhythmic cycles are examined.
An example from one of the contemporary regional musics of Iran, Sharveh, is
transcribed according to each of the methods to show how they work in practice. (In
fact, there are far more than two potential methods by which these cycles might be
transcribed and, for the matter of economy, other methods from Iranian tradition are
presented in Appendix One.) Examining these methods 1s an onginal contribution
since they have not been directly compared at such length before now. In the second
section of this chapter the historical rhythmic cycles between the twelfth to fifteenth
centuries are examined. In the following parts of this thesis we shall see whether there

still exist any possible signs of such rhythmic cycles in today’s Iranian music.

Part two, as the core of this dissertation, deals with the rhythmic structure of Iranian
classical music and consists of several sections in a format of two major chapters. In
the first chapter of this part, the rhythmic structure in the radif of Iranian music is
examined. This begins with the key question of how to analyse the rhythmic structure
of a music which is changed in every performance in the hands of the improviser. My
approach to this issue undertakes two levels of study; first, having a clear picture of
the process of improvisation in which music is created and, second, examining
enough examples to distinguish constant components from momentary elements. This
will be done in two sections. The first section provides an introduction to the concept
of the radif. In the following section the process of structuring improvisation based on
the radif is considered. This section also is original in the way in which it applies a
theory of building blocks to the study of improvisation in Iranian music. In this
section the significance of several factors is assessed: melody type, motif and

rhythmic pattern and dynamic pattern. Every issue of this section is illustrated by
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examples from the main body of the radif. These two sections provide a broad picture

of the theory and practice of Iranian music, which is vital in understanding the

following sections.

The next topic is the rhythmic structure of the radif. With regard to rhythm, I
categorise Iranian classical music into four types, fixed-metre music, free-metre
music, music with stretchable metre and pre-composed music. The first three types
(along with a section on fahrir) are discussed in one chapter and the last one, pre-

composed music, comprises a following chapter which assesses four pre-composed

genres, pishdaramad, chaharmezrab, tasnif and reng.

The final part, Rhythm in Practice, attempts to illustrate practically the theoretical
issues which I raise in this dissertation. The first chapter of this part deals mainly with
technical issues of playing the fombak, the main percussion instrument in Iranian
music. In that chapter I summarise and exhibit the main rhythmic patterns of musical
examples and rhythmic cycles discussed in this dissertation, focusing on the
techniques of fombak performance. The last chapter is a case study of an event in
Tehran. In that chapter I demonstrate how those theoretical issues which I discuss in

this dissertation work in a real performance. This chapter includes transcription and

analysis of five pieces performed by Farhang Sharif and Mohammad Isma‘ili.

Two audio CDs accompany this thesis, giving most of the examples presented in the
text. CD1, including 53 tracks, contains those examples that have been performed on
santur and fombak by the author and CD2, including 46 tracks, is a collection of the
examples performed by other musicians, whether recorded by myself during my

fieldwork or collected from other recordings.
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I wish to add at the end of this preface that this dissertation is product of more than
four years of full-time work as a Ph.D. student, including two field trips in February
to April 2001 and March to May 2002. At all stages of this work I benefited from my
existing experiences as an Iranian musician and teacher. I started my formal training
of Iranian music as a santur student at the music conservatory in Isfahan in 1980,
where I began also to teach in 1985. I continued my advanced training on santur and
the radif of Iranian music in the class of master Faramarz Payvar in Tehran for a
period of 10 years since 1988. Meanwhile, I also learned Western music theory,
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