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Dr. Daryoush Safvat is one the most well-known musicians of Iran. His musical view is similar
to what is seen in the works of philosophers such as Pytagoras, Plato, Farabi etc and mystics
such as Hafiz and Mawlana Jalal-ad-din. He considers an objective truth and an ideal for music
which the musician can benefit from according to his cognitive ability. He also considers music
as a medium which the “Imaginal form” vibrates by it, and is manifested in consciousness as
“Joy and Passion”. He believes that music functions beyond melodies and psychological pleasures
petceived by its harmony, and considers it as a medium which through it the sensations of the
musician resonances within himself and transfers to others. Regarding to Dr.Safvat’s dominancy in
philosophy and spirituality, he declares his ideas by musical instruments and simplified and clearly
through conferences and in his books. To have a fair opinion about his music, the written above
aspects should be considered in order to benefit from his music.

The present book is a selection of rhythmic pieces taught by maestro Dr. Dariush Safvat in
his classes. The collection includes notes manuscripted by Ostad Ma’roufi, notes transcribed by
Dr. Safvat and by some of his pupils from recordings of past generation maestros. In order to
encourage pupils to listen to the music of elder maestros, Dr. Safvat would have asked them to
transcribe some of these recordings.

Dr Safvat emphasized on teaching the Radif of Saba, and believed that this Radif is accompanied
with beautiful mystical poems and studying it makes the pupil ready for playing duets with singers.
He would complement the parts it lacked from other versions (from narrations of Ma’roufi, Haj
Agha Mohammad, Ghahremani, Montazem-ul-Hokama and others). The rhythmic pieces were of
second priority to him. He mostly emphasized on helping the pupil to understand Iranian music
philosophy. In this method what’s important was the expression and the spirit of the piece that
manifested through articulations, purity of strikes, accuracy of ornaments, placement of accents,
rests and the impression which that piece suggested.

Although Dr. Safvat followed a certain teaching method based on the pupil’s state and trait,
he taught each session’s lesson according to the pupil’s defects and weak points. Actually the
performance of the pupil would have determined the teaching procedure of that session. He often
got excited about the pupil’s effort and performed with improvisations and creativity. Sometimes
He gave some sequential etudes for correction of pupil’s shortcomings. On many occasions, he
would even have composed an etude specialized for that weakness in the very session. He believed
that any weakness in performance should be converted into an etude and should be practiced

repeatedly until it enters the unconsciousness. Then, the player would be able to automatically



perform that technique correctly. Actually, he considered the songs as a medium by which he could
explain the philosophy of music, and it’s spiritual functions.

Music and rhythm were obedient like a loyal servant to him. Whenever he needed to stimulate
the pupil’s enthusiasm, He would develope the piece and make variations. He would convert the
radif pieces into rhythmic pieces, and visa versa. He would change the rhythms, the strike pattern
and the melodies. This characteristic has caused the Students to feel that nothing has imposed on
them and they are free to experience music as was more convenient to them. Frequently, when
a pupil played a piece wrong, Dr. Safvat would say with an educative humor: Bravo! You played
an interesting piece. Have you composed it yourself!? With this manner, he would imply that the
student did not play the piece as the notes prescribed. Sometimes, he would play the piece in the
same wrong manner that the student had played and would thereby develop it into a song distinct
from the original one, in order not to disappoint the beginner. It’s obvious that this teaching
method comes from maestro’s wisdom which suggests the correct path in music to the pupil. This
suggestive manner is characteristic in Dr Safvat’s teaching method.

It has been tried to keep the original style of the notes in this book. Therefore, Ostad Ma’roufi’s
notes are transcribed in his own style, Dr. Safvat’s notes in his style and so on and so forth.
Transcriptions of elder maestros are done with today’s style. These pieces are arranged for
intermediate and advanced pupils. Ornaments and finger positionings are based on setar technique
and need minor alterations in order to be performed with other instruments.

Most of the pieces in this book have been published in other books as well. The aim in
republishing them, was the relationships created in mind by putting these pieces side by side.
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Preface

As a result of trial and error, and based on centuries of experiences, the old masters of Iranian
music had come to know that the best method of teaching music to the beginners is to encourage
their passion and “Taste'” for learning, practising and improving their performance; and they
believed that no real progress can be achieved without subliming the natural taste of the beginners.
Literally “taste” means to taste the foods and edibles, whether sweet and appealing things or bitter
and disgusting ones. In order to understand the concept of “taste” better, we should know that the
meaning of taste in music is identical to the meaning of taste in mysticism and understanding one
helps to understand the other. That is why the mystics have always spoken of music and of ecstatic
dance; and mysticism is called a “taste-oriented knowledge”.

In mysticism, the mystic taste is acquired by comprehending the practical teachings of a master
(like in the case of Balkhi [Rumi] and Shams of Tabriz) and it develops to a strong love for worship
of God. In this stage, the taste or passion has not saturated the seeker’s soul and is not stabilized
yet.

It is the same in music: When a novice practically hears the music of his tutor and learns the
same pieces from the very beginning, he becomes very attracted, and this encourages him for
further progress.

The next stage is repeating and pursuing and practice which help the secker to achieve the

higher stages as in mysticism. Hafiz says in his poem:

“We have seen the picture of the beloved in the wine glass/
Oob you who are unaware of the joy of our constant drinking”.

True of music, when a beginner rapidly reaches to the stage to play the pieces that his teacher
usually plays (whether they are Rhythmic or Radjf), he becomes very excited and a sense of
persistence and a healthy taste for music would be developed in him. He will therefore work
hard and will not leave his endeavours. But if a beginner would not reach this stage, he is likely to
cool-off and abandon the pursuit of music. This happens to many beginners who are taught in a
different manner. They either abandon it for good or go to foreign countries to study music. Hafiz

has a poem which well depicts this condition:

“Ob flowerl, how can the song of  nightingale please you!
As you are always listening to the chatter of birds of no art”

1. In Farsi language the corresponding word “Zouq” has multiple meanings such as: Taste, Enthusiasm, Verve, etc.
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Therefore, masters such as Darvish Khan, Saba, Somaei and Haj Agha Mohammad, always started
teaching music by teaching simplified pieces from Radif and various rhythmic pieces. The great
master, Mousa Khan Maroufi, provided a very precious collection of rhythmic pieces composed
by himself as well as his contemporaries and elder masters and left it for our generation which
facilitated our wok to a large degree. Undoubtedly, teaching rhythmic pieces is more motivating in
the beginning than teaching Radif.

During the twenty years after the Revolution that I — out of necessity- had private teaching
classes at home, I taught many of these rhythmic pieces to my pupils. I also arranged some other
notes which were useful for sublimation of natural taste which are also included in the present
book.

The more essential point is that “taste” can change under the influence of life events, or more
precisely, lifestyle. This fact relates to the issue of conditioning as a psychological principle. A
simple non-scientific explanation of conditioning is that if we repeatedly do an act in special
environmental conditions, those conditions stabilize in us and act as pre-requisite for that act;
so that, if those conditions are not provided, our taste is not satisfied. The discovery of classic
conditioning is attributed to “Pavlov”, the Russian physician and physiologist of the 19" & 20®
Century. However, the issue of “listening” as said in the poem we quoted from Hafiz is in fact an
indication of this same conditioning.

Balkhi (Rumi) also defines the idea of conditioning in the form of a very interesting story.
The story of a toilet cleaner who is so conditioned to the odor of faeces who faints when he
accidentally enters the perfume market. All efforts to bring him back to consciousness failed until
an experienced physician arrived and inquired his profession. Then he rubbed some faeces under
his nose. The man immediately gained consciousness and escaped joyfully from the perfume
market. From this story Balkhi (Rumi) concludes:

“Any pigeon who eats on any tower

will die in the air of the same tower (pigeon-house)”

Balkhi (Rumi) wants to tell us: Tell me what kind of music you like so that I can tell you what
kind of a human being you are and in what pigeon-house you will die.

This book is being published due to the efforts of my daughter Dr. Setareh Safvat, and some
of my pupils including Dr. Aminpasha Samadian in order to provide the original Iranian rhythmic
patterns, and by this, it may prevent a waste of the taste of young music learners and deviation of
their music cognition.

And success comes from the Almighty.

Dariush Safvat
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