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Gratitude

It has been more than fifty years since my father penned his last note of music, but I still have
not come to terms with the cruel turn of fate that took him from us in such an untimely man-
ner. As the years have passed, I have frequently come across aspects of his work that are still un-
surpassed and original. I inherited the treasure that comprises his manuscripts very early in my
professional life, and for years I protected it from others who might have used it as their own, or
abused it through lack of understanding. Now the time has come to share this treasure with the
country that was his life and breath and with its people, whom he loved so deatly. In so doing,
I hope to provide inspiration and stimulus for similar work on the part of future generations.
It goes without saying that I could not have prepared this body of work for release to the public
without the help of like-minded friends and artistic colleagues. I am grateful to my husband,
Stephen Ackert, for sharing my appreciation for the role that my father’s legacy plays in Persian
culture and providing encouragement and support under circumstances that often required
great patience; to my brother, Farrokh Khaleghi, for helping to keep the manuscripts safe; to
my dear friend Behrouz Jamali, who has been instrumental during the last twenty years in cre-
ating and maintaining the Rouhollah Khaleghi Artistic Center; to my colleague Siavash Beizai,
who took great care in digitizing all of the manuscripts in preparation for printing; to the emi-
nent music scholar Dr. Hormoz Farhat, who graciously agreed to write the foreword to this
volume in both English and Persian, and did so with great empathy and understanding; and to
the founder and head of the Mahoor Institute, Mohammad Mousavi, who has established my
father’s legacy over the years by publishing this and many other volumes, recordings, and articles
by and about Khaleghi with special love and attention.
Golnoush Khaleghi Ackert
2019
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FOREWORD

Ancient historical accounts are singularly deficient in providing any edifying evidence on the
sort of music that was heard within the life experience of ordinary Iranians. Nor do we have
any reliable information on music at the royal court of the Medes, the Achaemenids, the Seleu-
cids ot the Parthian dynasties that ruled in Iran for a thousand years, from the 7" century BCE
to the beginnings of the 3" century CE. The empire of the Sassanid dynasty (224-651 CE) has
left us with some notion as to the type of musical instruments that were in use, as depicted in
the bas-reliefs of Tag-e Bostan. Moreover, writers and poets of the subsequent Islamic period
have referred to the lavish musical life at the Imperial Court, particularly from the reign of the
two greatest of Sassanid emperors: Khosrow I ‘Anushirvan’ (reign 531-579) and Khosrow 11
‘Parviz’ (reign 590-628). Names of renowned musicians such as Barbod, Nakisa and Ramtin
have been sited (e.g. the poet Nezami), but there is no musical evidence in written from.

From the Islamic era, particularly between the 10" and the 15™ centuries, we have a signifi-
cant amount of scholarly treatises on music as a science, and about the theory of pitches, in-
tervals and modes. The writings of such eminent scholars as Abu-Nast Farabi (10" century),
Abu Ali Ebn-e Sina (11" C.,), Qotbaddin Mahmud Shirazi and Safiaddin Ormavi’ (13" C.),
Abdolqader Maraqi (15" C.) and others atre very important in giving us an understanding of the
prevailing theories on musical modes and the rhythmic principles that may have governed musi-
cal practice. However, in the absence of notated and readily realizable interpretation of these
theories in actual musical performance, or in musical composition, we cannot claim to know
what in fact the music of the past ages sounded like. There are a few extant pieces of music,
composed by Maraqi in the late 15" century, written in a personally devised system of notation.
This, however, can hardly attest to the existence of a tradition of musical notation. And, to the
best of our knowledge, his system of notation was not used by any other musician, and further
examples of written music do not exist. The only reasonable conclusion we can arrive at is that
music was perpetuated essentially as an aural tradition; it was not written and no method of
notation was commonly employed.

The same holds true for what is known as musiqi-ye sonnati (traditional music) in modern
times; it is learned and is transmitted aurally. This is very much in keeping with folk music in
every other culture throughout the world; folk traditions are in essence oral/aural. They may be
submitted to some form of writing, at some point by scholars, but their perpetuation in actual
performance is fundamentally non-scriptural. Persian musicians may be reluctant to view their
urban musical tradition (sometimes called ‘classical’) as folk music, but in fact that is what it is;
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it is a kind of sophisticated urban folk music.

The Musiqi-ye sonnati, as known and practiced at the present age, undoubtedly, has its roots
in the distant past. It is quite reasonable to assume that this music is an evolved form of the
music as might have been played centuries ago, going as far back as the Middle Ages. We must
recognize that in eastern societies, until modern times (last 150 years), art forms and styles, and
indeed living conditions, changed very little with the passage of time. The Islamic world expe-
rienced no renaissance, no dawn of humanism, no age of enlightenment, and no industrial and
technological revolutions.

The tradition of the so-called ‘radif ‘, which is the heart and soul of musiqi-ye sonnati, and
its formation into the system of the seven ‘dastgahs’ and the five ‘avaz’s’, however, is largely the
legacy of the 19" century Qajar period. This music is modal and monophonic; its performance
1s improvisatory, based on a diversity of modes (magams). A magam, contrary to common as-
sumption, implies no scale structure, but provides melody models (maye) on the basis of which
the performer extemporises. In essence, this is an aural musical tradition, subject to perpetual
variation through improvisation and is, therefore, non-specific and highly individualized.

In Iran, musical composition, as a deliberate creative act, independent of improvisation, and
submitted to writing, is a phenomenon that appeared with the coming of western influences.
Musically, these influences began in the 1870s, when Nasseraddin Shah ordered the creation of
a military band for use in ceremonial occasions at the Royal Court. In his visits to Europe, the
Shah had been greeted by various heads of states and had been impressed by the pomp and
officiousness of military bands that had greeted his arrival in European capitals. The establish-
ment of a music school with French teachers in Tehran for the training of musicians to form a
military band resulted in the earliest - be it highly limited - exposure to western music, to west-
ern musical instruments (largely wind instruments), and most importantly to musical notation.

In time, other western musical instruments such as the violin and the piano, which have no
place in the formation of military band, were also imported and found application in native
music. The violin, in particular, was greatly favoured as it is fully capable of producing tones
that are peculiar to Persian music. The earliest written music in western notation by Persian
musicians that can be called a ‘composition’ dates from the early 20" century. Notable among
these are a few pieces written by Qolam Reza Mimbashian (who had received some musical
training in Russia), ballads (tasnif) by poet/musicians, Mohammad Ja’far Gerashi (Sheyda) and
Abolqasem Aref Qazvini, and short instrumental pieces (pishdaramad and reng) by the famous
tar player, Qolam Hoseyn Darvish. These are all monophonic pieces that are melodically com-
mitted to thematic models (maye) from the dastgah system.

By the 1920s commercially recorded music, first on wax cylinders followed by vinyl discs,
were imported into the country. Also, a number of native musicians were taken to Europe by
record companies in order to make recordings of their performances of Persian urban mu-
sic (dastgahs), which in turn were marketed in Iran. These musicians, in the course of their
European visits, had occasion to hear western music of the lighter variety and were inevitably
influenced by it.

The most significant event that had far reaching consequences in the revitalization of native
music through the infusion of western concepts was Ali Naqi Vaziri’s establishment of a music
school in Tehran in 1923. At that time, Vaziri (born in 1887), a highly accomplished musician
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of native music, had just returned from four years of musical studies in France and Germany.
He had studied theory and harmony of western music; he had also learned how to play the
piano, which is essentially a polyphonic instrument with fixed pitches, very much at odds with
the more fluid tones in Persian music.

Very quickly, Vaziri became the most influential figure in the musical life of the country. Not
only was he a recognized master of native music, he had also unique credentials as the one man
who had knowledge of western music by virtue of having studied in Europe. Moreover, Vaziri
had a charismatic and dominant personality who exuded a sense of authority. His endeavours
to enliven and modernize Persian music met with wide approval of many young aspiring musi-
cians who flocked to him as pupils.

One of the first and most talented of Vaziri’s pupils was Ruhollah Khaleqi. In 1923, Ruhol-
lah was 17 years old with some background in musical training, He was familiar with the Per-
sian tar, and had studied the violin with Mirza Karim Khan, one of the few violin teachers at
that time. But it was his meeting with Vaziri that proved the determining force for the youthful
musician’s career. Very soon, the young Khaleqi became, not only the prize pupil, but also an
assistant to the master. Before long, he was placed in charge of some of the classes; he was
particularly adept at teaching music theory, harmony and counterpoint.

Leaving aside the amateurish efforts at composition by the few mentioned earlier, the his-
tory of musical composition in Iran effectively begins with Ali Naqi Vaziri and his disciples, of
whom Ruhollah Khaleqi was by far the most prominent creative figure. At this point, it is im-
portant to make clear that we are speaking here of composition that is in the context of Persian
modes and not music that is composed entirely according to western techniques. That strand
of musical creativity took hold in Iran a few years later by western trained composers beginning
with Parviz Mahmoud (born 1910) who had studied in Belgium. Many others have followed to
the present; they are fundamentally western trained and compose according to various trends
and techniques of contemporary composition, including the avant-guard. Their music may or
may not have any relevance to native music.

Throughout the1930s, Ali Naqi Vaziri remained a forceful voice for the advancement of the
cause of music in Iran. His multi-faceted range of activity included an ever expanding music
school, public lectures on music, establishment of orchestras and public concerts, writing both
instrumental and vocal compositions, publishing articles and books on music, and advanced the
novel theory of a quarter-tone scale as the foundation of Persian music. In all these endeav-
ours, Ruhollah Khaleqi was a major participant and increasingly an equally active figure.

By mid 1940, due to evolving socio-political conditions, Vaziri chose largely to retire from
public life. By that time, Khaleqi had become the leading personality who was held in respect
by all musicians of the traditional school, as well as being the recognized exponent of the mod-
ernization of native music. This modernization, above all, was represented by the composition
of instrumental and vocal pieces that were based on native modes (maqams), with an underpin-
ning of simple triadic harmony. They were written in western notation, to which a few invented
signs, to express intervals peculiar to native music, were added.

One of Khaleqi’s most important contributions to musical advancement in Iran was the
tounding, in 1944, of the Society for National Music (Anjoman-e Musiqi-ye Melli). A number
of other noted musicians who were also active members of the Society included, Abolhassan
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Saba, Musa Ma’rufi, Hoseyn Ali Mallah and Habib Somai. Khaleqi also founded an orchestra
for the Society, which combined native instruments (tar, alto and bass tar) with some western
instruments (flute, clarinet, violin, viola, violoncello, double-bass, and piano). He acted as the
conductor and organized regular public concerts when the orchestra performed compositions
and arrangements of pieces written by himself and other members of the Society.

An enduring legacy of Khaleqi’s service to his country was the establishment of the Conser-
vatory of National Music (Honarestan-e Musiqi-ye Melli) in 1949. This was, in fact, a restruc-
tured and enlarged replacement of the music school founded by Vaziri in 1923, now under the
aegis of the Ministry of Education. The Honarestan accepted both male and female students
for an 8-year course of study, from the fifth year of the elementary to the final year of the
secondary schools. It had a comprehensive curriculum that included courses on music history
and theory, and provided instruction on all Persian instruments of urban tradition, and some
western musical instruments. Subjects other than music, such as languages, history, geography,
literature and mathematics were also included in the curriculum.

Throughout his professional life, Ruhollah Khaleqi maintained a multi-faceted musical career
as teacher, administrator, performer, conductor and composer. Significantly, he was also active
as a scholar and produced a number of both theoretical and historical books on music. This
is quite exceptional for, after the Golden Age of Islamic Civilization (10™ to 15" centuties),
Persian musicians have rarely delved into musical scholarship; they have been mainly active as
performing artists.

The focal point of interest in the present publication, however, is Khaleqi’s compositions.
With the tireless efforts of his daughter Golnoush Khaleghi Ackert, herself a highly accom-
plished musician, his entire creative output has been collated and appears in the present 2
volumes. These works fall into three categories: a) 40 original compositions, both vocal and
instrumental; b) 46 pieces by other musicians in arrangements by Khaleqi for voice and instru-
mental ensembles; and ¢) 5 anthems (sorud).

Nearly all of Khaleqi’s compositions are anchored in Persian modes (maqams). This connec-
tion is established, not only by the use of the tones that come into play in the chosen maqam,
but also by the adherence to its melodic shape. All magams have certain common characteris-
tics as suggested by their maye (essence). For example: Melodic movement is predominantly
by step; leaps of larger than a 3rd are few, larger than a 4™ are rare, and, within the same musical
phrase, there are no leaps of larger than a 5th. If the piece has a stable rhythmic pattern - in
music composed for an ensemble this stability is a necessity — then the compound duple meter
(6/8) predominates. To a lesser extent triple thythm (3/4), simple duple (2/4) and quadruple
(4/4) are also used. Melodic phrases tend to be symmetrical and are usually repeated twice.

In his compositions, while establishing affinity with Persian modes, Khaleqi takes the free-
dom to enrich the music through the interpolation of a harmonic support. The concept of
harmony, and the rules that govern its application in musical composition, are entirely western,
rooted in the system of major and minor tonalities that was developed in the late Baroque era
(18" century). That, in turn, had evolved from the modal polyphony of the Renaissance (15
and 16™ centuries). What Vaziri and Khaleqi have shown in their compositions is that these
polyphonic techniques can be wedded to compositions that are rooted in native modes. More-
over, their application, not only does not distort, but can enrich the music that is in every other
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way faithfully Persian.

Rhythmically, most of Khaleqi’s original compositions adhere to the patterns that are com-
mon in native music, of which compound duple meter of 6/8 is the most prevalent. But there
are also many pieces in %4 and some that are in 2/4 and 4/4. The most interesting of his com-
positions, as regards rhythmic diversity, is the piece called Khamush (No. 14 in the collection
of original compositions). In this piece we encounter frequent change of metre (e.g %4, 4/4,
5/4). The asymmetric time division in 5 beats is particulatly striking and shows the composet’s
inventive reach. There are many other examples of rhythmic change in different sections of a
number of his other compositions; for example in Hala chera? (No. 12), in Rangarang (No. 24),
and in Ruzegar-e javani (No. 25), among others.

Modulation, which implies change from one mode to another, or magamgardi as it is called
in Persian, occurs in many of his pieces. This, however, is in keeping with a common practice
in a dastgah performance. In fact, a dastgah embodies a group of maqams, each having its own
name and melodic identity (maye). They are generically known as the gushes of the dastgah.
To proceed from one gushe to another necessitates modulation, resulting in the alteration of
some of the tones, or shift of emphasis to a different tonal register.

The second group of compositions in the present collection is made of 46 pieces composed
by other musicians, orchestrated by Khaleqi. Among these, there are seven compositions of his
teacher and mentor, Ali Naqi Vaziri. One of these, bandbaz, is a famous piece originally writ-
ten for tar solo, in which Vaziri demonstrates the technical versatility of this instrument. There
are also six folk songs from different regions of Iran. This is particularly noteworthy, as urban
musicians generally have scant knowledge of the country’s regional music.

The remainder are orchestral arrangements of compositions by other musicians, some of
whom may not have had the needed skills for orchestration and harmonization. This attests
to Khaleqi’s generous spirit in wishing to promote the music of his colleagues. Among these
works, there are eight orchestrated arrangements of songs by Aref-e Qazvini and four songs of
Sheyda, both of whom were popular poets and amateur musicians of early 20" century. Other
well-known musicians, among the many whose pieces have been orchestrated by Khaleqi, are:
Qolam Hoseyn Darvish, Hoseyn Sanjari, Musa Ma’rufi, Morteza Ney Davud, Morteza Mahjubi
and Ali Tajvidi. All of these musicians were primarily instrumentalist; they were not profes-
sional composers and only created occasional pieces. It would be a misconception to consider
any of the traditional musicians who were his contemporaries as a professional composer. In
that category, Ruhollah Khaleqi stands alone.

The final five pieces in this collection are Khaleqi’s anthems, written for different aims or
organizations. The pioneering credit for the composition of anthems is due to Ali Naqi Vaziri
who wrote a number of anthems for use in schools in the1930s. Ruhollah Khaleqi followed
and wrote some of the best-known Persian anthems. The last one of these in the present col-
lection is the patriotic anthem, Ey Iran, which is undoubtedly the most renowned of all his
compositions. Ey Iran is written to the poem of Hoseyn Golegolab in which the poet pas-
sionately extolls the virtues of the motherland using pure Persian vocabulary. It was composed
during WW?2, when Iran was under occupation by the Allied forces. The music is composed
in the maqam of dashti and is highly emotive. It gained instant public favour; but that popu-
larity pales against the ardour with which it has been held after the revolution of 1978/79. At
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the present, among all Iranians, particularly those living outside their homeland, Ey Iran is so
beloved as to be a virtual National Anthem. The text is evocative of nationalistic pride, which
the theocratic regime of the Islamic Republic of Iran strives to undermine, and the music is a
stirring reaffirmation of the same.

In his approach to orchestration, Khaleqi demonstrates a thorough understanding of both
native and western musical instruments, which he combines to good effect. In many cases,
both in his own compositions and in those by others that he has orchestrated, he makes use
of such western instruments as flute, oboe, clarinet and alto saxophone, plus the string family
(violin, viola, violoncello and double bass). In some pieces he also employs the piano for an
added sound effect. Intelligently, he avoids the use of brass instruments such as of the French
horn, trumpets and trombones. These are forceful and rather heroic instruments that would
sound out of place in Persian modes.

As to the use of native instruments in his orchestration, Khaleqi shows preference for the
tar. He also makes use of the alto and the bass tars, both of which were invented by Ali Naqi
Vaziri. Some of the other native instruments, for understandable reasons, do not find a place
in his orchestrations.. The setar has a weak sound and cannot hold its own in large instrumen-
tal formations; the kamanche does not have the versatility of the violin and the santur, being a
purely diatonic (heptatonic) instrument, cannot easily manage modulations.

It is of singular interest that, one of Khaleqi’s compositions, Sharqi No. 8, has been orches-
trated by Parviz Mahmoud, and the handwriting is clearly his. Evidently, the two composers
had close professional camaraderie, even though Parviz Mahmoud, as mentioned earlier, was
a composer of different persuasions. He was a pioneer of musical compositions that are fully
committed to western techniques. His creative output, and those of many others who have
followed, are essentially western even if they make use of Persian thematic material in some of
their work.

LK >>>>

Sadly, Ruhollah Khaleqi died much too soon in 1965. The genre of musical composition in
Persian modes, with the underpinning of simple polyphonic devices that he had brought to its
pinnacle of artistic achievement, was continued by a number of other musicians throughout
1970s. The last two decades before the Revolution of 78/79, however, saw a particular pen-
chant for song writing by musicians who were, as usual, non-professional composers. They
wrote mostly ballads of amorous content, which were made famous by female singers of great
popularity, for whom, in many cases, they were expressly written.

After the fall of monarchy, the Islamic Republic that was established in 1979, from the outset,
assumed a hostile position towards music of all kinds. The present day Shiite theocracy views
music, at best, as a frivolity, and, at worst, as a corruptive force that must be avoided. With the
passage of time, however, the initial categorical hostility has been somewhat moderated, par-
ticularly as concerns music that is instrumental and serious in nature. Western classical music,
and compositions by Persians in the western classical style, have been found less objectionable;
clearly this is not the sort of music that promotes undue gaiety and abandon. Musiqi-ye son-
nati of the instrumental variety, also, seems to be tolerated, but vocal music with amorous lyrics,
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particularly if sung by a female singer, is altogether banned. Consequently, the genre of vocal
composition in native modes that is rooted in the reforms of Vaziri, Khaleqi and their followers
has seen a serious decline.

Effectively, this particular type of Persian musical composition, mostly in song form, en-
riched by western elements (polyphony, formal structure and orchestration) had a life span of
some 50 years, from late 1920s to late 1970s. It is against this background that we must appreci-
ate all the more this collection of Khaleqi’s compositions and arrangements. They represent
the best musical legacy of that 50 years period. We owe much gratitude, therefore, to Golnoush
Khaleqi Ackert for making them available to us in this book.

Hormoz Farhat, PhD
Emeritus Professor of Music
University of Dublin
Republic of Ireland
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Az Kafam Raha

Composed by Aref Qazvini
Poem by Aref Qazvini






