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O God, give the players sweetness and weal

And for the Daf, give them hands of steel.

limb

For their love, they sacrifice every
Of limbs O God, please give them a great deal.

These messengers of love filled our ears

Grant them seeing eyes and thy Royal Seal.

These lovebirds sing and cry out their love
Grace them with the patience that would heal.

they have filled many ears

b
ou too praise their praise and their zeal.

In thy praise

&7

They quenched the thirst of heart’s flower
Let the full moon in their skies reel and wheel.

I am silent, please speak to me thy will

For they say you give thus, and thus steal.

, all I ask for in both worlds

O God

Like Shams, let me shine, be and feel.

Mowlana Jalal ad-Din Muhammad Balkhi Rumi

Translated by: Shahriar Shahriari

e

g g

..l..l.ll



'

e

ﬁsﬁ% §-= é"ﬁ ﬁsésﬁge
= = = i = i =
Brief Contents
Preface V. & VL
About the Author VII.
Foreword VIIL
‘Seven Arts’ VIIL
Daf 1 * Music rest lengths 16
* Dynamics 17
»  Daf Background 1 *  Accent 17
%  The shape and construction * Stress patterns 18
of Daf 4 *  Offbeat 19
»*  Daf Musical Applications 5 * Syncope 19
»  Triplet 19
Posture and hand positions »  Duplet 20
of Daf 7 *  Tempo 20
*  DPosition of Daf 7 Primary techniques of Daf 20
»  Daf hand position i
»  Tom/Bam (bass) beats 8 *  Ornamentation 20
*  Bak/Rast (treble) beats 9 #*  Rings lying (Zanjier Khabiedeh)
#*  Chap (middle-voiced or left) beats 21
10 »* Legato 22
*  Rings (Nafas) beats 10 *  How to play legato on the Daf 22
*  Wrist Rings (Zanjir Moch) 23
Rhythm in music theory 11 %  Staccato 23
»  Delicate technique (Reez) 24
¥  How to read music note values 11
#  Note lengths 12 Bibliography 27
»*  “Simple, compound and irregular
time signatures” 13 Daf and its primary rhythms 29
¥  The Value of dotted notes 13
%  How to identify compound bars
in music 14
*  Components of rthythm in music15




Preface

One of the principle elements of the ‘Seven Arts’ is rhythm, on which music and dance are essentially
based. Rhythmic construction is determined by several factors, such as beliefs, identity and culture, and
marks the art of each geographical region. It comprises three elements: vazn (pulse), hamahangi
(harmony) and tekrar (repetition).

In the twentieth century, many of the rules of classical music changed. A certain freedom was introduced
into art and especially music—most importantly in rhythm—and this represents the highest level of
communication and coherence in today’s music.

Today peoples’ needs in relation to music are not limited to intellectual stimulation and enjoyment.
Rather, what is sought is an escape, or freedom from material life. In this way, the contemporary arts have
converged and been influenced by one another.

Since rhythm is an international language, it has an important role to play in communication and
exchange between cultures. Therefore, convergence in music which can be counted among the richest in
human creation, relies on this need for escape from material life.

An interesting point to note here is that the local music of the Middle East, the modal (magami)' musical
traditions of Hindustan, Baluchistan, Khorasan? and Turkmen Sahra? which have been handed down
from generation to generation, might be counted as examples of -modern notated music (Darvishi, 2000).

Iranian, Turkish, Arabic and Indian musicians handed down these traditions without the aid of musical
notation. In Iran the Dastgah and Magam systems were passed from teacher to pupil via the Persian-
Radit. The Radifis a collection of melodies representing each Dastgah or mode. The Gushes or shorter
passages that make up the Persian Radif demonstrate the modulations and moods within each
Dastgah.

Similarly in India the Raga system was passed down in the form of rhythmic cycles (called Ghazals). In
the 1970’s an alternative culture movement in the West saw a large number of Westerns travelling to
India and they introduced Indian music to the West. As a result Indian traditional music is more
widespread in the West the Iranian, Arabic or Turkish systems.

1 Arabic and Persian maqam is the system of melodic modes used in traditional Middle Hastern music. The word magam in Arabic means place, locadon or posidon.
The magam is a melody type. Lt is "a technique of improvisation"” that defines the pitches, patterns, and development of a picce of music and which is
"unique to Middle Eastern art music”.

2 Khorasan, also wtitten as Khutasan is a historical region lying in the notrtheast of Persia (in Iran) that has been mentioned in vatious ancient sources.
"In pre-Islamic and carly 1slamic times, the term "Khutassan” frequently had a much widet denotadon, covering also patts of Central Asia and
Afghanistan; carly lslamic usage often regarded everywhete cast of western Persia.

3 Turkmen Sahra ot the Plain of Turkmens, is a region in the norcheast of Iran near the Caspian Sea, bordering Turkmenistan,
the majotity of whose inhabitants are ethnic Turkmen. The biggest city is Gorgan which is dominated by Petsian inhabitants,
though in recent times there has been immigration of Turkmen and Zabuli from southern lran.
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However, in the last 20 years, through waves of migration from the Middle-East to Western countries,
there has been a steady increase of interest in Middle-Eastern modal music.

This book brings together the results of fifteen years research. It is the outcome of extensive travels
in regions such as Kurdistan, Oraman® Turkmen Sahra, Khorosan, Baluchistan, and countries such as
India, Tibet, Azerbaijan, Turkey and Persian Gulf states”

My hope is that, by writing this book, I am able to make steps towards advancing the international
communication of the traditional music and percussion techniques of these regions amongst the
international world music community.

The contents of this collection have been arranged into three sections:

Part One, aimed at beginners and post beginners.
Part Two, aimed at intermediate students and those accompanying a group.
Part Three, compositions for several percussion instruments and introductory examples.

This book will be of use to percussionists playing a wide range of instruments.

Thanks and praise to the one whom is the creator of secret reverberations, for giving me the ability to
create this book, which I might in turn offer to the world music community. I also want to thank my
honorable father, the late maestro Ali Asghar Khan Zanganceh (Nasirifar, 1993, p. 365 Volume 2), for his
valuable arts, who transferred this uninterrupted effort of his character to me. God bless his soul and he
rest in peace.

Aprash Zanganeb
Z 15/12/2014
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4 Ouraman" that its pronunciadon is "Houraman" in Kutdish language, is a village located 65 km. from the castern south of "Marivan” city. 1t is located in a valley

on steep slope overlooking the northern front of Takht Mountains. This beautiful village has a moderate and mountainous climate and unique nature.

Ouramanat had quite a volatile and rich history.

5 Arab states of the Persian Gulf are terms that refer to the Arab states bordering the Persian Gulf, namely Kuwait, Bahrain, Iraq, Oman, Qatar,
Saudi Arabia and the United Arab Emirates (CAE).

6 Ali Asghar Khan Zanganch was an esteemed lranian instrument maker and advocate of traditional lranian music.{Botn 1925 - Died 1997)
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About the Author

Arash is one of the founders of the Sufi Art Group who was born in Tehran in 1976. He is a Persian
percussionist, composer, writer and teacher whose work draws on Sufi traditions and Iranian folkloric
music from regions with the goal of preserving art and culture of the east. He believes that the needs of
people for art aren’t best classified through thought, class and pleasure. Rather, peoples’ art needs are met
through the sublime and through salvation from materialistic life.

Arash graduated with a Degree in Fine Arts from University of Science and Cultural in Tehran 2004 and
with academic background in Sociology at the Southbank Institute of Technology, and since then he has
continued to extensive research on the positive effects of music in the immigrant community as well as
Music therapy workshops.

Arash’s interest in world music was ignited by his participation in the Oriental Music Exchange (Tajali
Program) in India sponsored by the Iranian Cultural Attaché in New Delhi in 2000. In the same year his
recording with the great female mystic Abida Parveen, and the recording project Rumi in the Land of
Khusrau in honour of Jalal ad-Din Muhammad Balkht and Amir Khusrau Dehlavi in India, also inspired
his passion for devotional music.

Ensemble Diaspora is another passionate for him that has been performing in Australia with a collection
of divers cultural musicians since 2014. As well, Arash has been an international member in Silk
Road Ensemble supported by Indiana University Departments (USA), 2010.

Frequently in the same way his highlight cares were participating in the Woodford Folk Festival
Queensland Australia in more than a few times, a number of Persian mystical concert touring Australia

with Sufi Art Group and several years participating in the
ceremonies commemorating jalal ad-Din Muhammad Balkhit
(Rumi)'s death, in collaboration with Konya Mystic Music Festival,
Turkey.



Arash's extensive and expert involvement in numerous recording projects is outlined in the

tollowing discography:

¢ CD Khoram Yad

Ttis a recitation of Maestro
Homayoun Khorram 2013
Queensland, Australia

* CD Flame of Truth
Navagar Music 2012
Turkey, Ankara

¢ CD Pearl without a Shell
Sepidar Music, 2009
Iran, Tehran

* CD Under Anemone Rain
Sufi Art Group, 2009

* CD Uldmate of Silver
Chaharbagh Institute, 2008
Iran, Tehran

¢ CD Seven Realms of Iove
Sufi Art Group, 2007
Tran, Tehran

+ DVD Sama to the House
Zolfonoon Ensemble, 2007

Tran, Tehran

* CD Dolat Eshgh
Tranian Music Association, 2000

¢« DVD Rumi in Amir Khusrau’s Land
A film by Muzaffar Ali; 2000
India, New Delhi

* CD Rags - ¢ — Bismil
Mozaffar Ali Khan, 2000
India, New Delhi

¢ VCD In honour of Maestro
Jalil Shahnaz 1997
Iran, Tehran

* CD Amorous and Dispersed
Meshkat Music Institute, 1995

Tran, Tehran Tran, Tehran Iran, Tehran

Foreword

The rhythms of this book are written in conventional Western notation. An explanation of how Oriental
traditional music is notated is given. Explanations for the understanding the ratios between magam and
Western rhythms is included (Farraj Johnny, 2007).

Music is a litany of creation and its structure has been informed by nature. At the beginning of human civi-
lization, everything was developed based on needs. For instance music was used for worship, for other
rituals and was even used for hunting (Durant, 1935 - 1975, pp. Vol 01-Our Oriental Heritage). Consequently,
humans realized the spiritual power of music and they began to regulate it. Thus, musical elements are
composed of two parts: thythm and melody, rhythm being the particular focus of this book. Rhythm, one
of the ‘Seven Arts’, is a clear link between creator, creature and creation.

A short overview on the ‘Seven Arts’

Painting, first, which is the insight of Creation

II.  Music, second, which is the litany of Creation
IT1.  Dance, third, which is the movement of Creation
IV. Poetry, fourth, which are the words of Creation
V. Architecture, fifth, which is the place of Creation
VI. Theatre, sixth, which is the convergence of Creation
VII. Cinema, seventh, which is the technology is associated with

Creation (Francis and Taylor, 1976 - 2002)

The traditional Frame Drum of Sufis around the world




Daf

The Daf is a percussion instrument from the drum family with a large, circular hardwood frame,
which is covered by an animal skin on one side. This instrument is played in most regions of Iran
and in many other places around the world. The Daf hasvarious names in different regions based on
the local language or dialect. For instance, in Northern Khorasan'it is called Dip and Dazeereh. In
other regions of Khorasan and in some areas of Baluchestan®, it is known as Samé (Mohammad-Reza

Darvishi, 2005, p. 398). In Kurdistan”’, apart from Daf, it is also called Erbaneh, Binder, Det, and Defeh
(Dieter Christensen, 2005, p. 53).

The Turks in Iran and Turkey call this instrument Qavol and Def, respectively. In many other regions
they refer to it as Dayereh (Behtooz Vojdani, 1998, p. 567).

In Sufism, the journey of a seeker towards the truth (i.e. God) is called Jazabeh if it is from one’s within
self; and if it is from outside, it is called DA4f (Ahmad ibn mohammad Tausi, 1981, p. 3).

Today’ name of Daf originated from the Arabic word Dof (Muhammad Al-Munajjid, 1986). The researchers
believe that its equivalent word in Persian is Ddp (Mahmoud Haerian Ardakani, 2004, p. 105). Others relate the
origin of this word to Dob in Sumer language!? which means tablet and writing. They believe this word
has evolved and entered into Akady language!!and has taken the form of Dubo or Dupo. Then, it has
been transferred into Aramaic language!?and once again has been changed back to Dub. From there, it
has entered Persian language by Arab servants who travelled to Persia. It then became known as Daf in
those regions of Persia that were populated by Arabs (Mehran Poor Mandan, 2000, p. 77). The origin of word

Dif can also be compared with the Hebrew'>word Taf, which means beating and hitting (Encyclopedia of
Hebrew and Persian culture , 1965).

»  Daf Background

In most ancient cultures, thythm is central to the celebrations and religious ceremonies/rituals and the
Dif has played a central role in these ceremonies. This central role can be evidenced by the existence of
groups of Daf players present at these various ceremonies.

7 Greater Khotasan, a histotic region which lies mainly in modern-day Iran. 1t was previously known as Parthia.

8 Sistan and Baluchestan Provinee is one of the 31 provinces of Iran. 1tis in the southeast of the country, bordeting Pakistan and Afghanistan
and its capital is Zahedan.

9 Contemporary use of Kurdistan refers to large patts of castern Turkey, northern Iraq, notth-western Iran and notth castern Sytia
inhabited mainly by Kurds.

10 Sumetian is the language of ancient Sumet, which was spoken in southern Mesopotamia, Duting the 3rd millennium BC, a

very indmate cultural symbiosis developed between the Sumerians and the Akkadians, which included widesptead bilingualism.

11 Akkadian is an extinet Semitic language that was spoken in ancient Mesopotamia. The catliest attested Semitic language.

12 During its over 3,000 years of written history, Aramaic has served vatiously as a language of administration of

empites and as a language of divine worship.

13 Hebrew is a West Semitic language of the Afro-asiatic language family.

The traditional Frame Drum of Sufis around the world



From an ancient matriarchal era of ancient Persia, women who were responsible for agriculture played
the Daf in rituals that were thought to increase crop production (Keyvan Pahlavan, 2009, pp. 537-41). The

circular shape of this instrument is symbolic of the moon, the wheat sieve, and fertility. Taboorak, which
is also another name for the Daf means sieve (Muhammad Husayn ibn Khalaf Tabrizi, 1797). As an example,
there is a second century AD marble statue of a woman (called Sami the daughter of Aja) who is playing
Dif in one of the temples of the goddess (Hatr1a4) (Souti Ayazi, 2004 , p. 77).

The image of the Daf or Dayereh was for the first time seen on a wall of an ancient temple in Anatolia in
800BC. After the Aryan’s immigration to Persia (current Iran) and patriarchy becoming more dominant
in Iranian culture, women and the Daf lost their dominant role; they began to be subdued and pushed to
the fringes of the society. Daf or Dayereh cannot be seen in any of the images or painting configurations
from the Median and Achaemenid dynasties (Keyvan Pahlavan, 2009, pp. 540,543). Later, from a clay tablet that
was discovered from the ancient city of Uruk'’during the Seleucid Empire!® two players are seen to play a
Dif and a wind-instrament (Souri Ayazi, 2004 , p. 73). In the later years of the Sasanian Dynasty''and on the
stone carvings of Taq Bostan'®in Kermanshah, the Déf can be seen as a square shaped instrument in a
boar-hunting scene (Arthur Upham Pope & Phyllis Ackerman, 2008 , p. 163 Volume VII). During the same era, in
the dissertation of Khosrow Qobadan VA Ridak, a percussion instrument is mentioned as Khurzhak.
Researchers regard this instrument as a type of Daf which shows that this instrument had been used in
the Sasanian royal court (Iraj Maleki, 1964, pp. 17,33 volume 89-90). It is presumed that the Daf has been played
during the Nowruz!’celebrations or with Khosravani®melodies (Mehran Poor Mandan, 2000, p. 76). The DAf,
as an instrument accompanying Sorna® has also been mentioned in David’s Psalm in praise of the Divine
Providence (King David-Psalms 150-154).

After the introduction of Islam in Persia, the Daf was one of few instruments that was not forbidden (Aba
Hamid Muhammad ibn Muhammad al-Ghazali, New edition 1982, pp. 477, 483 Volume 1 ). There is a traditional story
that there were two maid-servants playing the Daf in Aisha’s®home and Abu-Bakr®complained about
them playing the Dif. However, the Prophet Muhammad said it was not an issue for them to play the
Daf. This traditional story is used widely in Persian Sdma-Nameh as a justification for playing Daf (Najib
Mayel Heravi , 1993, pp. 168,180,252,309).

14 Hatra is an ancient city in the Ninawa Governorate and al-Jazira region of Traq. Tt is known as al-Hadt, a name which appears once in ancient inscriptions, and it was in

the ancient Persian province of Khvarvaran, (3rd or 2nd century BC)
15 Uruk was an ancient city of Sumer and later Babylonia, situated east of the present Fuphrates River, on the ancient dry former channel of the Tuphrates River, some

30 km east of modern As-Samawah, Traq. (4000 wo 3100 BC)
16 The Selencid Fmpire was an Ottoman state ruled by the Seleucid dynasty, founded by Seleucus following the division of the empire created by Alexander the Great.
(mid-2nd century BC)
17 The Sasanian Fimpire, known to its inhabitants as Tiranshahe and Tordn in Middle Persian, was the last Tranian empite before the rise of Tslam, ruled by the
Sasanian dynasty from 224 CT' to 651 CI'.
18 Taq wa San or Taq-¢ Bostan is a site with a series of large rock relief carvings from the era of Sassanid Fimpire of Persia, the Tranian dynasty which
ruled western Asia from 226 to 650 AD.
19 Nowtuz is the name of the Tranian New Year in the Solar Hijri calendar. Nowtuz is also referred to as the Persian New Year.
20 Tt is believed that Barbad established a musical format consisting of seven structural scales and melodic pieces (Magham) known as
Khostravani in the Sasanian Dynasty.
21 The Sorna or Sarna is an ancient Tranian woodwind instrument.
22 Prophet Muhammad’s wife
23 Abdullab ibn Abi Quhafa, popularly known by his nickname Abua Bakr was a senior companion and the father-in-law
of the Tslamic prophet Muhammad.
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In the epistle of Al-Hediya-Tos-sa 'Diya Fi Ma'in-e Vajdiya, which was written to define the Sdma (or Sufi
worship ritual), the structure of the Daf is described as such,

“The circular frame represents the circle of the universe; the skin points to absolute existence; the beating
of hands on the skin represents divine entry; and the four chain-rings represent the realms of earth;

divine providence; humanity, and spirit, through which life is begotten to all existence” (Najib Mayel Heravi
, 1993, p. 9).

From several examples that are given about the Daf in Al-Aghani book?#it can be seen that the D4f had
existed in the Arabian Peninsula. Other sources show that the Daf continued to be taught in Iran as
a percussion instrument after the introduction of Islam (Abul-Faraj al-Isfahani, 1992, pp. 360 Volume2 - 366
Volume3 - 221 Volume4). For instance, according to the information in Rustam Al-Tavarikh’s book, the Daf

had been used as a musical instrument in joyous celebrations during the Qajar Dynast}%s(l\luhammad Hashim
Asif | 2001, pp. 278,395).

Since the Daf has been played in both celebratory events and mystic spiritual ceremonies, it has been

. . . . . . . 26
frequently, either by its name or the way it is played, mentioned in Persian poetry. For instance, Rudaki’,
a Persian Poet, mentions the Daf several times in one of his quatrains: (Saeed Nafisi, 1957, p. 517)

655 SV wgy g5 By Dbl (gs) Sl cuds 4 Syl S Ol
$2) Shsd L O j5 4 iy SNl S, e p 0l

Also, in Khosrowname , a book which which was written by Attar Neishabouri? he has described the
Dif in the following poem: Refetred to Attar Neishabouri, 1960, p. 248 )

rrsh i S e olg Sgel ke S S
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, - - 28 . 8 ,
The Daf has appeared in several of Rumi’s poems™: (Rumi, p. Sonnet Number 1471)

vll:ddduygd:wlrhebﬁ dv&jquj@g%éwuy,bdl

24 Kitab Al-Aghani is an encyclopacedic collecton of poems and songs that runs to over 20 volumes in modern edidons, it was compiled by the 10th-century
wtitet Abul-Faraj al-1sfahan.

25 The Qajar dynasty was a Petsianized native Iranian royal family of Tutkic oxigin, which ruled Persia (Iran) from 1785 to 1925,

26 Abu Abdollah Jafar ibn Mohammad Rudaki, also written as Rudagi (858 - ca. 941), was a Petsian poct, and is regarded as the first great

literary genius of the Modern Persian, who composed poems in the "New Persian” alphabet. Rudaki is considered as a foundet of
Persian classical literature,

27 Farid ud-Din was a Persian poet, mysdcal philosopher, and hagiogtrapher from Nishaput who had an immense and lasting
influence on Persian poctry and Sufism.

28 Rumi (Jalal ad-Din Muhammad Rami) was a 13th Century Sufi mystic and poct, from Persia (Rumi was born in

modern day Afghanistan and lived for a while in Turkey). Rumi’s poctry expresses his longing for union with the

Divine. It is a personal mystic journey he invites us all to join.
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%  The shape and construction of Daf

(Shahrzad Farokh Kish, 1997, p. 141 ) The Daf’s cylindrical wooden body or frame is called Kamaneh, Dowreh,

Chanbar, or Kameh. It is made of woods from Walnut, Buttonwood, Willow or Grape Vines (Hossain Ali
Mallah , 1997, p. 309).

To construct the body of the Daf, a wooden strip 180cm long, 6-7cm wide and 1.5¢m thick is rolled up
into a circular ring using special machines. The two ends are joined and nailed together. The circular ring
is then placed in the shade so the wood is dried. Once the wood is dried, the nails are removed, the two
ends are chamfered and then glued together. The thickness of the wooden ring along the edges at one side
of the ring, where it is covered by the skin, is reduced. On the other side of the ring, a half-circle cut-out

is made for the players to rest his/her thumb while Daf is being held. This is called the Shasti (Mohammad-
Reza Datvishi, 2005, p. 397) & (Mchran Poor Mandan, 2000, p. 77).

In some Dafs, there is a leather strap that is attached to the inside wooden rim. The leather strap is
wrapped around the player’s hand for support when the Daf is played for prolonged periods of time. The
skin that is used for Daf is usually a tanned skin of goat, deer, sheep, fish or sometimes calf (Hossain Ali
Mallah , 1997, p. 310). The skin from those animals not considered Halal are not used for the Daf. There is
a belief that skins from un-Halal animals make player’s hands sweat which impregnates the outside rim.
It is perceived this takes away from the spiritual effectiveness of this instrument (Hossein Heydarkhani, 1995,
p. 104). The skin must be of uniform thinness throughout. Old skins tend to produce better sounds. To
remove hairs from the skin, it is normally placed and sealed inside a plastic bag. This makes the hairs
decompose and separate from the skin. The skin is then soaked in water for a while until it gets soft and
stretchable, ready for installation on the wooden rim. A naturally made adhesive called Sereeshom®is
spread on the outside part of the wooden rim. The skin is placed on the champhered edgeBDOf the wooden
rim; it is stretched over the edges and fixed to the rim using special nails with wide circular heads, called
Gol-Meekh (Stud), to hold the skin while the adhesive dries (Mohammad-Reza Darvishi, 2005, p. 397). In some
Daf designs, a few Zehi Tar (strings) are placed under the skin across the diameter of the rim. These Tars
(strings) will vibrate with each beat and cause a unique sound to be added to the Daf (Hossain Ali Mallah ,
1997, p. 309). In some designs, sacred calligraphy is written on the outside skin, which is intended to stop
the Diaf being used to play forbidden or un-sacred music. Equally, vain poetry and writings should not be
written on the skin (Hossein Heydarkhani, 1995, p. 104). Nowadays, synthetic materials are commonly
used instead of an animal skin, which are more suitable for humid climates. Also, the width of the
wooden rim tends to be narrower in modern Daf designs. A soft spongy material is these days placed over
the Shasti to provide comfort for the player’s hand.

29 Tsinglass is a kind of gelatine obtained from fish, esp., sturgeon, and used in making jellies, glue, etc., and for clarifying ale.
30 A chamfer or shamphered edge is 2 beveled edge connecting two surfaces.
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%  Daf Musical Applications

The Daf is extensively used in most regions of Iran in joyous ceremonies, religious events, and sometimes
for healing practices. The Daf is known as a sacred instrument in Iran’s Kurdistan region and Kurdish
people pay special respect to it. A number of Dervish sects in this region including Qaderis’} Nagshbandis
2Khaksaris*? and to some extent Ahle-Haq, play the Dif in their devotional ceremonies. Also,
Ne’amatollahi Dervishes who mostly reside in Kerman region use the Daf.

Among all Dervishes, the Qadiriyya followers use the Daf the most in their devotional ceremonies. They
believe the truth is recognized through the beating sound of the Daf and Sima dancing. They undertake
their devotional ceremonies in a standing position which is called Tahleel and in a siting form which is
called Hare. These ceremonies occur on Tuesday and Friday nights in Khangah®(Dervishes’ place
of worship).

Before the ceremony, Dervishes take ablution and enter the Khangah. They then say an obligatory
prayer, which is called Taheyyat. After the prayer, they kiss the Quran and Khanqah’s flag as a sign
of respect and exchange greeting with the Khalifate who leads the devotions. Everyone then takes his or
her own seats. A Maddah (Panegyrist) starts to play the Daf and chants verses in Praise of Prophet Mo-
hammad and His disciples. This part of the ceremony takes about half-an-hour and finishes with Salavat
(a verse that praises Prophet Mohammad and His successors). After this, everyone sits on their knees in
a circle and the Tahleel part starts. As a group they start chanting verses such as ‘La Elahe Ellallah’ (There
is no God but Him)’, ‘Astagforellah (I seek forgiveness from God)’, ‘Ya Hoo” (O He), Ya Hay (O the
Self-existing One), “Ya Qayyum (O the self-subsisting One)’ or Ya Da’em’ (O the everlasting One)’. This
part also takes about half-an-hour. In the next part, Dervishes stand up and they let down their long hair
(which is generally long). They starts making strange movements while standing and chanting ‘Hay Allah’
(God is ever-existing).

The participants move their heads, in rhythm with the beatings of the Daf, slowly and gradually faster and
taster. This continues until they reach an ecstatic state and start performing extreme acts such as eating
sharp razor blades, swallowing large objects, inserting a sword into their head, and piercing their body
with metal sticks. Some of these participants faint and fall onto the ground. They are revived by loud
screams of other people around them. The ceremony then concludes with reciting prayers and verses
from the Quran (Mohammad-Reza Darvishi, 2005, p. 399) , (Masoudich, 2004, p. 210) & (Ghaderi, 2008, p. 79).

31 The Qadiriyya are members of the Qadiri Sufi ordet. This derives its name from Syed Abdul Qadir Jilani Al Amoli (1077-1166 CE,) who was a native
of the Iranian provinee of Mazandaran. The order relies strongly upon adherence to the fundamentals of lslam.

32 Nagshbandi (Nagshbandiyya) is a major spiritual order of Sunni Islam Sufism. It is the only Sufi way that traces its spititual lineage to the

Islamic prophet Muhammad, through Abu Bakr, the first Caliph and Muhammad's companion.

33 The Khaksar dervishes are not given much too writing, Spiritual descendants of the ancient Middle Eastetn fityan and of
the Qalandars who wander throughout the Indian sub-condnent, they emerged in Iran during the nincreenth century.

34 The Ni'matullahi or Ne'matollahi is named after its 14th century CE founder Shah Nimatullah (Nar ad-Din Ni'matullah Wali)

who sertled in and is butied in Mahan, Kerman Province, Iran, where his tomb is still an important pilgrimage site.

Shah Ni'matallahi was a disciple of the Qadiri sufi "Abd-Allah Yefa'l: a chain of succession of masters (silsilah) has

been claimed that extends back to Maruf Karkhi.

35 Kerman is the capital city of Kerman Province in South-East lran. 1t is one of the largest cities of Iran
in terms of arca and famous for its long history and strong cultural hetitage.

36 A khangah or khaniqah, also known as a tibat among other terms — is a building designed specifically

for gatherings of a Sufi brotherhood, ot tariqa, and is a place for spiritual retreat and character
reformation.

The traditional Frame Drum of Sufis around the world



In Qadiriyyas Khangah, the rhythmic melody played with the Daf is named according to the recitation
that is chanted while the Daf is being played. These rhythms are called Ndzm or Iga’a (in old language)
by Kurds (Honari, 2009). Bijan Kamkar?] one of the most distinguished Daf players in Iran believes there
are no more than eight Nazms: Hay Allah, La Elahe Ellallah, Da’em, Haddadi (or Ali Mola Ali) Geryan,
Allah Allah Allah ya Mohammad Rasoolullah, and Najjary.

The Daf is known by the followers of Ne’amatollahi sect in Kerman as Dap; it is the only musical
instrument that is used by them during their devotional ceremonies. In these ceremonies, Daf players
follow, the congregation, as they sings chant recitations (Mohammad-Reza Darvishi, 2005, p. 400). Dervishes
from the Ahle-Haq sects use the Tanbour®(Tabur) in their devotional ceremonies and the Daf is a
late addition to their ceremonies, which is a borrowed custom from Qadiriyya Dervishes. The way
Ahle-Haq play the Daf is the simplest of all the sects (During, 2000, pp. 75-76).

Dervishes of Mowlanahave played the DAf since the time of Mowlana himself. Apart from devotional
ceremonies, the Daf has always been played in social, happy events. The Daf is played during Mowloodi
Khani (birthday songs), which are held to celebrate the Birth of Prophet Mohammad in Sanandaj*!Iran).
Followers of the Sunni branch of Islam believe that Prophet Mohammad was born on the 12th of
Rabee’w’Avval (a month in the Islamic Lunar calendar). They go to the mosque on this day to hear the
Mowlood-Nameh Khani (recited birthday celebration tablets) and Daf playing. The person who recites
the birthday celebration chants poems in Arabic and Persian (called Tanzeleh) and the Daf players, repeat
his poem’s rhythmic cycle. Similar ceremonies are also performed on the night of Prophet Mohammad’s
Ascension with the difference that on this night the Me’araj Na’meh (the Ascension Tablet) is
recited instead of the Mowlood-Na’meh (Birthday Tablet). Playing the Daf in the ceremonies held for
Prophet Mohammad and his successors in Tehran, is also customary.

In addition, the Dif is also played in healing ceremonies. All primitive traditional healers who claimed
healing the sick by their magic, carried percussion instruments (Ashdani, 1993, p. 167). There is a
healing ceremony that is performed in Kurdistan and is called Palplah Rashe. In this ceremony, which is
held in Khanqah, the sick person is seated and Khanqah’s flag is placed over his/her head. A group of
Detvishes circle around him/her and start playing the DAf and chanting recitations, which include the
name of Imams and their elders while moving their heads (called Sar Zadan). The patient gradually starts
moving his/her head, and at the end of healing session, he/she regains health (Honari, 2009). Similar
ceremonies are performed in the southern region of Iran by a person called Qolam Margeery; it is a kind
of Zaar ceremony #!

37 The Kamkars is a Kurdish family of seven brothers and a sister, all from the city of Sanandaj, the capital of the Kurdistan province in Tran.
They are one of the leading musical ensembles in Tran and Traq today. Their repertoire ranges from the vast array of traditonal Kurdish and Persian
music with its poignant, entrancing melodies and uplifting high energy thythms to the classical Kurdish and Persian classical music of Tran,
38 Nowadays Kermanshah tanbur is played all over Tran, and that's what is called just "tanbur" in Tran nowadays. Tranian tanbur is
mainly designed in Kermanshah, Kurdistan Province and T.orestan.
39 The Mawlaw'yya is a Sufi order founded in Konya by the followers of Jalal ad-Din Muhammad Balkhi-Rumi, a 13th-century
Persian poet, Tslamic jurist, and theologian, They are also known as the Whirling Dervishes due to their famous practice
of whitling as a form of dhikr (remembrance of God).
40 Sanandaj is the capital of Kurdish Culture and Kurdistan Province at Tran, Until the 17th century it was
only a small village, when the governor of the region, Suleyman Khan Ardalan, built (or renovated) a fortress
there, known as "Sena Dezh”, which gave the town its Persian name.
41 *“The purpose of the Zat ceremony is to cure mental illness through contact with the possessing
spirits which cause maladies. Though there are several methods for dealing with psychological
disturbance, the Zar is the last resort which is supposed to have powerful therapeutic effect
for several kinds of ailments,” writes John Kennedy in Nubian Ceremonial Tife.
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The Daf is also present in mourning ceremonies in Kurdistan. Gorani of Kurdistan (Gorani Kurdish
music) play Daf and Tanbour at the grave of a deceased person and recite poems that tell the transitory
nature of this earthly life and perishable nature of the human body. They gradually speed up the rhythmic
beats of the Daf to ease the sorrow and grief of the family and friends of the dead (Rafie, 2008, p. 80).

It is only been a few decades since the Daf has been played outside the Khangah and has been used as a
sophisticated musical instrument with high capabilities in musical concerts and ensembles. Bijan Kamkar
used the Daf in an ensemble in Iran for the first time in the year 1976. Since then, Daf ensembles were
tormed and the Daf played a pivotal role in these performances. Nowadays the Daf has emerged from its
past obscurity and is used as an effective instrument in ensembles and it is also played as a solo instrument
by prominent musicians.

Posture and hand positions of Daf

The placement of the left and right hand when playing an instrument is played (Schwartz, 2014); in addition,
criteria of playing on the run-time is include aesthetic principles, being the dominant player for various
techniques and keeping ready the state for transfer notes from the eye to the brain and hands.

Good musicianship, is achieved through a variety of techniques including posture, hand position,
velocity, delicacy, tonality and other aesthetic principals. The player who hones these skills and observes
a ready state can best transfer notes from the eye to the brain and hands.

%  Position of Daf

Dif is one of the few instruments that does not have any support when you are playing it, in terms
of connectivity the playet's body, or through a stand or special table. Hence, there are many rotational
movements of the Daf because it moves freely within your hands. These unconstrained, easy movements
should be investigated to get the best sounds out of the instrument.

The best classical position for playing Daf is standing. When sitting, sit on the front edge of a chair
without arm rests so your elbows are free. Hold the instrument at roughly chest height.

%  Daf hand positions

Imagine the Daf is a clock face. Hold your left hand around the 6 0’clock position
and hold your right hand around the 9 o’clock position.

The traditional Frame Drum of Sufis around the world



Towards the bottom of the Daf, near the six o’clock position there is a small cut or recess in the frame
(Shasti). Hold the Daf using your left thumb as a hook on top of the rim and preserve the balance using
your left index finger underneath the rim. The Daf will naturally sit towards the left side of your body.
Some Daf players keep their instrument towards the right side of their body. This posture does not
enable the best ergonomic or effective use of the instrument.

There are four places or regions on a typical Daf which, when struck with either a closed or open hand,
each produce a unique sound.

*  The Base place which is called Tom/Bam

*  The Treble place which is called Bak/Rast

*  The Middle-voiced place which is called Left/Chap

*  The Rings (or Chains) which ate called Zanier/Nafas (breath)

RJslaae So g o pa 2 (5 002

Treble place Base place
which is called which is called
Bak/Rast Middle voiced place Tom/Bam

which is called
Left/Chap

%  Tom/Bam (bass) beats

To achieve Bam beats use your right hand and hold your hand in a closed position so your fingers

are touching. Aim to hit away from the edge and towards the centre of the Daf.
The propulsion for this action should come from your wrist.

(The image in on the top of next page)
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Bak/Rast (treble) beats

To achieve Rast beats use your right hand and open your hand so your fingers are spread. Aim to hit the
edge of the Daf where the rim meets the skin. Again the propulsion for this action should come from

your wrist.
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Chap (middle-voiced or left) beats

To achieve Chap beats use your left hand and open your fingers. Aim to hit towards the centre of the
Daf. Again the propulsion of this action should come from your wrist.

Rings (Nafas) beats

The sound of the rings (or chains) on the skin make the unique sound of the Daf. To produce the ring
(of breath) sound, move the Daf from its original position at chest height and quickly raise it up (to about
neck height) and then back down. The sound is generated from the sweep of the chains against the skin
and rim of the drum.
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As a result, the four main sounds or voices of the Daf are Tom (bass), Bak (treble), Chap (middle-voiced)
and Zanjier (rings). The following symbols above the notes are used to describe how the note is voiced.

2
17

(Bass) (Treble) Middle Sound (Rings)
Tom/Bam  Bak/Rast Left/Chap Zanier/Nafas

Rhythm in music theory

%  How to read music note values

For a percussionist reading sheet music means understanding the value of each note (that is, how long
each note lasts), how the note is voiced (i.e. Tom, Bak etc.), and how notes fit together. To know how to
read music, you will need to learn the different types of notes and their timing. How note values fit against
each other in a piece of music is as important as their musical pitches because if you change the note
values in a piece of music, you end up with completely different music.

Music notes indicate exactly how long a specific pitch should be held by the voice or instrument. The
time value of notes determines what kind of rhythm the resulting piece of music will have, whether it will
run along very quickly and cheerfully, or slowly and somberly, or in some other way.

The value of a half note is half that of a whole note, the value of a quarter note is a quarter that of a whole
note, and so on. Each level of the “tree of notes” is equal to the others.

11
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Each row of this note tree takes up an identical amount of time.

From top to bottom, this image shows a whole note (semi-breve), 2 half notes (minums), 4-quarter notes
(crochets), 8 eighth notes (quavers), and 16 sixteenth notes (semi-quavers). You can continue
this sequence by adding one more flag and doubling the number of notes: 32 thirty-second notes (three
flags) and 64 sixty-fourth notes (four flags) each last the same length as a single whole note.

Depending on the time signature of the piece of music, the number of beats per note varies. In the most
common time signature, 4/4 time, also called common time, a whole note is held for four beats, a half
note is held for two, and a quarter note lasts one beat. An eighth note lasts half a beat and a sixteenth note
just a quarter of a beat in 4/4 time. In 6/8 time a quarter note lasts two beats and an eighth note lasts for

one beat.

Although the note lengths may vary in their relationship to the beat, they do not change in their
relationships to each other. One beat of music could indicate the length of a whole note, a sixteenth note,
or anywhere in between, but two-quarter notes will always be twice as fast as a half note, and two eighth
notes will be twice as fast as a quarter note, and so on.

%  Note lengths

The length of a note will tell you how many beats it covers 1n a meas-
ure or bar. The most common note lengths are:

*  Whole Note (semi-breve), covers every beat in 4/4 time.
In common time (4/4), a whole note takes all four beats.

* Half Note (minum), is 1/2 the length of a whole note.
In common time a half note is two beats

* Quarter Note (crochet), is 1/4 the length of a whole note.
In common time a quarter note is one beat.

» Eighth Note (quavet), is 1/8 the length of a whole note;
half the length of a quarter note. Two eighth notes make one beat.

+ Sixteenth Note (semi-quaver), is 1/16 the length of a whole note;
half the length of an eighth note.

Four sixteenth notes equal one beat of common time.

* Thirty-Second Note (demi-semi-quaver),
is 1/32 the length of a whole note; 1/4 the length of an eighth note.

Eight thirty-second notes equal one beat of common time.

 Sixty-Fourth Note (hemi-demi-semi-quaver),
is 1/64 the length of a whole note; 1/8 of an eighth note.

‘2zr 2 C, |YQS e | 1 QO

Sixteen sixty-fourth notes equal one beat of common time.
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%  “Simple, compound and irregular time signatures”

1) Simple Time are rhythms such as 2/4, 3/4, 4/4, which have an equal binary beat-time. Generally,
music that is in a regular rhythm has long notes coinciding with strong beats and shorter notes coinciding
with weaker beats.

19
These numbers are time signatures. In brief, they % i g ] | J J |
tell you how many beats are in a measure. (This is 4 o ¥ Erer
a very simple definition.) ‘ l“ e o
& 2
There is an ordinary time signature, such as 2/4, 4 4 4 NN
where measures are two quarter-notes long. T 896 38
4 1 g 3 4
: : . % o | J 4 ] I
To start this off, think of a waltz. You might j g -—J- A A A A

count it out like this: One two three one two three :aE TE h
(and so on).
That is 3/4 time; each measure is three quarter-notes long (or the equivalent number of notes of other

lengths).

In music which is in 4/4, also known as common time, where measures are foutr quarter-notes long, the
emphasis or stress could be on the 1st, 2nd, 3rd or 4th beat. Which beats are stressed doesn't change the
time signature, but how many notes you can fit into a measure will.

2) Compound Time is the name given to music where each beat divides into 3 (rather than 2, which is
Simple Time). We can convert a simple time signature into an equivalent compound time signature by mul-
tiplying the top number by 3 and the bottom by 2.

Simple Time Signature: 3/8 2/4  3/4 4/4  2/2  3/2 4/2
Compound Time Signature: 9/16  6/8 9/8 12/8 6/4 9/4 12/4

To convert a compound time signature into an equivalent simple one, divide the top number by 3 and the

bottom by 2. To better understand this type of conversion, first it’s good to understand how dotted notes
work in compound rhythms.

%  The Value of dotted notes

A dotted note is a note with a small dot written after it. The dot increases the duration of the
basic note by half of its original value. If the basic note lasts two beats, the corresponding
dotted note lasts three beats. A dotted note is equivalent to writing the basic note tied
to a note of half the value, or with more than one dots; tied to notes of
progressively halved value.

Rhythm in music theory
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3) Complex or Irregular Rhythms; another way you can add rhythmic interest and variety to music is
through the use of irregular rhythms (also called complex or irrational rhythms or artificial division). An
irregular rhythm is any rhythm that involves dividing the beat differently from what’s allowed by the time
signature. These rhythms are notated as conventional rhythms and are based on simple units, usually 2, 3
and 4 beats. For example 7/8 can be grouped either 24+2+43 (see the sample below) or 3+2+2.
Conventional Western notation fails to describe the possible variations of complex time signature’s
metric grouping.

Remember irregular note divisions, such as triplets and duplets, allow for more complex rhythms than
“regular” rhythmic notation normally allows.
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%  Components of rhythm in music

Rhythm is the subdivision of a space of time into a defined, repeated pattern. Rhythm is the controlled
movement of music in time. It may be defined as the division of music into regular metric portions;
the regular pulsation of music (Schwartz, 2014).

* DPortion
The smallest part of the rhythm, a subdivision of a beat, which is divisible in terms of the rise or fall.

* Beat
The regular pulse of music which may be dictated by the rise or fall of the hand or baton of the

conductor, by a metronome, or by the accents in music.

* Bar
Lines drawn perpendicularly across the staff to divide it into measures. The term
‘measure’ is also used.

* Phrase
Term applied to a complete, independent musical idea, usually consisting
of two or four phrases, ending with a cadence.

Rhythm in music theory
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* Motif [French]

A short tune or musical figure that characterizes and unifies a composition. It can be of any length, but
is usually only a few notes long. A motif can be a melodic, harmonic or rhythmic pattern that is
easily recognizable throughout the composition.

* Movement
Complete, self-contained section within a larger musical composition.

e Piece
A term for any composition that is a complete work in itself. This could be a self-contained movement
of a larger composition, such as an aria of an opera, or the entire composition (Schwartz, 2014).

Phrase o&Jlo>
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Beat h.lJ.l.a

Bar line
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%  Music rest lengths

A music rest marks the absence of a note, and indicates there will be no note played in the measure for
its duration. Rests are written in lengths, just like notes; a rest with the duration of a quarter note is called
a quarter rest. Dotted rests are used in the same manner as dotted notes: A rest of 1/2 beats may be
written as a dotted quarter rest. Rests and notes may appear simultaneously despite each other.

Chart of Rest Values
Whole Rest - 38 ChgSuw
Half Rests /\l St gSias

Quarter Rests
Eighth Rests
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%  Dynamics

In music, dynamics normally refers to the various different volumes of a composition. It is relative and
does not indicate specific volume levels (Schwartz, 2014).

Basics Notations Definitions
pianississimo bpp very soft
pianissimo b

piano ? solt

mMeZZ0 piano nip moderately solt
mezzo forte i moderately lond
forte I loud

fortissimo Vi very loud
fortississimo N extremely loud

Dynamic's note velocity

Dynamic Velocity* Voice
pPPP 16 Whispering
PP 33 Almost at a whisper
P 49 Softer than speaking voice
mp 64 : :
Wit 20 Speaking voice
f 96 Louder than speaking
ff 112 Speaking loud
fff 126 Yelling

Decrescendo  Crescendo Accent

(diminuendo)

*Note velocity adopted from Logic Pro

(Gerou, Tom and Linda Lusk, 1996).

%  Accent

One of the main indicators for percussionists are accents. There are three formats of accents in music.
First, a stress or special emphasis on a beat to mark its position in the measure. Second, the mark in the
written music indicating an accent. There are five basic accents, staccato accents, staccatissimo accents,
normal accents, strong accents, and legato accents with several combinations possible. Third, the principle
of regularly recurring stresses which serve to give rhythm and phrasing to the music.

The downbeat is the first beat of each measure. The downbeat is the fundamental and stable
(a strong beat) because it initiates each new group of beats. The last beat of each measure is
unstable (a weak beat) because it pulls forward to the following measure. The last beat of
a measure often seems to have more energy than the downbeat, because it propels

the rhythm forward to the more stable, stronger downbeat.
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%  Stress patterns
The following stress patterns for beats are common:

1. Duple meters: Meters with two beats follow a STRONG-weak stress pattern for the two beats.

2. Triple meters: Meters with three beats follow a STRONG-weak-weak stress pattern for the three
beats.

3. Quadruple meters: Meters with four beats tollow a STRONGEST weak-STRONG-weak pattern for

the four beats.
The Stress Patterns in Regular Bars

The strong beat The weak beat The strong beat The weak beat The weaker beat
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The Stress Patterns in Compound Bars
The strong beat The weak beat The strong beat The weak beat The weaker beat
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%  Offbeat

A beat or a portion in a measure that has no special accent, being neither a downbeat nor an upbeat.

Subdivisions (like eighth notes) that fall between the pulse beats are even weaker and these, if used
frequently in a thythm, can also make it "off-beat”.

The doyvnbeat
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The strong Portion The strong Portion

%  Syncope

A shift of accent in a passage or composition that occurs when a normally weak beat is stressed. An exam-
ple of a thythm that is syncopated is given in the figure below.

The strong Beat
The weak Beat The downbeat
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%  Triplet

A triplet is a group of three notes played inside another note-length; a portion of musical time that’s been
split thythmically into three equal parts where is identified by a small ‘3” above or below its note beam,
bracket, or slur. As a result, the triplet group’s total duration is equal to two of the original note-values.
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%  Duplet

A duplet a type of note-grouping of two, which fits into the length of three of its note-type. This
note-grouping that is played inside the length of another note-value is a division of musical time that
allows for irrational rhythm.

%  Tempo

The tempo of a piece of music is its speed. There are two ways to specify a tempo. Metronome markings
are absolute and specific. Other tempo markings are verbal descriptions which are more relative and sub-
jective. Metronome markings are given in beats per minute.

They can be estimated using a clock with a second hand, but the easiest way to find them is with a metro-
nome, which is a tool that can give a beat-per-minute tempo as a clicking sound or a pulse of light. How-
ever, the same tempo marking can mean different things to different composers; for example, for some
composers, largo is slower than adagio; for others, it is the other way around. Traditionally, written tempo
instructions are given in Italian.

b

J =88
2 i
g Four four time
4 (Quarter note gets one beat)

88 beats, or 88 quarter notes, per minute

J .=80
€. Six eight time
g {Probably dotted quarter gets one beat)
80 dotted quarter per minute
(This would be the same speed as D= 240)

¢ =120
o) Two four time

f (Half note gets one beat)

120 beats, or 120 half notes, per minute

& -h =148
% Sixeight ime
148 eighth notes per minute
Could be conducted in a fast six
(eighth note gets one beat) or in a slow two

(dotted quarter gets one beat about «. = 50)

Primary techniques of Daf

%  Ornamentation

The modification of music, usually by adding additional notes to a thythm or melody is called
ornamentation. Ornamentation for DAf players involves decorating a rhythm with additional
sounds such as rings/breath and grace notes.
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Ornamented notes in rings before main note Ornamented notes in rings after main note

%  Rings lying (Zanjier Khabiedeh)

In addition, there is another rings technique that is called rings lying. T'o achieve this technique move the
Daf quickly from a vertical to horizontal position so that the rings fall on the skin making a percussive

sound. See the illustration below and also the Figure below which has an example of how this ornament
is notated.

1 2
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& Notation of the Rings Lying ornament

*  Left and right hand grace notes

* The other techniques of Daf ornamentation are referred to as grace, or Zinat notes. All the
fingers of your left hand and right hands are used for playing grace notes. Throw your fingers, from
smallest to largest, against the skin in very quick succession so overall a burst of sound is heard the order

of finger placement is detailed in the illustration below. The Figure below shows how this ornament is
notated.
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Grace notes before main note

It should be mentioned that these ornaments sometimes can be implemented as ancillary techniques
that come from a combination of the main techniques. Thus, it is good to practice these techniques

when you rehearse.

*  Legato

Legato is a smooth, slurred effect on notes, leaving no audible spaces between them. The symbol for
legato is a curved line written above or below a series of notes (depending on their location on the

staff), and connects two or more notes of different pitch.

%  How to play legato on the Daf

The curved line shows the player which notes to ornament. For example, if the curved line includes
10 notes, you should play ornaments, such as rings, on every one of those 10 notes. Sce the figure

below for an example.

The curved line and the grace note in this example require you to play 10
ring ornaments non-stop while playing the rhythm at the same time.
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%  Wrist Rings (Zanjier Moch)

Another legato technique for Daf is called “Wrist Rings” because the Daf is shaken by the wrist moving
in a horizontal direction instead of the wrist moving vertically. This shake coincides with the rhythm
which is being played with the other two hands. This ornament is notated with a wavy line beneath the
notes. The player should continue to play the Wrist Rings ornament until the ornament notation is no-
longer written.

See the figure below to show how this ornament is notated.

See the illustration below which indicates wrist movement.
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%  Staccato

Staccato, which means “detached”, is an indication to make notes brief; to separate them from one
another so they do not touch or overlap. This effect on articulation contrasts the legato.

Staccato for the Déf is not marked conventionally, with a small black dot placed above or below the
notes, because Staccato is achieved with the rings on the Daf. As in the figure below, when an eight note
has a grace note before it you subconsciously play it staccato. As a result, the rings are played separately
from the rhythm line. See Figure below for an example of how staccato is notated.
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#  Delicate technique (Ree2)

Reezes are composed of rapid right and left hand beats which are equal in terms of both power and
speed. The best and most complete Reezes are played in secondary positions like grace notes. Reez
practice is one of the most demanding practice techniques which requires passion and continuous
effort. It’s important to stay within the structure of the rhythm and stick to the value of bar whilst
doing a continuous Reez.

There are three groups Reez on Daf which all have different characteristics.

* The loudest and most complete Reez is the Main Reez (Reez Por) that is played as ancillary
ornamentation in most performances especially for solos.

* The Whipped Reez (Reez Shalaghie) is very powerful and is always played in the Chap/Left and
Bik positions and often use in ancient, epical and magami pieces.

* The One-finger Reez (Reez Toodamaghie) is a fine technique; however, the third finger of each
hand plays the Reez with high velocity, and is played on the edge of the rim. Because of its special
sound, it is also called ‘Nasal Reez’.
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Pishriez or Derrib-or tremolo, four grace notes played immediately before the main note

P.ﬂrﬁ!fé{ or Darrdli, two grace notes phy(!d innm*.di:&tel}-‘ before the main note

| Reez or tremolo, especially as used in percussion instruments notation
Slur or phrase mark, particularly where one syllable is sung on more than one note
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Persian transcriptions observe the following marking conventions:
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-singers in front, musicians behind, between

them young women playing hand-drums." -Psalm 68:25-26 Tag Trans. 68:24-25).

Figurine of a woman playing a hand
King, into the sanctuary
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and its primary rhythms

To hear examples of these techniques/ornaments please
refer to the online audio files at this web address:
http://www sufiartgroup.com/#!lessons/cl2ze
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J =88 J’ =120

4/ Four four time - Two four time

L (Quarter note gets one beat) C‘f (Half note gets one beat)
88 beats, or 88 quarter notes, per minute 120 beats, or 120 half notes, per minute

J‘ =148

J .= 80 § Six eight time

©_ six eight time 148 eighth notes per minute

g (Probably dotted quarter gets one beat) Could be conducted in a fast six

80 dotted quarter per minute (eighth note gets one beat) or in a slow two

(This would be the same speed as D= 240) (dotted quarter gets one beat about J. = 50)
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Dynamic's note velocity

Dynamic Velocity*  Voice

PPP 16 Whispering

PP 33 Almost at a whisper

P 49 Softer than speaking voice
mp 64 . )

mf 80 Speaking voice

f 06 Louder than speaking
ff 112 Speaking loud
fff 126 Yelling

Decrescendo Crescendo Accent
{diminuendo)

*Hote velocity adopted from Logic Pro
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Treble place
which is called

Bak/Rast

Middle voiced place

which is called

Left/Chap

2 5 o2 po
Base place
which is called
Tom/Bam
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