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FOREWORD TO THE FIFTH EDITION

The present transcription of Mirza 'Abdollah's radifis based on the performance of Nur ‘Ali
Borumand recorded in 1972. It goes back to 1976 when I was studying traditional music with
several zarand setar masters among which Nur 'Ali Borumand. The transcription ordered by
Sorush Editions was in press when the Iranian Revolution erupted, interrupting the process.
It was first published 12 years later, in 1991, and re-issued the following year along with cas-
settes of audio recordings. It soon sold out, and photocopies flooded the market to respond
to continuous demands.

Twelve years after its first publication, I thought this monument of Persian musical tradi-
tion deserved a better edition and that I should reconsider my first transctiption, using new
available computer musical software. The updated version came out in 2006, with the sup-
port of Mahoor publishers.

Another twelve years later I found it desirable to revise and improve notations, clarify
them, improve their presentation, and highlight melodic structures through proper segmen-
tation. I strived, to the extent possible, to divide each piece into phrases, so its principal sec-
tions would appear more cleatly.

A demanding musician cannot be satisfied by simply learning a repertory. He/she wants
to know about its origin, its characteristics, its importance, its place in musical culture, etc.
The comments and explanations given here about the radjf respond more to a didactic than a
musicological concern: they are limited to what I consider important to know for those who
practice or study this music.

For preparing this new edition I have benefited from the support of the Soudavar Memo-
rial Foundation to whom I extend my warm thanks.

Jean During
Summer 2019



