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Stretchable or Elastic Metre

There are many giisheh-ha in the radif which have stretchable or elastic metres,
mainly those that have been derived from poetic metres. In these giisheh-ha, as we
shall see in the following examples, by accentuating the contrasts, long syllables
become longer and short ones become shorter—in other words, the long syllables may
become more than twice as long as the short ones—according to the taste of the
performer. In such cases a measure no longer means anything more than a phrase,

since each melodic phrase is invariably tied to the metre of the poetic line.

The first example selected for analysis here is Chahar-pareh or Chahar-bagh, which
is mainly played in Mahiir and Abii-ata. The second example is Kereshmeh, which is

the most common giisheh played in almost all dastgah-ha and avaz-ha.

Chahér-pareh

This giisheh, with its special rhythmic pattern, is performed in Mahiir and Abii-ata
and has been reported in various names in the radif-ha: Chahdar-pareh, Chahar-bagh,
Moradkhant and Nasirkhani. Some aspects of the rhythmic structure of this giisheh
were already examined in the first section of this chapter where I discussed the
significance of rhythmic phrasing in the structuring of an improvisation (see page
126). Nonetheless, there are some other aspects of the structure of this giisheh,

particularly its stretchable metre that make it worth re-examining here.

This gisheh, as we saw 1n the previous section (Figures 3.9 and 3.10), contains a very
long rhythmic phrase which is normally divided into two half-phrases. In addition to

the previous examples, I present two more examples here to further examine the
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rhythmic structure of this gusheh and provide the possibility of comparing the

elasticity of the metre in different versions.

The first example 1s Chahar-bagh in Abu-ata from the radif of Saba (Figure 3.38).
This 1s a typical simple version of this gusheh indicating each of the half-phrases by
barlines. The first halt-phrase, corresponding to ten syllables of the poetic pattern, is a
[ 5/8 unit interrupted at the thirteenth beat, which 1s a semiquaver instead of a quaver.
The second half-phrase, also corresponding to ten syllables, 1s a umit of 14/8
interrupted at the twelfth beat, which is again a semiquaver instead of a quaver.’ The
elasticity of notes can be seen in each of the bars and among them as a whole. For

Instance, the eighth syllable in the first bar is a dotted crotchet while in the second bar

the equivalent syllable is a crotchet.

” This use of a semiquaver is quite different from the rhythmic settings found in Payvar 1961: 10 and

During 1991: 221, which use a quaver.
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Figure 3.38: Chahar-bagh in Abu-ata from the radif of Saba (1985: 16 also ('D1 /10
by Azadehfar)

Diminution and expansion of the length of syllables occurs nearly every time a new
halt-phrase 1s introduced. However, some aspects of phrasing remain constant and
give regularity, like the correspondence of each half-phrase to ten poetic syllables and
the use of semiquavers for the ninth syllables, mentioned above, in almost all half-
phrases. The other specification is that the ending parts of the bars are more elastic
than the beginnings. The consistency of the beginning of each bar provides necessity
of unity while the slight changes near the end of each bar provides contrast in the
piece as a whole. Another suggestion I can propose here 1s that, the performer freely
stretches the metre near the end of every bar because he is not very much concerned
about the consistency of phrasing as another feature, the poetic rhyme, automatically

provides some sort of consistency in the end of each bar.

Those specifications mentioned above also can be seen more intensively employed in
the second example, Nasirkhani in Mahir from the radif of Mahmud Karimi (Figure
3.39). In this version, which has been presented with more decorations and
ornamentations the rhythmic phrases are also distinguishably divided into two half-

phrases (long rests, more often minims, indicate the end of each).
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Figure 3.39: Nasirkhani in Mahir from the radif of Karimi (transcribed by
Massoudieh 2000: 169; also CD2 # 25)

While appreciating the effort of Massoudieh to represent the metre of this song by use
of multiple time-signatures, I suggest that the significance of the metric shape of this
giisheh is disregarded in this way of representation. In fact, it seems that the only
criterion in deciding which time-signature to select for which part is that of the note

values of Karimi’s performance, not the significance of the beats in each time-
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signature and the principle of their accentuations. Again, we see that the endings of

each phrase are more elastic than the beginnings.

In spite of all the diminutions and expansions occurring in each phrase, the Iraman
performer considers the Chahar-pareh as a fixed-metered song, whose shape 1s based
on the large ‘Aruzi cycle of Kamil: Motafa‘elon, Motafa‘elon, Motafa‘elon,

Motafa‘elon (Figure 3.40).

Numberof |4 | 57 | 811 | 12-14 | 1518 | 1921 | 2225 | 26-28
- naqarit | | _— | | | | | |
Atinin ~Tananan | Tanan | Tananan @ Tanan | Tananan | Tanan | Tananan | Tanan
I'Afﬁ_‘-il_ | Motafa | ‘clon | Motafa | ‘clon = Motafa ‘clon | Motafa | “clon
Pattern of shorts U - L - ) - .l, ) = L La | u- | vu- L) =
~and longs * - | | | | |
Figure 3.40: The ‘Ariizi cycle of Kamil, the basis of rhythmic pattern of Chahar-

pareh

By comparing the rhythmic pattern of Chahar-pareh with the collection of old

documented rhythmic cycles it is clear that, although long cycles occur there, there is
no corresponding cycle for this particular giisheh. We can conclude from this that

creating long rhythmic cycles is not just an old habit in Iranian music and that such

cycles, like this one, have been created even recently.

Kereshmeh

Any investigation concerning the rhythmic structure in Iranian music would be
incomplete without an examination of Kereshmeh, the most recognizable rhythmic
giisheh in every radif. Kereshmeh is among the gisheh-ha which are identified by
their special rhythmic patterns. Kereshmeh is very well-known and can be played 1n
every dastgah and avaz in both instrumental and vocal music. The examples presented

here suggest the vast range of ways of performing Kereshmeh in various places 1n

different dastgah-ha.
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The first example 1s Kereshmeh in Mahur from the radif of Mirza * Abdullah (Figure

3.41). This 1s a typical instrumental version of the Kereshmeh. The well-known

rhythmic pattern of Kereshmeh, mentioned above, can be seen in the first line of this

example.
Rhythmic Phrase 1
i e
2. Kereshme e e S m— ¢ (1 3 e—
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Figure 3.41: Kereshmeh in Mahir from the radif of Mirza ‘Abdullah (transcri bed by
During 1991: 210; also CD2 #26 by Boroumand)

The same rhythmic pattern is repeated with very slight changes in the second line. In
the third line, however, the rhythmic phrase starts with the same pattern and sustains it
until near the end when a new rhythmic motif is introduced, ‘A.” During the rest of
the giisheh, it is this motif that is repeated in the shape of sequences. But this motif 1s
not deemed characteristic of Kereshmeh:; it is the first indicated rhythmic phrase that
in fact is the most distinguishable characteristic of this gisheh. The opening rhythmic
phrase 1s a long cycle containing twenty-four nagarat in the format of Tana Tanan
Tanan Tananan Tan Tanan Tanan Tananan. The pattern of this rhythmic cycle can be

seen 1n Figure 3.42.
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~ Number of 12 | 35 | 68 | 9-12 | 13-14 | 15-17 | 1820 | 21-24
~ nagarat | | | | {

Atinin - Tana | Tanan @ Tanan ; Tananan | Tan | Tanan Tanan  Tananan
. l 1: + I !
i Pattern of shorts ; U U ( ) - Cos | Ngkgs | N | e | aye BRVIE
~and longs | ‘ | ‘ | |

Figure 3.42: The rhythmic pattern of the instrumental version of Kereshmeh

There are some slight differences between the instrumental and vocal versions of
Kereshmeh. Figure 3.43 1s a vocal version of Kereshmeh from the radif of Mahmud

Karimai.

—

: ——
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Note: h-p 1. half-phrase one, h-p 2: half-phrase two

Figure 3.43: Kereshmeh in Shiir from the radif of Karimi (transcribed by Massoudieh
2000: 13; also CD2 #27)

The vocal version of Kereshmeh at first sight may appear to be completely different
from the instrumental one, but on closer examination reveals itself to be essentially
the same. The major difference between vocal and instrumental versions of the
Kereshmeh is that in the vocal versions the rhythmic phrase i1s divided into two
distinguishable half-phrases indicated in Figure 3.43 by h-p 1 and h-p 2. This version
has been presented in free-metre by adding more decorations and ornamentation and
i1s, in some ways, an improvised version of Kereshmeh that Karimi appears to have
made up as he sang using different tahrir-ha and diminutions and expansions of the

length of syllables.




Chapter 3.3: The Rhythmic Structure of the Radif Stretchable or Elastic Metre 163

It may be difficult for someone unfamiliar with the performance of the radif to
distinguish the elementary components from the additional notes and ornamentation
added or omitted by the performer while improvising. Therefore, 1 will produce
another vocal example of this gusheh here in order to highlight the characteristic
elements of the rhythm. This 1s an improvised version of Kereshmeh performed by
Shajarian accompanied by kamancheh in a commercial cassette (Figure 3.44 also
listen to CD2 #28)."" Comparing these two vocal versions of Kereshmeh allows a
more precise distinction of the fundamental rhythmic and melodic elements of this

gusheh.

p h-p 1 h-p 2 |
hﬂ-‘__m"‘;
: ——
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Figure 3.44: Kereshmeh in Shiir performed by Shajarian in Deylaman (1995,
transcribed by Azadehfar, also CD2 #28)

The first rhythmic specification, which can be seen in both versions, is that of
dividing the rhythmic phrase into two half-phrases. The second shared point in both
versions is that the ornamentation and tahrir-ha normally take place on the long
syllables. The third common point is that the ornamentation and tahrir-ha are most

likely to take place in the second rhythmic half-phrase; indeed, as the piece

'Y Mohammad Reza Shajarian has been one of the foremost characters in the art of avaz (song of the
Persian classical music) for last thirty years. He was born in Mashhad in 1931 and has had numerous
performances inside and outside Iran since 1959. This particular cassette is a collection of different
pieces mostly performed in 1980s which was published in a cassette called Deylaman in 1995 by

Kanian Parvaresh Fekri Kudakan va Nujavanan.
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approaches the end, they become more frequent. Nonetheless, the rhythmic structure
in both versions 1s similar in its principles and is configured on the poetic rhythmic
pattern of Mojtas-i mosamman-i makhbun, corresponding to Mafa‘elon Fa‘elaton

Mafa‘elon Fa‘elaton (Figure 3.45). It may be argued that the basic pattern of the

version presented by Shajarian begins 1 3 1 3, which may not be demonstrated as v -

w -, representing 1 2 1 2. The response to that is simple. In the hand of individual
performers, long syllables may take much longer than twice the short syllables. Even
a particular performer may stretch the syllables differently in difterent performances

of the same piece.

- Number of 13 | 46 | 7-10 | 11-12 ] 13-15 | 16-18 | 19-22 | 23-24

maqarat - L _ e

~ Atanin ' Tanan | Tanan | Tananan | Tan | Tanan Tanan | Tananan | Tan

f_A_f__‘T_l__ | Mata ; elon | Fa'ela | ton Mafa | ‘elon I Fa‘ela | ton
Pattern of shorts I o U= | = | ye U= | uyu = -
and longs ’ | |

Figure 3.45: Rhythmic lpa!tem Qf the vocal version ;Qf Kereshmeh

Tsuge (1974: 296) also presents a version of kereshmeh from the Saba’s radif. The
version is originally notated in the radif of Saba in 3/8 time but Tsuge has renotated 1t
in 6/8+3/4 “in order to demonstrate the hemiola effect clearly.” This version which is
In dastgah Homayiin contains verses in the same poetic metre as Karimi's and

Shajarian’s versions. In this version the rhythmic structure simply corresponds to the

poetic pattern of Mojtas-i mosamman-i makhbin, o- - UuU-- U- U= UU-=-

Comparing the rhythmic pattern of the vocal version of Kereshmeh, presented above,
with the ancient cycles revealed that there is a possible connection between this
rhythmic pattern and one of the famous historical rhythmic cycles called 7hagqil
awwal or varshan. The rhythmic pattern of 7hagil awwal consists of Tanan Tanan

Tananan Tan Tananan. Accordingly, by the omission of the last Tananan of the cycle
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of Thaqil awwal every rhythmic pattern of Kereshmeh fits on two cycles of the new

version of Thaqil awwal (see Figure 3.46).

—— e ——

Thaqil awwal (the onginal Tanan Tanan  Tananan Tan Tananan
pattern):
= s - = - =
\4
l'hagil awwal (omission of Tanan Tanan Tananan Tan
the last Tananan)
/- \J - V- -
\4
The rhythmic pattern of Tanan Tanan Tananan Tan X 2
vocal version of
Kereshmeh il l e i

Figure 3.46: The pattern of Kereshmeh based on the Thaqil awwal

Now that the pattern of the vocal version of Kereshmeh has been analysed we need to
reconsider the instrumental version of this gusheh. Comparing the instrumental and
vocal versions of Kereshmeh reveals that, even though at first glance they seem
relatively different, they are similar in principle. In fact, the rhythmic pattern in the
vocal version would almost match the instrumental version if the cycle started from
the third nagareh of the cycle in the instrumental version. In other words, if the cycle
of the vocal version started from what is actually its twenty-third nagareh, we have
the cycle of the instrumental version. This can be seen in detail in Figure 3.47.

Starting point for
Instrumental Version

Figure 3.47: Representing the rhythmic pattern of Kereshmeh in a cycle




Chapter 3.3: The Rhythmic Structure of the Radif: Stretchable or Elastic Metre 166

Considering the different versions of Kereshmeh also provides an answer to the

question ‘why do performers, whether instrumentalists or singers, normally place a
large note or rest at the end of each half-phrase, particularly the second one?’ 1
suggest that they may be attempting to reinstate the duration of the last motif of the
Thagqil awwal, the last Tananan, which is missing in the poetic pattern of Mojtas-i

mosamman-i makhbin.



Free Metre

The term “free metre,” in general, suggests a structure variable in accordance with the
performer’s wishes. Whereas there is a term equal to ‘fixed metred’ in the
terminology of Iranian traditional music, zarbi, there is no immediate equivalent term
for ‘free-metre.’ Persian performers traditionally refer to giisheh-ha in free metre as
avazi pieces. Recently, however, Persian theorists (see for instance, Mansuri 1980 and

Dehlavi 2000) have suggested ‘metr-i azad® which is a translation of free-metred.

Sometimes, that a particular piece or performance lacks rhythm may be taken to mean
that the piece or performance lacks metric regularity and perhaps a coherent sense of
motion. It is true that some giisheh-ha cannot be reduced to rhythmic or metric
formulas, but it does not mean that the rhythms of these giisheh-ha are completely
open to interpretation, since a Persian music teacher will definitely regulate a student
if he or she goes out of the rhythm in performing the avazi pieces. In most cases, this
is in fact the poetic metre on which the avaz is set. Setting the rhythmic structure
based on poetic metre is not only one of the characteristics of Persian classical music
but also of several other West Asian musics (Tsuge 1974: 2). Regarding the impact of
the rhythmic structure of Persian poetry on Iranian music, Zonis (1965: 645) suggests:
“the poem gives rise to a recurrent rhythmic structure in what initially appears to be a
completely free performance.” It 1s difficult to represent an avaz in the way Western
music i notated. Whereas in the Western tonal music the bar, as a metrical unit, 1s
often supported by melodic configuration and can exist in spite of contrasting
rhythmic details, in the Gvdz the metric organisation is supported, as we have already
seen, by poetic pattern. A close analogy may be what Schachter (1976: 31 1_) refers to

as “durational rhythm,” which is an aspect of rhythm associated with the complex
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patterning of durations, emphases and groupings that do not arise from the pitch
structure. Of course, durational rhythm, in the way Schachter describes it, is more
general than the practice of deriving the rhythmic pattern from poetic metre;
nonetheless it shows that rhythm may exist regardless of pitch structure. In free-
metred giisheh-ha, however, it is quite common to see durational patterns which

mainly derive from poetic metres and contain, to a lesser degree of course, certain

melodic shapes.

Metric balance in free-metred giisheh-ha is mostly provided by regularity in phrasing
(to be examined shortly). There is a large number of giisheh-ha with free-metred
structures in comparison with the fixed metred ones in the radif, and quoting only
their names demands quite a few pages. The examples selected for analysis here are

those that contain specifications which may apply to many similar cases in radif.

Regularity in Phrasing and Metric Balance

The regularity of phrasing, the symmetry of proportions and the use of imitation
through question and response, imposes a certain division of time throughout the
giisheh. In the principle of the radif, particularly in free-metred giisheh-ha, it is
common for phrases to be balanced in twin pairs. In other words, every phrase is
balanced by its immediately following phrase—the same principle exists in Persian
versification, balancing every hemistich by its following hemistich. This balance can
be somewhat flexible. As the first phrase becomes longer the responding phrase has
more tolerance for diminishing or extending. This principle can be observed in the

first example analysed here, that of the giisheh of Dobey1i.
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Dobeyti

Dobeyti is a giisheh normally played in Shiir, but it may be played also in other
dastgah-ha such as Mahiir and Isfahan. Farhat (1990: 111) places this gisheh in his
‘non-rhythmic’ category of giisheh-ha and describes its melodic form as “vaguely
fixed, a descending step-wise movement, with intricate ornamentation.” It does
descend step-wise, but I do not know why Farhat describes its melodic form as
“vaguely fixed”, as it seems to me lucidly steady.

The name of this gisheh derives from the poetic form, Dobeyti, meaning double
distiches. This form is also used in the gawwali—the religious song tradition of
Pakistan and parts of India (see also Elwell-Sutton: 1976). Most of the Persian poets
have written poems in this form but the Dobeyti-ha of Baba Taher (b. ca. 1000) are
the most distinguished in this form."" The specification of his poems is that he uses
the dialect of his own region in his poems. In addition to the radifi version of the
Dobeyti, the poetic metre of Dobeyti is used extensively in regional music of Iran. The
regional pieces in this poetic form are not necessarily called Dobeyti. They may carry
different names in various regions such as marsiyeh khani. The rhythmic structure of
the regional versions of Dobeyti-ha are far closer to the poetic metre of the Dobeyti
form of poetry than the radifi versions (see for instance a version from Khorasan
reported by Tsuge 1974: 151). It 1s very common in different versions of radif-ha to
use poems in other forms such as ghazal (normally between seven to fourteen verses)

to perform this gisheh today; nevertheless, the performer should select no more than

'! Baba Taher is one of the most revered early poets in Persian literature. His nickname, Oryan (the
Naked), suggests that he was a wandering dervish, or mystic. Highly admired even now by the Iranians

a magnificent mausoleum has been erected for him in Hamadan. Many of his poems have been
translated into English in E. Heron-Allen’s The Laments of Baba Tahir (1902), A.J. Arberry’s Poems of
a Persian Sufi (1937); and in Mehdi Nakhosteen’s The Rubaiyyat of Baba Jaher Oryan (1967).
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two verses ftor singing performance and, of course, should choose only poems which

are metrically similar to Dobeyii

When Dobeyti 1s played in the dastgah Shar it normally lies one octave above the
daramad (introduction gusheh), where some other major giusheh-ha such as Hoseyni
are placed. The first version of Dobeyti selected for presentation here is from the radif
of Mirza ‘Abdullah. | have placed every rhythmic phrase on a different line to
tllustrate the metrical balance which has been achieved through regularity in phrasing

(Figure 3.48).

Figure 3.48: Dobeyti in Shir from the radif of Mirza ‘Abdullah (the original
transcription by During 1991: 235-7; also (D2 #29 by Boroumand)

The regularity in phrasing seen here does not come from any one component alone,
and it does not rely on a fixed rule. Depending on the piece it may arise from any or a
combination of different aspects of music. In the above example, the beginnings of
phrases contain the same rhythmic, ornamentation and dynamic shapes. On the other
hand, even though the ending of each phrase has its own variation, there is similarity
in the rhythmic values among the first, second and fourth phrases. This specification
also can be seen in the poetic form of Dobeyti. Every poetic form of Dobeyti consists

of four hemistichs, of which the first, second and fourth hemistich have to rhyme with
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each other but the third hemustich 1s variable. Even though Mirza *Abdullah’s version

1s considered to be an instrumental version, the mark of the poetic pattern of Dobeyti

1s clearly distinguishable in its rhythmic pattern.

The second version of Dobeyti selected for analysis here i1s Dobeyti in Shir from the
radif of Karimi (Figure 3.49). Massoudieh attempted to transcribe this giusheh in fixed
metre. He succeeded in representing the first two lines in 3/8, apart from their ending
bars. In spite of that, this gusheh is not considered to be among the fixed-metred
giisheh-ha. This is, in fact, Karimi’s own version, in which the musician has used the
capacity of this giisheh to be presented in fixed metre—Ilater we shall see how most of
the free-metred giisheh-ha can be performed in fixed metre (see Chapter 5). In figure

3.49 1 have allocated each phrase to one line.
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Figure 3.49: Dobeyti in Shir from the radif of Karimi (original transcription by
Massoudieh 2000: 21; also CD2 #30 by Karimi)

Phrases in this version are more complicated than those in the previous example.
Furthermore, it seems that in this version the performer considered the regularity of
balance between each of the first two lines and second two lines separately, which is

quite normal. The variation each time a phrase is presented is considerable but again
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this takes place mostly near the end of each phrase rather than at the beginning of the

phrases. Unity among the regular phrases is therefore supplied by the similarities of

the beginnings more than the endings.

The third version of Dobeyti selected to be analysed here is Dobeyti in Shiir from the
radif ot Saba. This version, like Mirza ‘Abdullah’s one, is a typical, simple version of
Dobeyti. The melody 1n this version starts from the upper octave of Shur and descends

one degree each time it 1s presented. Again | have adjusted the layout of the notation

to emphasise the regularity of phrases (Figure 3.50).

Figure 3.50: Dobeyti in Shiir from the radif of Saba (after Saba 1980: 33; also CD1
# 11 by Azadehfar)

The phrases in this example are simply similar to each other. The major variation is
that of the tahrir at the end of the second phrase. As we shall see later in this chapter,
a tahrir might be added in numerous places, based on the taste of the performer.
Neither performer nor accustomed listener of Iranian music considers placing the
tahrir within phrases as an interruption that harms the regularity of the phrases or

breaks the continuance of the poetic line.
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Examining all three examples presented above indicates that the rhythmic pattern in

Dobeyti has been derived from the poetic metre of Hazaj, equivalent to Mafa‘ilon,

Mafa‘ilon, Mafa‘ilon, Mata‘ilon (see Figure 3.51).
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Figuré 3.51: The ‘Ariizi cycle of Haz
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An interesting point that emerges here is that the poetic pattern used in the gusheh ot

Dobeyti in the current radif is different from the metre Baba Taher normally used in

his poems. The metric phrasing in the poetry of Baba Taher is based on Hazaj

mosaddas mahzif, which is much lighter than the metric pattern of the poems used 1n

the gisheh-ha of Dobeyti. Figure 3.52 is a poem by Baba Taher in the metre he

typical used in his Dobeyti-ha and the analysis of its pattern

Nasimi kaz bon-1 an kakul ayu

Mara khosh tar ze bu-1 sunbul ayu
Chu shu giram khyalat ra dar aqush
Sahar az bastarum bu-ye gul ayu

[ranslation:
The breeze coming from the redolence of her topknot,
to me. it 1s more pleasant than the hyacinth's fragrance.
In my dream, if | embrace you in my arms

at dawn, the scent of flowers comes from my bed.

' 2 3
Nasi m
Tanan tan tan
Mafa ‘T lon
U —-— - -

4

1 kaz Dbon-i

Tanan
Mafa
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Figure 3.52: A poem by Baba Taher in the form of Dobeyti and analysis of its
rhythmic structure
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Comparing the rhythmic pattern of the Baba Taher poem (Figure 3.52) and the
rhythmic pattern of the examples of the giisheh of Dobeyti presented above reveals
that the rhythmic pattern of the giisheh of Dobeyti is an expanded form of the poetic
form of Dobeyti. Nonetheless, whether the rhythmic pattern used in the structure of
the giisheh of Dobeyti was changed under the influence of great poets like Hafez and
Molavi after the period of Baba Taher or whether it occurred in the musical setting
(and then the poems of other from were adopted to this giisheh), the metric balance in
this giisheh, and many other similar gizsheh-ha, is still supplied by the regularity of its

phrases.

Irregularity in phrasing

In some giisheh-ha the musician wanders imperceptibly away from the metre without
ever re-establishing it. In similar cases in Western music we can see metric ambiguity
and metric dissonance. This condition in its most energetic form involves the presence
of two or more metres, while in a somewhat less robust form one may speak of latent
metric dissonances (London 2001: 259, see also Schachter 1987; Rothstein 1989 and
1995; Kamien 1993). The metric irregularity in radif, however, is neither a result of
the presence of more than one metre nor that of latent metric dissonance. Irregularity
in metre is a way of signifying the substance of the state of particular notes and
emphasising their melodic function within a particular dastgah. To avoid becoming
identified with any one particular metric shape, these gisheh-ha avoid over-reliance
on any particular rhythmic shape. In other words, it is the relative placement of the
particular degrees of the scale which gives these giisheh-ha their identification more
than anything else. The following example, Mokhdlef, is an instance of the building of

a gusheh with no attention to fixed rhythmic shape.
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Mokhalef

Mokhalef, meaning contrary, 1s a gusheh normally played in the dasigah-ha ot Segah
and Chahargah.'* Mokhalef and Hesar are the two principal modulations in Segah.
Three different versions of Mokhalef in dastgah Segah have been selected for

analysis. The first version is the Mokhalef from the instrumental radif ot Mirza

‘Abdullah (Figure 3.53).
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Figure 3.53: Mokhalef in Segah from radif of Mirza ‘Abdullah (transcription by
During 1991: 171-72; also CD2 # 31 by Boroumand)

As can be seen from figure 3.53, the melodic sentences, and consequently the
rhythmic phrases in this gusheh, are quite irregular. The most distinguishable criterion
in this gusheh is that of aiming the melodies toward F in order to stabilise the state of
this note as the new tonic—here the real tonic in daramad Segah is Al’, which means
that Mokhalef configures on F. The asymmetric rhythmic divisions indicated in Figure
3.53 also reveals that there has not been any particular poetic metre in the mind of the

performer. The rhythmic phrases from ‘¢’ start to show some motivation to keep some

'* Forsat al-Dowleh Shirazi (1988: 16) describes AMokhalef as a song which is played on the high
pitches of Segah. In the table of Ogat-i taghanni (timetable of performance), he suggests noon as the

best time of plaving AMokhalef.
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regularity, particularly toward the end of phrases, where we can see the presentation
of motif' A at the end of two phrases x##=f##, yet, in phrase ‘e’ this readiness is

again broken. The lack of a rhythmic prototype in this gusheh becomes clearer that we
compare the above example with other versions of Mokhalef from other radif-ha. The
following examples from the radif-ha ot Karimi and Saba point up the same features .
emphasising the tonic of Mokhalef while having no consistency in rhythmic phrasing

(Figures 3.54 and 3.55).
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Figure 3.54: Mokhalef in Segah from the radif of Karimi (transcription by
Massoudieh 2000: 133; also CD2 #32 by Karimi)
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Figure 3.55: Mokhalef in Segah from the radif of Saba (1980:18; also CD1 #12 by
Azadehfar)

Even though Karimi’s version (Figure 3.54) is a vocal version of Mokhalef and
subsequently contains a poem with a specific metrical pattern, this gisheh does not
have any dependency on the metric pattern of this poem. In other words, whereas
many other gusheh-ha are restricted to use of specific poetic metres, in this gisheh the
singer 1s allowed to choose any poem with any metric shape. This reality becomes
clearer by comparing the structure of this poem with the poem suggested in Saba’s
version, where Saba easily applies the rhythm of Kereshmeh. Kereshmeh, as
mentioned in the previous section, can be used for organising a poetic line in any

circumstances.

Based on the examples analysed in this section, free-metred gusheh-ha can be

categorised in two groups. In the first group, even though the gisheh-ha might have a
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free metre, they have a specific shape of phrasing which is more or less similar in
different versions of the radif-ha. This regulation in metric phrases derives most often
from the poetic metres. The gisheh-ha in this group also have the capacity to be

presented 1n fixed metre.

The second group, however, pays little or no attention to any specific rhythmic
regularity. Gisheh-ha in this group are mostly those in which tonality lies at the
centre of constructing the shape of the giisheh. The rhythmic structure of these
giisheh-ha may entirely differ from one performance to another. Apart from Mokhalef,
analysed above, Shahndz, Hoseyni, ‘Oshaq, Shekasteh and Delkash are among this
group. Those giisheh-ha are in some sources also referred to as Shah-giisheh, meaning

main giisheh (see, for instance, Farhat 1990: 54)."

'3 Among the subdivisions of a dastgah or avaz, there are various gi#sheh-ha with different status and
significance. Shah-giisheh is the most substantial subdivision in any dasigah or avaz.



Tahrir

Tahrir is the most distinctive characteristic in Iranian and Azerbaijani music and is a
highly professional skill in singing, use of which marks out the expert singer.
Techniques similar to tahrir are found in musical performance from Tibet to West
Asia in the musical cultures of Mongols, Turkmens, Tajiks, Uzbeks, Persians, Turks
and Arabs. Perhaps the best way of understanding the technique of tahrir is by
listening to and examining some examples. For now, I would describe it as a
technique of falsetto break or cracking of the voice, which in vocal music takes the
form of melisma. Tahrir is called chacha in the vernacular language of Iran, the same
term as is used for the song of the nightingale. Although this appears to be a
metaphorical image, the sound effect of fahrir can indeed be compared with the song
of the nightingale, and Iranians regularly put a good performance of tahrir side by

side with the singing of this bird.

To describe more precisely the quality of tahrir one has to be aware of the principles
of ornamentation in Iranian music, for it is primarily built by decorating a passage of
main notes by grace notes. But there is more to fahrir than ornamentation, and if we
consider ornament to be an optional elements, tahrir cannot be placed in this category,
since it is an essential charactenistic of avaz. The same comment applies when we talk
about Iranian carpets or architecture, where several decorative images and graphs
used, are considered so characteristic that without them they would no longer be

considered Iranian (see Figure 3.58).
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Figure 3.58: Special design and decoration as a unique way of identification of
different eras and regions: Sheikh Lotfollah Mosque (1602), Isfahan (Photo:
lrania 1997)

Although the rahrir 1s not an optional element of Iranian music, we still need to know
about the principles of decoration and ornamentation in Iranian music in order to

examine the position of ta/irir in rhythmic structure of this music.

In the hands of a professional performer, not a single note 1s left unornamented. Every
instrument  has 1ts well-developed techniques of ornamentation. In  mezrabi
instruments (those played with plectrums and hammered strings), for instance, every
note longer than a quaver 1s strummed. Since playing the notes longer than a quaver in
the form of riz (tremolo) 1s a common manner of performance in Iranian musical

culture, there 1s no sign for indicating riz in the notation. Saba (1980), in the
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introduction to his radif, summarises how single notes in Western notation would be

interpreted by a santur player (Figure 3.60).

Notation

ANAYN.
———

LANAVAVAY
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Figure 3.60: Interpretation of Western notation by a santur player (Saba 1980: 5-7;
also CD1 #13 by Azadehfar)

There are also ornaments which are indicated by special signs in the notation. Among
them tekiyeh is extremely common and very often used in notating fahrir. Indicated

by a small circle, rekiyeh is a grace note which is normally one step higher than the

main note—sometimes more than one step higher, as governed by special rules of

interpretation (Figure 3.61).
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Notation

InterpretationV

Figure 3.61: Tekiyeh and its common realisation (Payvar 1961:41; also CD1 # 14 by
Azadehfar)

Quoting Caron and Satvate (1966: 160-1), Tsuge (1974: 173) summarises some of the

technical 1ssues of tahrir in a performance:
[ahrir 1s supposed:

a) to be executed only on those words which can be clearly articulated despite

the mehismatic embellishments:

b) to be executed on the svllables of long value: rahrir on a short syllable makes

articulation difticult:
¢) not to occur in the middle of a word:

d) preferably to be situated at the end of cach hemistich.

Typically, a rtahrir does not carry poetic syllables; 1t rather carries some
supplementary syllables, which sometimes are even meaningless. The most common
syllable used in tahrir is the meaningless sound ‘ya,” which might derive from the
word yar (beloved) or the Arabic exclamation ya (oh!). Other syllables or words used

are aman or aman (oh!), jan or jun (soul,) janam or junam (my soul), del, dele or
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delam (heart, my heart), aziz aziz or aziz-i man (my dear), mahbub-i man (my
favourite) and ey, ay or vay (oh!). The following example is a fragment of a song in
dastgah Shur performed by Mohammad Reza Shajarian which illustrates a typical

tahrir in a free metre passage, which does not contain any semantically meaningful

word (Figure 3.62).
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Figure 3.62: Tahnr in dastgah Shur performed by Shajarian in Khalvat guzideh
(1981, transcribed by Azadehfar; ('D2 #33)

This example 1illustrates the quality of tahrir in a typical Iranian performance. As
Caton (1983: 254) puts 1it, “The melodic direction of tahrir can be descending,
ascending or horizontal”. In a performance of the radifi music, the performer
normally starts from the low pitches and gradually moves to higher pitches.

Traditionally, the high-point is called 'oj. Iranian singers very typically perform long

tahrir-ha at the 'oj. Figure 3.62 is the 'oj of Shiir where Shajarian has performed his
long tahrir. Long tahrir can also occur at the beginning of the avaz, as an

introduction, and at the end of a gisheh. The tahrir at other points in the tasnif “is
almost always of the short type, consisting of a melodic phrase with one or more

glottal stop ornaments™ (Caton 1983: 213).

In the radif of Iranian music nearly all of the giisheh-ha contain some sort of tahrir,
nonetheless, the status of tahrir in different gusheh-ha varies. Taken as a whole,

giisheh-ha can be categorised into two groups, giisheh-ha in which tahrir is a vital
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element of construction and giisheh-ha in which tahrir works on a superficial or
secondary level as an optional omamentation. In both groups, long tahrir-ha may use
for the purpose of making balance in rhythmic phrases. In such situations the first
rhythmic phrase, which carries the main melodic material, acts as a question and the
tahrir acts as a respond to the question. The overall rhythmic value of the melodic
phrase and the Zahrir phrase in such cases are about the same acts as response. The
following examples illustrate the function of tahrir in each group, fahrir as a vital

element of construction and fahrir as a superficial or an optional ornamentation.

From the first group, the gisheh of Gham-angiz (literally, sorrowful) in the avaz of
Dashii is analysed here. One of the most characteristic features of Gham-angiz is a
special motif and zahrir which is usually presented at the beginning of each hemistich.
Apart from this special tahrir, here called Gham-angiz's tahrir, the performer might
perform other forms of fahrir-ha in this giisheh. Those extras are normally placed
after the end of the poetic lines. Figure 3.63 is a version of Gham-angiz from the radif
of Saba. This is a typical version of Gham-angiz in which the special motif and tahrir

are clearly seen.

The particular motif of Gham-angiz, A, carries both special rhythmic and melodic
shape. With regard to its thythmic shape it contains a pattern of short-long-long-long-
short leading to Gham-angiz’s tahrir, G. Pertaining to melodic shape, this motif
contains an overall falling contour—that is one of the main factors that makes this
giisheh sorrowful. At the beginning, there is a one-step rise from the short note, then
the melodic line levels out for three long notes, followed by a descent employing the

Gham-angiz tahrir. The second motif, B, contains a different rhythmic pattern but its
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Note: & on D in the first line 1s called malesh and is a special technique of vibration
in performing santir

Figure 3.63: Gham-angiz in Dashti from the radif of Saba (1985: 30-31 also (D1
115 by Azadehfar)

overall melodic contour, similar to the previous motif, has a falling shape
incorporating the Gham-angiz tahrir, G'. The following motif, A', is a variation of the
first motit in which the long notes are shortened, the first one to a quaver and the third
and fourth ones to form of quavers joined to semiquavers by ties. Also, the Gham-
angiz tahrir 1s shortened and presented with no rekiyeh this time. There is a new
motif, C, which has less similarity to the first motif. This motif contains a very long
note in the form of a glissando down and up followed by a new variation of Gham-

angiz’s tahrir, G".

The rest of the gusheh contains different forms of tahrir-ha which do not necessarily
follow the pattern of the characteristic Gham-angiz tahrir. At the end this gisheh
descends to the tonic of Shar by a version of the typical tahrir of Gham-angiz. Here, |

will introduce another version of Gham-angiz for comparison. This example is Gham-
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angiz from the radif of Mahmud Karimi (Figure 3.64)."* In this version | have also

indicated the special motif and rahrir of Gham-angiz in notation
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Figure 3.64: Gham-angiz in Dashti from the radif of Karimi (transcribed by
Massoudieh 2000: 73; also ('])2 #34)

Comparing the two versions of Gham-angiz presented above shows the influence of
tahrir in shaping the rhythm in these gisheh-ha. Comparing the motifs in particular
illustrates the contribution of the tahrir to the rhythmic structure of the gisheh. This
contribution is so vital in the construction of the motif of this gisheh that it 1s hard to

identify Gham-angiz without its tahrir In general, repeating the special fahrir-ha in

'* The giisheh of Gham-angiz has not been reported in the available versions of radif of Mirzi
"Abdullah.
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the grisheh provides a fundamental element of unity among the melodic and rhythmic

material within the gusheh

The next example presented here 1s a gusheh in Abu-ata called Baghdadi from the
radif of Saba (Figure 3.65)."" Baghdadi also contains a special pattern of tahrir which
plays a significant role in the construction of this gusheh. Every melodic phrase in
Baghdadi 1s 1n fact a form of long rahrir which is constructed by small units of rahrir-

ha in the torm of short motifs. B.

Figure 3.65: Baghdadi in Abu-ata from the radif of Saba (1985: 13; also CD1 #16 by
zadehfar)

There are also gusheh-ha in which tahrir does not comprise an essential element in
the construction of the giisheh as a whole. The daramad'® of Afshari is presented here

to illustrate these examples. Comparison of the operation of tahrir in this gisheh is

> The giisheh of Baghdadi has not been reported in the available versions of radif-ha of Mirzi
"Abdullah and Karimi.

'® Daramad, meaning introduction, is a general name for the first giisheh in every dastgah or avaz. The
daramad shows the characteristic of the intervals and contains the taste of the dastgah or avaz it begins

with. It 1s sometimes called avaz, as in Figure 3.66.
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provided by considering three difterent versions of the same gusheh from the radif-ha

of Saba, Karimi and Mirza ‘Abdullah (Figures 3 .66, 3.67 and, later, 3.68).

Figure 3.66: Avaz (daramad) of Afshari from the radif of Saba (1985: 17; also CD]
#17 by Azadehfar)
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Massoudieh 2000: 79; also (D2 #35)

As can be seen from the above figures, the use of tahrir in the daramad of Afshari 1s
not prescribed by any fixed regulation. In the first version (Figure 3.66) two forms of
tahrir-ha, A and A', have been used. These two types of tahrir-ha do not specifically
belong to daramad of Afshari. Instead, they are very popular ornamentations that are
much in use in the performance of free-metred gizsheh-ha. In the second version of

this gisheh (Figure 3.67), four tahrir-ha have been used in which the fourth, B', is a
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variation of the second, B. None of these four kinds of tahrir-ha i1s found in other
versions of the daramad ot Afshari, while again these kinds of tahrir-ha are generally

very commonly encountered in free-metred gusheh-ha more widely.

A third version (Figure 3.68) shows that the performer can also choose to pertorm the

daramad with very hittle ornamentation and no tahrir.
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Figure 3.68: Daramad of Afshari from the radif of Mirza ‘Abdullah (transcribed by
During 1991: 144, also CD2 # 36 by Boroumand)

Comparing three versions of daramad of Afshari illustrates the status of fahrir in
places where tahrir is not a principal feature of the construction or identification of a
guisheh. Here, tahrir has indeed the function of ornamentation. The number of similar

glisheh-ha in the radif of Persian music 1s enormous.
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The influence of tahrir on the rthythmic structure of giisheh cannot be neglected. As
the examples from both groups of giisheh-ha in this section suggest, tahrir might be
shaped to form a complete rhythmic phrase or motif. It may also participate in
construction of a rhythmic phrase or motif. As well as its ornamentational role, tahrir
sometimes takes on a new function in fixed-metred pieces. Tahrir in fixed-metred
pieces, particularly fasnif-ha (pre-composed songs, to be examined later), is used to
break the regularnity of metre for a few moments. In such a situation the accompanying
instruments usually keep playing in a fixed metre while the singer breaks from regular
metre and performs fahrir in free time against the fixed-metred accompaniment. The
singer finally returns to join the instruments to continue the main fixed-metred piece
at the end of the fahrir. In this situation the fahrir is usually a long one, similar to that

which Shajarian performed in example 3.63. In Iranian music, this technique is

usually used to make contrasts in the performance of fixed-metred pieces.



Conclusions

This chapter traced a line from a general examination of the concept of the radif to a
very detailed analysis of the rhythmic structure of the giisheh-ha in three key versions
of the radif-ha. This scope made this chapter extremely large, consisting of five major
sections. The first section provided a comprehensive introduction to the concept of the
radif and the principle of improvisation in Iranian music. It was followed by sections
in analysis of rhythmic structure in the radif. In a general classification, I
distinguished three kinds of rhythmic structure in the radif including fixed metre, free
metred and stretchable or elastic metre. The approach I used in analysis consisted of
two steps, presenting and analysing different musical examples from various versions
of radif-ha in order to simplify the main rhythmic formation of every giisheh, and
comparing the simplified rhythmic pattern of every giisheh with the standard Persian

poetic patterns, ‘Arirz, and the rhythmic cycles analysed in previous chapters.

An observation arising from this that the rhythmic structure of giisheh-ha, whether
fixed, stretchable or free metre, can be categorised to three kind of gisheh-ha:
giisheh-ha in which the rhythmic structures have coherent links with the Persian
poetic patterns; giisheh-ha in which the rhythmic structure show similarity with the
old rhythmic cycles; and giisheh with no link to the poetic patterns or rhythmic cycles.
For instance, analysis of the rhythmic patterns of Harbi and Majlis afriiz revealed that
the rhythmic patterns in these two fixed-metre giisheh-ha show similarity with the old
cycles of Khafif thaqil and Mokhammas saghir and the analysis of Zang-i shotor
gadim revealed an analogy between the rhythmic structure of this gisheh and the

cycles of Chahar zarb. In another case of examining the fixed-metre giisheh-ha we

saw how a particular rhythmic pattern spreads through a chain of three gisheh-ha,
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Saqi-nameh, Koshteh-mordeh and Sufi-nameh. In analysis of Gereyli, we saw the
significance of poetic pattern of bahr Hazaj in construction of both vocal and
instrumental version of this giisheh. There were also other issues in analysis the
gusheh-ha with fixed-metre patterns like the imitation of the sound effects of a

caravan of camels in the rhythmic pattern of Zanag-i shotor.

In the following section we saw how stretchable or elastic metre works in construction
of giisheh-ha. In that section, two very well-known giisheh-ha, Chahar-pareh and
Kereshmeh were examined. This examination revealed that the elasticity of the metre
in gisheh-ha like these takes place by accentuating the contrasts, long syllables
become longer and short ones become shorter. Also, considering the rhythmic
structure of Chahar-pareh and comparing its long rhythmic cycle with the old cycles
showed no corresponding cycle for this giisheh in documented cycles. It suggests that
creating long rhythmic cycles is not just an old habit in Iranian music and that such
cycles have been created even recently. Comparing the instrumental and vocal
versions of Kereshmeh revealed that, even though at first glance they seem relatively
different, they are similar in principle. The rhythmic pattern in both versions is
configured based on the poetic rhythmic pattern of Mojtas-i mosamman-i makhbin.
Further analysis also showed links between Kereshmeh and one of the famous
historical rhythmic cycles called Thaqgil awwal or Varshan. Representing the rhythmic

pattern of Kereshmeh in a cycle, in a way which includes both vocal and instrumental

versions, was one of the products of this chapter.

A large number of gisheh-ha in the current radif of Iranian music are in free metre.
Based on the examples analysed in this chapter, free-metred giisheh-ha can be

categorised in two groups. In the first group, the giisheh-ha have a specific shape of
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phrasing which is more or less similar in different versions of the radif-ha as we saw
in Dobeyti. This gives them some sort of regularity in their metric phrases. This
regulation derives most often from the poetic metres. The giisheh-ha in this group also
have the capacity to be presented in fixed metre. The second group, however, pay
little or no attention to any specific rhythmic regularity. Giisheh-ha in this group are
mostly those in which tonality lies at the centre of constructing the shape of the
giisheh as we saw in Mokhalef. The rhythmic structure of these gisheh-ha may

entirely differ from one performance to another.

In the last section of this chapter I opened a complementary section about tahrir.
Considering the function of tahrir in thythmic structure of Iranian music was not fully
addressed in previous studies, even those studies which uniquely focused on vocal
music (see for instance, Tsuge 1974: 171-4). Even though at first glance fahrir seem
irrelevant topic to this chapter, by going through discussion and analysing some
examples of fahrir, the importance of this feature in construction of rhythmic structure
of Iranian music was exposed. This analysis revealed that fahrir may work at two
different levels of rhythmic construction. In the first group, tahrir functioned as a
complete rhythmic phrase or motif on its own or, as a main fragment, participated in
construction of a rhythmic phrase. Most of the giisheh-ha of this group are identified
by their special tahrir as we saw in Gham-angiz and Baghdadi. In the second group,
tahrir works only as surface ornamentation, as we saw 1n daramad of Afshari. In
addition, zahrir sometimes takes on a new function in fixed-metred pieces. It is used
to break the regularity of metre for a few moments. This function is most seen in pre-
composed music genres such as chaharmezrab, tasnif and reng, as we shall see in the

next chapter and chapter 6.



Chapter 4

Rhythmic Structure in Iranian Pre-composed Music

Introduction
The increase of public demand for new musical styles in the late nineteenth-century
and early twentieth-century encouraged musicians to develop the existing music styles

and create new forms. Added to that, the expansion of new forms and styles was
partly a result of establishing the bigger ensembles in urban areas which required
pieces with more predetermined rhythmic and melodic outlines. Some scholars (see,
for instance, Farhat 2001) suggest that one of the motivations for this development
came from the Western music—similar comments are seen in other sources about the
expansion of musical styles in Egypt, Turkey and other music cultures (see for
instance Racy 1985). It is certainly true that since late nineteenth century cultural

exchanges have had inescapable influences on different aspects of life including
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music creation. However, looking at the history of nineteenth and twentieth centuries
music of Iran (see, for instance, Khaleqi 1974) reveals that the new music styles have
more often been developed in the hands of traditional musicians than graduated
musicians of Western schools—even though Western notation was later employed to
notate the outcome. An examination of music exchange, in any case, is a substantial
issue on its own which is beyond the focal point of this dissertation. In this chapter,
we will rather look at the theoretical aspects of the Iranian pre-composed genres,

predominantly rhythmic structure.

Whereas the traditional school of radif is mostly improvisation-based, the pre-
composed genres contain more or less predetermined contour. On the whole, the pre-
composed genres are categorised in four types, three of which are entirely
instrumental: chaharmezrab, pishdaramad and reng. The fourth one, fasnif or
taraneh, is a very popular form of vocal music. The following sections are
examinations of these four genres in the order they are traditionally presented in a
complete performance of Iranian music, i.e.: pishdaramad, daramad, chaharmezrab,
avaz, tasnif and reng. Among those, daramad and avdz, were already examined in the

previous chapter, and are free-metred and improvisation-base styles.

Pishdaramad

As I mentioned earlier, the development of Iranian music at the beginning of the
twentieth century was accompanied by a growing interest in ensemble playing. The
significance of this movement was exposed in creating a new genre known as
pishdaramad. This genre had all the necessities of an ensemble practice, at the front
of which fixed melodic and rhythmic contents. Pishdaramad literally means pre-

introduction (pish + daramad) and is commonly played before daramad, at the
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beginning of a performance. The name of pishdaramad in the history of contemporary
music of Iran has been attached with the name of Gholam Hoseyn Darvish, known as
Darvishkhan, (18721926, Figure 4.1). It 1s said that pishdaramad has been created
and developed by Darvishkhian while he set an ensemble of traditional performers n
Tchran during the first decades of the twentieth century (see further, Khaleqi 1974

and Tahmasbi1 1998).

Figure 4.1: Gholam Hosevn Darvish, (Darvishkhan) the innovator of pishdaramad
(photo, Ruh-Allah Khaleqi 1974)

The genre of pishdaramad, as far as 1 investigated, did not widely spread throughout
the music of the cultures neighbouring to Iran, as rasnif and reng did (to be examined
later 1n this chapter). It also does not have a broad variety of forms and styles as
chaharmezrab and tasnif do. “In melodic content 1t draws on the daramad and some
of the more striking giishehs ot the relevant dastgah™ (Farhat 2001: 533). The most

common metre used i pishdaramad 1s 6/4. However, it 1s not unusual to see
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pishdaramad-ha in any duple triple or quadruple time—even these days additive
metres such as 5/8 and 7/8 (see for instance Khazan by Alizadeh 1989 which is in
5/8). The tempo in pishdaradmad is normally grave or moderate. A typical
pishdaramad may last some two to seven minutes. The length of rhythmic and
melodic phrases is another specification of pishdaramad. A pishdaramad normally 1is
built upon long rhythmic phrases. For that reason, the ability to keep the metre and the
pattern of accentuation of a pishdaramad properly is a task which demands years of

practice.

Similar to other genres in Iranian music, the pishdaramad is composed in one of the
twelve dastgah-ha or avaz-ha and usually employs the melodic fragments of that
dastgah or avaz or even a particular giisheh. To illustrate one of the most authentic
examples of the early pishdaramad-ha, 1 present a pishdarGmad by Darvishkhan
called pishdaramad Mahiir (Figure 4.2). This piece has been published recently by
Arshad Tahmasbi (1998) from one of the old handwritings of Muisa Ma‘rifi. As the
name of this pishdaramad suggests, it is in dastgah of Mahiir. This pishdaramad has
been notated in 6/4, the typical metre in which most of the pishdaramad-ha are
composed. I also provide an orchestrated version of this pishdaramad which has been
performed by a group of Iranian master musicians under the leadership of Faramarz

Payvar (CD2 #37).
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Figure 4.2: Pishdaramad Mahar by Darvishkhan (Tahmdasbi 1998: 11-12; also CD?2

#37)
and stabilises the tonic, C, as the axis for melodic activity in early phrases. Only with

ambiguity 1n the first six bars. There is also a similar openness in the melodic progress
in first few phrases. Instead of presenting a memorable theme, the music emphasises

key specification in the rhythm at the beginning of the piece. Even though these
syncopations take place in the local rhythmic structure, they cause a general metric
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