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44 Ayano Sasaki

es of the similarity were settled in a circle which

2 ] T, man
is the repetition of fourfold of ma-fa- i-lon. {Xs N'fljaﬁ exp.reslses, hzwvi\éehave tz;
of Persian metrical patterns are not contained in thci, 01!: esba?ﬁbar-e ave 1o
struggle with so many “relaxations” (“‘Ariiz-€ gadim dar ba

jadid”, p. 26). -
x’g‘% lHe gdded that 53% of the first one hundred Mowlavi

» (Miisigi-ye she r, p. 399)-
these “Wave et o the st one Sa‘dt’s lyric poems belong to the
i t 58% of the first one hundred Sa’dt’s Iy long to th
xxf stl‘i?zlj\rlr‘(‘):frgal?n me:res”, and that 78% of the first one hundred Hafez’s lyric
1:)ems are in the last four “stream metres” (Ibid., pp‘; 398-399). » oo cspocially
) Ibid 396-397. Shafi‘-Kadkani wrote that “clear metres thg fally
ft ls';e};p.in Mowlavi’s lyric poems because they are based c;ne thefe .
. :121‘ (whirling Sufi dancing), heart-beating and pulsation, therefor
sa :
“turbi tres” in it (Ibid., p. 401). . L -
X’:’,‘er’i,‘tf:n: 1tsu rzldvgilrinteresting Ph.D. dissertation whose tltlz_ls.e Bfoar;i);zn(z
jisiqi- aht- iran va zaoan-
-e ritm dar misiqirye dqstgahl-ye iran. v i
::n:rf\}g;;cgv: study of cell-like rhythmic patterns in Persian language an

classical music of Iran) by Negar B\’%bé‘m in 2009.

maf- ‘a-lat. Therefore, these fac

’s lyric poems are in

Metre in Classical Persian
Narrative Poetry

Zahra Taheri

The tradition of composing narrative literature has a long history in pre-
Islamic Persian culture. After the Islamic conquest of Persia in the seventh
century, storytelling went through a relatively long period of silence, before it
was eventually revived at the beginning of the tenth century when Ferdowsi
composed his monumental national epic, the Shahnameh. Although numerous
stories in Persian classical literature have been written in prose, storytelling,
specifically during the medieval era, was by and large produced in the form
of poetry; therefore the most important historical, heroic, niythical, didactic,
and lyrical stories in Persian classical literature have been narrated in the
form of poetry. .

The significance of poetry in Persian culture led to a flourishing of
narrative poetry in Persian classical literature during the medieval era.
Learning, memorizing, and reciting poetry, as well as quoting it in sermons
and speeches and using it in everyday life, has long been a part of Persian
cultural tradition, and many literary figures believed that versifying a story
through metres and rhymes made the narration more artistic, delightful,
exquisite, and attractive.' In general, Persian scholars employed the Arabic
language to produce their philosophical and scientific works, while literary
figures chose Persian as the language of poetry.

The form ‘qdaleb’ of masnavi was employed by Persian poets for
composing narrative poetry. Masnavi is a poetry form in which rhymes occur
within the verse; therefore, each verse has its own independent rhyme.
Although the word masnavi is an Arabic term, in Arabic prosody a different
word, mozdavaj, has been used for this poetic genre, and the usage of this
specific form has not been common in Arabic classical poetry. By and large,

~ early narrative poetry in Persian literature, has “a consciously archaic and

purely Iranian quality,”ii whether heroic, as Ferdowsi’s Shahnameh; lyrical, as
Gorgant’s Vis and Ramin; or didactic, as Rumi’s Masnavi. The first poet who
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employed this form in Arabic classical poetry was al-Raqqasht (d. 821), who
is believed to be Persian in origin. He used the form mozdavaj, later called
masnavi by Persian prosodists and poets, in order to versify the famous fable
of Kalileh va Damaneh.”™ The lack of restrictions on thymes and the
independence of each verse in masnavi have made this genre suitable for
Persian narrative poetry. In fact, it would be impossible for a poet to narrate a
long story in any other poetic forms, which require a chain of identical
rhymes throughout the whole poem.

Bahr ‘ocean’ is a technical term in Arabic and Persian prosody which
means ‘basic rhythmic structure or metrical pattern of a verse’ and “signifies
one of the various sets of metrical speech.” ¥ In Persian literature, the

rhythmic structures of ramal, hazaj, xafif, and motegareb have been

employed for composing heroic, lyrical, didactic, and mythical narrative
poetry. The most famous masnavi metres in these rhythmical structures are as

follows:
1. ma-fa-i-lon. ma-fa- ‘i-lon. fa-‘i-lon. Um—— U= U ——
2. fa-‘@-lon. fa-‘d-lon. fa-‘@-lon. fa-‘al. V- Y—— U—— U
3. maf-‘d-lo. ma-fa-‘e-lon. fa- ‘fi-lon. —_——U U - Y-
4. fa-‘e-la-ton. fa-‘e-la-ton. fa-‘e-lon. U U — U
5. fa-‘e-la-ton. ma-fa-‘e-lon. fa-‘e-lon. —U—— U U - VU

As is well known, Arabic and Persian belong to two distinct language
families and are completely different in their linguistic structure. This
difference, as Elwell-Sutton observes, “has led to serious confusion among
prosodists, both ancient and modern, as to the true source and nature of the
Persian metres, the most obvious error being the assumption that they were
copied from Arabic. This misconception arises solely from the use of the
Arabic terminology to describe the Persian metres.”” Although the Persian
metrical system has adopted the rhythmic structure of Arabic prosody, the
major structural differences between the two languages have led to substantial
divergences in their poetic traditions. Furthermore among the approximately
300 metres used in Persian poetry, many are of Persian origin, and even some
of the metrical regulations are Persian in origin." For instance, radif [the
word which is repeated after the rhyme in gazal, qasideh, or roba‘T] is
originally Persian and has been a major characteristic of Persian poetry from
the oldest surviving poems, whereas in Arabic poetry the usage of radif
cannot be found earlier than the 12th century."" Rare cases are also found in
which a Persian term was employed to describe the regulation of metres.
Vahid Tabrizi (d. 1590) in his treatise on Persian prosody, resale-ye jam e
mokhtasar, mentions the Persian term ‘shaygan’ which was used to describe
the category of plural rhymes."" Nevertheless, in Persian prosody the old

Arabic terminology is still commonly used for scanning and classifying the

metres of Persian classical poetry.”™ The pronunciation and meaning of the
dy are often complicated and

technical Arabic terms used in Persian proso
confusing for students of Persian poetry, even if some modern Persian
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prosS)dists believe that the usage of such terms might cause difficulties, no
Persian terms have yet been created to replace them. The terms used to name
the chosen metres of Persian narrative poetry are respectively as follows:

1. Haij-e mosaddas-e mahziif (three metrical feet): The most famous
Pe‘rsmn narrative love stories, such as Gorgani’s Vis va Ramin, and
Nizami’s Khosrow va Shirin, are composed in this metre. ’

2. Moteqareb-e mosamman-e mahziif (four metrical feet): The most
celebrated heroic narrative poem in Persian literature, Ferdowsi’s
Shahnameh, as well as Nizami’s Iskandar nameh, a historical fiction
on Alexander’s life, are composed in this metre.

3. Hfzzaj-e mosaddas-e ‘axrab-e maqbiiz-e mahziif (three metrical feet):
Nizami’s Leyli va Majniin is composed in this metre.

4, R‘amal-e mosaddas-e mahzif (three metrical feet): The most famous
didactic works in Persian literature, Rumi’s monumental Masnavi
and ‘Attar’s Manfeq al-Tayr, are composed in this metre. i

5. Xafif-e maxbiin-e mahzif (three metrical feet): Nizami’s Haft Peykar.
the historical fiction of the Sassanid king Bahra’s life, is composed ir;'
this metre.

The Book of Kings, Shahnameh (5,500 verses, composed between 997 and
1010 by Ferdowsi (d. 1020)), the monumental Iranian national epic, was
composed by Ferdowsi in the late tenth and early eleventh centuries to narrate
the mythical and historical past of Persia and its people’s civilization from the
creation of the world to the Arab conquest of the country in the seventh
century. Ferdowsi composed his epic.based on a written source, Shahname-ye
*Abfimansiiri, a prose collection of mythical narratives and historical accounts
of the Persian past brought together a few decades earlier in the court of
Samanid by ‘Abimansiir Mo’ ameri. Shahnameh consists of three main
sections, which represent three successive ages: '

1) Mythical. Narrated in a powerful language, this short section begins
with the account of the creation of the world and the first mortal man,
kayiimars, who is also believed to be the first king.

2) Heroic. As the longest section of Shahnameh, narrated in a rich

| poetic language, this section is dedicated to the life and death of the
heroes who played a significant role in building and defending the
Persian kingdom. The principal character of the heroic age is Rostam,
who stands in the middle of the most magnificent scenes of battles,
victories, defeats, love stories, tragedy, and loss.

3). Historic. This section starts with a short account of the Parthian

dynasty, and mainly narrates the rise and fall of the Sassanid dynasty

before the Arab conquest of Persia.
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48
} . ) nee mahzif : fa- end of the story, King Mubad’s day findlly comes to an end, and Ramin
| The metre of Shahnameh is: Moteqareb-e mosamma O ' ascends the royal throne as his successor and marries Vis. This romantic
it -lon. fa- ‘-lon. fa- ‘i-lon. fa-‘al. W —— Y= V- ’ legend had an enormous influence on Persian poetry and is also believed to

be the source for the Celtic story of Tristan and Isolde, “following the
diffusion in Europe of the traditions of Persian minstrels during the Crusades
or earlier.”™ The metre of Vis and Ramin: Hazaj-e mosaddas-e mahzif :

aya g0l gl plid
be/nd/me. xo/dd/van. delja/no. xe/rad.
U= U -

1

! a8 Al 5 a8

\ ka/zin/bar. ta/ran/di. Se/bar/nag. za/rad.
1

U-- U-— Uemr U= U—— U e s i ma-fa- i-lon. ma-fa- ‘i-lon. fa-‘i-lon U ——- U-———- U-—
(slain 03 (5350 Mglas i G . - - -
xo/da/van. de/ri/zi. de/ho/rah. ne/may. xo/dd/van. de/na/mo. /x(:jc?fz/—van. de/i)a)_’_-- s ol s el 4 itand (glid adf K g
Um—e  U=—  YU=— U~ u-—- Y- ;y s < UTE: ke/bar/ra/min. sa/rd/yad/sa. de/ma/mi. co/tan/gd/mad.qa/zd/ye/ a.se/ma/ni.
X3 Uy omdagiiha = e/ di/na b./vad. U——— U= U==. U= U U=,
se/dames. delle/pt. ro/bor/na. bo/vad. ta/vd/na. bo/vad/har. ke/da(;?f-_ 2 o } gty e g Jie G 2398 Ol aby il 3de
U-—— U U——  U- (GRS - : ‘ ba/ra/tas/ aq. lo/sab/ras/va. be/sii/zad. ze/'eS/qan/dar. de/las/ d/tas folrii/zad
' U-—— U= U-—-. U= U——— U——.
Translation: , ” ' s ae S 3s ey SIS S s ok a5 2l
‘! , 1. In the name of the Lord of both wisdom and mind / To nothing ye/ka/yvek/par. de/ber/bi/daz. ‘a/ma/rT. ba/ra/mad/ton. do/ba/de/now.ba/hi/rr.
] ‘ ; lied. , - —_ - - - -
b blimer can thought be app . , U —— U= U—— U——— U——-. U—-—.
P 5 st;w IZ:,rd of whatever is named or assigned / A place, the Sustainer
of all and the Guide. . - th ‘ Translation:
3. ({bserving His commands. Thy source of might / Is knowledge; this 1. Thus ran the decree of Providence / that Ramin’s days of happiness

old hearts grow young again.™ were to come to an end.
2. The fire of love was to blaze in his heart / reason and patience to
d 1054 by Fakhr al- |
s, composed between 1050 an

burn on the fire.
. . d
R =T mous lyric narrative poems cOmpose 7 : | | | .
Din As’ad G?;‘ﬁanz). O?eazf:iti]:tml(e)zteiti is leillfully narrated in romantic, : 3 ,; yﬁ::ehxiiprmg breese avose / and stirved the curtains on the litter one
in Persian. This gred e ces ‘
i based on one of the oldest Pers ces,
adventurous, and poetic scenes 4 B T 3% o,
i Parthian dynasty (3~ ¢. B.
an be traced to the era of the . (
Xhl‘)gh Xs Yarshater observes, “Once the consternation and confusion caused

i 1
i i i tury subsided and the norma
d Islamic conquest in the seventh cen : :
b?xrts}ﬁtrzl;lthe arts was resumed, the old remances, thlch_ had fo‘r cenn;rtlﬁz
l;ntertained kings and nobles and had relived the tedium in the lives 0
Xl
lks, began to reappear. . . )
cc‘rmnorllnf(t)he stors King Mibad falls in love with Princess Saﬁrzft, ar}llcil r:v:relg
i d, Sahrit is not young enough for
for her hand, Sahrii says that she is no ( | ne
zrﬁ]a:l]:s; a(;)rromise to marry her daughter to him if she ever gives birth tot; gg;s
After many years, Sahrii gives birth to a beautiful girl, Vis. In her youth,

is forced by King Miibad to marry him and taken by force to the king’s palace,

ing’ amin. Vis’s nurse,
where she falls in love with the king’s youngest brother, Ramin. Vis’s nu

who follows her to the palace of King Miibad, helps her to put Vzi spIell(i ;I; r;l;z
king to render him impotent with Vis. The love story bet\fveen 18 ih an
begins in the King’s palace, and soon the king discovers 10e

Vis va Ramin (8,985 verse

The Conference of Birds, Manteq al-Tayr (4,724 verses, composed in 1177
by Farid al-Din ‘Attar (d. 1230)). In search of their king, the birds of the
world gather together. Their king, Simorgh, lives in the farthest territory of
the world, Qaf Mountain, and the path to his place is full of dangers. Birds
eagerly decide to begin their journey, but, realizing the hardship and suffering
along the way, one by one they start to make excuses. In a long conversation
with the birds, Hoopoe opposes their excuses and advises them with
anecdotes and tales. The birds who begin their journey chose the wise
Hoopoe as their leader, and he advises them about the seven stations of the
path they have to go through. When, at the end of a deadly journey, the thirty
surviving birds arrive at Simorgh’s place, they realize that the king they have
been searching for is none other than themselves.

In Persian s7 means ‘thirty’ and morgh means ‘birds’, therefore, the
thirty surviving birds are the true king, the si-morgh themselves. In this
‘allegorical mystical story, the birds’ journey symbolizes the stages of human
beings’ search for the true Self. The most famous Sufi tale in this book is the

passionate romance is re:ﬂected in the nurglei?::sure of loyalty and are ready story of sheikh San’an, a Sufi master who" fal’ls in love with a Christian girl.
two lovers, who believe in themselves as t“‘eThe destiny of the relationship The following verses are from sheikh San’an’s chapter, given as an example

. X
down their lives for their love.. : e
g)etL:Zen vis and Ramin in this romantic adventure is marked by pass

i i ings. At the
union, separation, exile, reunton, anger, suffermg, and secret meeting!
Y
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of the metre of Manteq al-Tayr, which is: Ramal-e mosaddas-e mahzif . fa-

‘e-ld-ton. fa-‘e-la-ton. fa- e-lon. —-U—-— —U—-— —U-—
b 5 il gl o Y S WA
ban/do/ban/de. Sey/xol a/tas. dar/gelreft. dox/ta/reltar. sa/co/bor/qa ‘. bar/gelrefi.
—-—U—- —U-- -

-—U-- - -U-

i) Mo oy Juss oo i o) ) asiosr

Eon/no/mii. daz/zl/re/bor. qa Yrit/ye/xis.
—U-- —-U—

S Ol e 28 iR Bl

‘e§/qe/dox/tar. kar/do/gd/rat. ja/ne/ i

—U-— —U-

S g3e S )

bas/to/sad/zon. na/ra/Saz/yek. mivye/xis.

- —_—U-—- -U- -U—-
Wil ) e il 3 s S

kof /ro/rix/taz. zol/fo/bar/’t. ma/nel 4.

- i -U=—--

Translation:
1. The Christian turned, the dark veil was removed / A fire flashed

through the old man’s joinis; he loved.
2. One hair converted hundreds; how cou
show openly.
3. - Love sacked his heart;
face impiety’s smooth snare.

1d he/ Resists that idol’s face

the girls bewitching hair/ twined round his

xviii

Khosrow and Shirin (6,500 verses, composed between 1177 and 1180 by
Miami (d.1202)). One of the most beautiful love stories ever told in Persian
literature. In this glorious combination of history and romance, Nizami -
narrates the adventurous life of Khosrow Parviz 11 (r. 591-628), the last

powerful Sassanid king who falls in love with the princess of Armenia, Shirin,

by hearing about her beauty and charm from Shapiir, his master painter friend..

Upon Khosrow’s request, Shapir travels to Armenia with the intention of
his magical skill in drawing. Shirin

wining Shirin’s heart for him by using
falls in love with the King of Persia upon seeing his depiction and secretly
ersia to meet her

escapes from the territory of Armenia, galloping towards P
beloved. Khosrow, not being aware of Shirin’s decision, also impatiently

starts his trip to Armenia to meet Shirin. In the middle of the way, Shirin,
tired of riding, stops at a spring to take a bath and give a rest to her favorite

horse Shabdiz, and Khosrow also stops at the same spot to take a rest. Shirin
takes off her clothing to take a bath, and Khosrow, amazed by her beauty,
watches her, not knowing that she is the beloved whom he is looking for.
Both of them turn away, remembering the one they are pursuing, and go in
opposite directions. Khosrow heads to Armenia and Shirin continues her

journey to Persia without recognizing each other and the story goes through a
convoluted process of separation, longing, and political wars. Khosrow and

Shirin ultimately meet, but their relationship goes through an up-and down

road of hardships caused by the king’s playful nature and unfaithfulness. All

the same, Shirin with her patient and faithful nature does not give up, and
f reunion and marriage.

gracefully leads the events to the final stage 0

Levif .
| eyll va Majniin (4,700 verses, composed in 1192 by Nizami). Nizami
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Nizami i
cvents by marrating Farhis rgic desing Sfes e e ol i ove o
g after he falls madly in love wi
> dir;gﬁlsg aaczll:l*:;laﬁg ma;ter sculpture, Farhad accepts the lab};rious :r(:},:gc
CEging 2 canal tn:o the toP of the legendary stone mountain Bistiin to
from facamay ;iua a Tresh milk wc?uld flow to her palace every morning
o taraway Vilk fe(si.K]];e stor),/ c.ontmues through the narration of Farhad’s
vy ot Farhdd’n hosrow’s Jealf)l_lsy and conspiracy, which leads to the
ol nshi bt SﬂiUIClde and Shirin’s grief. After Farhad’s death, the
of conversations anrc; left;:‘;ool\t);e:;;i]f}xg;?rvoanq et S,eries

\ . us journey to the glori i

?{fh ;?fodgzzz)sn 1of:malh.reumor.}. At the. end of the st():ry, pringce ;‘);zlisrzg)?égt
Enosrow's son ! ]om flsh previous matriage, falls in love with his step mother’
Shir C,anmt citls r::js a;’l[ er in the hope of winning Shirin’s heart, but Shz’r:’n’
ho cannot s er her heart to anyone other than Khosrow, kills herself o ’

oved’s funeral day and rests with him forever, ’

The metre of Khosrow va Shirin: Hazaj-e mosaddas-e mahzif : ma-fa

T-lon. ma-fa- i-lon. fa- ‘w-lon. U——-. U———= U-——
Cb L st 4e O sla 2l a8 Lee (Ale 052 2
- .- = - y UJ% ’-‘
Ue_ a s—ad/ja. ny an/mah/bar. so/ray/ya. ‘a/ri/svdi. do/Son/ma/hi. mo/lzZ):Zigc
. - U—— U——= v '
Ay U G o Kl (g | s K, N
palran/di/nl. lo/gon/ta/na fo/b;s/teh da/rd e
s . . da/rd/be/nt. lo/gon/con/gol. ne/s
U ——x‘;xm U;—‘— L U—‘—'. U——- U——g—o..ne/sg/ief‘
Falakfbarimé homor/vinid e o st faia
Jallai .uo ‘mor/va/ri.do/mi/bast. colbar/far/ga.bo/mi/ ’an/dd.xo/taz/(;'a.;t
. - U—— U——— Um—— U= ‘

Translation:
. She sat like a j ,
) Wﬁ:;:irzlr%z,ee‘z Z:; CZI; azure waters / A blue silken cloth
pearls on the moon. er on her head / It was like the sky pouring

c .
bzei?;‘elgdt?ésbztct)g tbasedt on af popular Bedouin love tale. The original is
rue story of a boy who lived in th i i i

gt centiny. Ov y in the Arabian Peninsula in

th . Qeys, the son of a wealthy tribal rul i i

Wi . Qeys, the \ hy ruler, falls in passionate love

yii, a beautiful girl fi i

v : ‘ girl from another tribe. He ¢

W‘;:; :(:Emls) in the name of his beloved, and his poetry soon becomes(;)n(:gﬁlsfrs

Oeye e : dgr)ll a?)ks for L'eylzj’ s hand in marriage, her father refuses, since whaé

] o S e by m.entlom.ng Leylr’s name in love poems goes against the
ons and is considered a shame to the girl’s family. Leyli marries




|
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another man, and the madness of love destroys Qeys’s life. He flees to the PR N UV JCNI £l
5 wilderness, writes his poetry in the sand, talks to animals about his love, and : Ce/ra/ge. he/dd/yat. to/bar/karfde/ T. xe/rad/va Sloa S yas dip) Sl A
becomes to be called Majniin ‘madman’. Leyli falls ill and dies in her j Umm Ues Uee U= jra ra. to/row/San. balsar/kar.de/'T
husband’s home, and Majniin also dies soon after his beloved’s death. Nizami \ ' o U—— . U=-—- U-
to a great narrative poem with | Translation:
‘ 1. OGod, 3 R
od, World-Sovereignty is Thine / From us (slaves, or creatures)

shaped the story of Leyli and Majniin in
far beyond the narrow framework of the
adoration comes; God-head (Lordship) is Thine!

original.”*
The metre of Leyli and Majnin. Hazaj-e mosaddas-e ‘axrab-e 2 Thou art the sheler of heigh
!
maqbiiz-e mahzif : maf- ii-lo. ma-fa-‘e-lon. fa-‘w-lon.  — — u-u - 3 l;}:v er world) / All fhl"j;gsef;e ”((t)}’l’:el;lg,;;r zi‘;)t: o ?ﬂ;?;lo et
' 18 ; ver is,
Thzz Zzz Z?a}clie :,'he vision of wisdom luminous (to recog-n?gea;" Zee) /
ghted up the lamp of guidance (to the road of Salvation)

illustrative details which goes

U - -
\ oS S 4 5 i el 0 5 P06
| ‘ bi/nd/me. to/nd/me/key. ko/mam/baz. ‘ey/na/me. to/beh/ta/rin. salrd/gaz. Haft Peykar (5,136 couplets, composed in 1197 by Nizami, .
\‘ - . 'u -V ‘;3) - - R R u - - the ad\fenturous life of the Persian prince Bahrc'zr;‘: Gl;ra ml)}i This story relates
1 Al AS A F e , Al us‘_“"‘ N J‘_ Sassanid royal family after twenty years of their suppli ion to 4 born to the
L dow/lat/to. da/hi/be/har. ke/xa/ht. az/qes/ma. te/ban/de/gr. va/Sa/hi. the Zoroastrians® highest deity and the creator f“gp ‘ﬁatlon to Ahura Mazda,
| I - - - - = - — - = i © of truth, .
e . N v - v, Y 't: - M N {n his youth, he discovers a locked room while w %OOfiness, and light.
03 il 355 5L 03 afia ) 2 & cwlla ) egendary palace of Khovarnag, in which th andering through the
ba/ni/re. xo/dd/Se/nd. ‘i/yam/deh. ‘az/zol/ma. te/xod/ra/hd. '‘I/yam/deh. princesses (Haft Paykar) from se’ven clim:s otf fh pomalzlt of seven beautiful
R - - - — - — — - - - i : e earth hi 3
U uU-U- Y- U uU-uU- YT 3;121; t;:sl;):i .wg}?dther}l and begins an adventurous searcl?stge\?v?hh;ﬁgeg . He
is brides. Later, after he bec - e seven
Translation: . o | seven domes to be built in a legendafy P;r::eaf(}:f;z :1’31.1 king, Bahram orders
1. O your name the most rightful beginning / How can I open my story in seven colors which symbolize not only the diffe ives. The seven domes
without your name? n?t};)nS, but al§o the seven spheres and sivene deiyser(f;1 tth(z:olv(\)rrs l?f differ.e "
visits the Indian princess in the Black Pavilion, symbol 22 é:;}l::nklng
’ , on

the servant /you are the divider of
S : : .
aturday; the Greek princess in the Yellow Pavilion, symbol of the Sun, on

2 For the share of the king and
S : r . .
unday; the Moorish princess in the Green Pavilion, symbol of the Moon, on

fortunes.
3. Release me from my inner darkness / open my heart to your divine
) M . . . .
light T‘;f;‘;:y,' tttl:e R'ussmn princess in the Red Pavilion, symbol of Ma
y; the princess of Khawarazm in the Turquoise-Blue Pavilion s;:;b(z::

of Merc . .
symbol u(:%’ ’ Jol? i\?;:dneSday’ the Chinese princess in the Sandal-wood Pavilion
Pavilion Symtr))ol ,f(r; Thursday;.and the Persian princess in the White’
narrative roem ¢ :ntai :;WS, on Friday. The main body of this magnificent
seven stories fr : .
narrate q[, zy the seven queens of Bahrzm. om these seven different nations,
e metre of Haﬁ Pevkar: Xafif- = -
 ma-fa-‘e-lon. fa-‘e-lon. —u)i - leﬁ{eum:lx bl::?-f) A

lets, composed in 1 194 by Nizami). Nizami

composed the story of Alexander’s life based on sources such as Islamic
myths and the Alexander romances written by Pseudo Callisthenes. In the
first part of the story, Sharaf-nameh, Alexander is portrayed as the conqueror
of the world in search of knowledge and wisdom, who ultimately claims his

f the book, Igbal-nameh, is the story of

prophecy. The second part O
Alexander’s growth into a powerful ruler, and also the narration of his

Iskandar-nameh (1 0,500 coup

discussion with seven Greek sages.

The metre of Iskandar-nameh: Moteqareb-e mosamman-¢ mahzif : o3l ph 5 ik 15ipa -
fa-‘u-lon. fa- “i-lon. fa-'ii-lon. fa- gl U—— U—— YU YT ’flz/na/va/bax' So/ham/na/va. zan/deh. eyl a/hén/rﬁ{’;:;;-?fh/j-b O:/_Z'Ls‘
) : - U=U = UuU—(== I . I/¢o/sa. zan/deh.
cud ) $i ilas o Caei e ) cud ) 5 oalily len WS . e 3 03 3 Ly 33 - Umm U= U = UU—=-).
ze/ma/xed. ma/td/yad. xo/da/’T. to/rast. xo/da/ya. Ja/han/pa. de/sa/hi.to/rast. o/salra/par. defyeh/se/pr. do/selyih rolseh ) °‘-“,‘-.: 38 4y 63y 8
U-— e U== U= YT YT U—— U= Use U=uU - N o/se/por/di. be/'d/fe/td. bo/be/mah.

(5 (sud Al g ded i iy g slyely Ux‘x-iii ) —U== U-U -

ha/meh/nk. so/tan/dan. de/has/tT. to/'T. pa/na/he. bo/lan/dr. yolpas/ti.to/'L. OS5

Uu-- Y- Uem— U= Y- U _ O p ) Jlsd 3

U-—— Y-
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bar/da/rel/xT. So/sar/fa/ra. zam/kon.

vaz/da/reh/xal. qo/b/ne/ya. zam/kon.
U-u- uu—A--)

uu—-(=-) —Y——

—uU—— U -\ -
Translation:
1. O Maker of the universe from naught / giver of sustenance and
cherisher.

2. Unto the sun and moon / Thou hast consigned two (lofty) tents in

color white and black.
3. Make me by being at Thy door unprai

<ed / make me dependent not
’ peviy
on peoples’ doors. :

The Masnavi (24,650 verses, composed between 1258-1273 by Rumi .

1273)). As a collection of interwoven didactic stories, Jalal al-Din Rumi’s
Masnavi s the most celebrated mystical masterpiece of Persian literature.
The term masnavi which is a ‘form’ or ‘genre’ of poetry and literally means
“double-rhymed verses” (see above) has been used specifically, as a proper

name, for this monumental poetic collection of narratives and anecdotes. In
the Magnavi, Rumi is a majestic Sufi mystic who narrates colorful folk
anecdotes, traditional Sufi tales, Koranic myths, and other mythical stories to

illustrate the different dimensions of his spiritual teaching and clarify his
mystical doctrine. The Masnavi consists of six books in which Rumi
discusses the evil of the lower self or ‘nafs,” the virtuousness of love, the
meaning of reason and knowledge in human life, and human beings’ path to
detachment from the earthly body in order to reunite with the source of
existence, light, and Truth.

The metre of The Masna
ton. fa-‘e-la-ton. fa-‘e-lon. —J——

Vi is Ramal-e mosaddas-e mahzilf: fa-‘e-la-
—U—— —U

S e xS 53 o O A

3 e S Lo ) :
‘az/jo/dd/’t. ha/se/kal/yat. mi/ko/na bes/nolvaz/ney. con/helka/yat. mi/ko/nad.
—U—— Y= =Y~ - —U— —U-
siloali (33 3 300 p i ailoag 1 ya U linasi 351
dar/na/fi/ram. mar/do/zan/nd. 1i/de/and. kaz/nelyes/tan. ta/ma/ra/bob. ri/de/and.
-V _—y-—— Y- U U= Y ;

XYy ) gl i (90 033 I
‘az/da/rii/ne[e]. man/naljos/tas. ri/re/man. ha

—U-— -—uU- -

—U——

Translation:
1. Listen to the reed h

2. Saying “ever since I'was par
caused man and woman o moan.
3. Every one became my friend from
s xxvi
my secrels from within me.

ow it tells a tale/ complaining of separation.

his own opinion / none SOU.

PEETI T LT L

e Ju abash Ol O S 1
r/kalst/"az. zan/ne/xod/Sod. yi/re/man. 4
—U-—— —U- 3

ted from the reed-bed / my lament hath§

ght 0

b
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Based on the number of
! syllables used i :
met . . in each
aro 5:2 o;: }(;Las;lc:ll Persian narrative poetry, we can categ:;iszee ltt;l:;e}’opular
svll bl' . st group has twenty two syllables in each fnto two
Yy a] es in each hemistich: ch verse, or eleven
. Moteqareb-e mosamma -
. (M n-e h . 2]
2 Nizami’s Iskandar-nameh mahzaf: Ferdowsi’s Shahnameh and
. Hazaj-e mosaddas-e mah, 7
g -e mahziif: Fakhr al-Din’As’ -
3 IRfam"; and Nizami’s Khosrow and S}zzl;riam As’ad Gorganl’s Vs and
. Ramal-e mosaddas-e mahzif: Faru Vi ¢ At
and Rumi’s Masnavi. hzif: Farid al-Din ‘Attar’s Manfeq al-Tayr

The second grou ‘
: p has tw i
yllables i onch b enty syllables in each verse, or ten equal
1. Hazaj-e mosaddas-e '
-e ‘axrab- jiz- if: Nizami
i ab-¢ maqbiiz-e mahzif> Nizami’s Leyli and
2. Xafif-e maxbiin-e mahziif: Nizami’s Haft Peykar,

The relationship of the rh i
. he ythmic structure, i
Silsjr:stte(r)}sttlg: ogel;tte.rs, e3<pr.essional ‘mode, and images ton:;teret,heﬁgs;ci:
e cOmempora ] ll)n c!asswal .Pc-arsmn poetry has drawn the attention r;f
s invgsti rg; der}slxar} metpcxans and literary figures.™"" However, no
o matcy reseamhga e '1tbe issue n}dependently, and one can say that the;e is
ette o a moom ;/al 3 le‘- on this subject. It is an accepted fact that the
veat fmgont an tranrg ection of Fhe\ poet’s mood and emotions, and has a
Breal et O cOnc]s erring tf}e images from the poet’s to tl;e reader’s
some facts regardingui;loen liz:r};lSnI;:.eggxl:ry Stt;lldy’ etrioal patioms e e
} en the metri
themes ;1:(3 lf:lzzjlzcstssicer;u})’loyc?d in.classical Persian nanzlttl;l\j:: lp(f;t:;.m ond the
for versifying heroif rlaersn_am literary ’fradition, the chosen metrical pattern
Dot 1o b @twe 'pc.>etry is moteqareb, which is believed b
Seriied s 1ar}:. in origin. All known Persian heroic stories arZ
St whichg‘ o this metr'lcal-pattem, except for Mas’oudt Marvzi’
meh, wh is composed in hazaj.™" i
€, we can assume with a high degree of likelihood that

moteqa i i

histo;]ic:jl;t::?:s ((:jonls.ldere(.i suitable ‘for the poetic narration of epics and

Fordomi ealing with wars, victories, and defeats. In the Shahnameh

et y portre?yed the past of Persia, from myth to histo |
glory of heroic acts, the wisdom of sages, the suffering ofxﬁ’;v:;l;ls(3

metrical isi
pattern. His indepth knowledge of the value of words, and the music

nd sounds of the Persi

: ersian alphabet, and i i ;

ith the p , and in particular his mastery i ;
short and long vowels, enabled him to create a mastz::srpteiec;nir? lwail\]iZE

ingle metrical
pattern founds the capaci :
me cases paradox, themes. pacity to portray many different, and in
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In contrast, the metrical pattern of hazaj is believed to have been
in a joyful manner.™

“ originally more fitting for poems which were sung
Nizami’s Khosrow va Shirin and Gorgant's Vis va Ramin, the most celebrated
‘ love stories in classical Persian narrative poetry are composed in this metrical
pattern. Both of these magnificent love stories - portray numerous colorful
scenes of nature and human beings’ beauty and glamour, joyful feasts, and
lovers® conversations and love making, before eventually arriving at a happy
ending of reunion for the major characters. However Nizami also masterfully
narrated the sorrowful moments of the lovers’ separation as well as the
tragedy of Farhad’s death in the same metrical pattern, and was able to
successfully create the necessary mood and feeling of sorrow in hazaj. In Vis
and Ramin, the two lovers reunite after a long period of secret romaance to
live happily ever after. The final chapter of Khosrow and Shirin also narrates
the passionate reunion between the two lovers after a long separation, but
here the joy of reunion in this world shortly turns tragic, and ends up with the
1 two lovers reuniting in the eternal world.
o Rumi composed his monumental didactic work, the Masnavi in ramal
metrical pattern, having been inspired by his gnostic master predecessor
‘Attar, who had versified his mystical tale, Manteq al-Tayr, in the same metre
a few decades earlier. It is worthy of mention that ‘Attar composed almost all
of his famous works in hazaj metrical pattern except the Manfeq al-Tayr. All
the same, Rumi preferred and, consciously or unconsciously, chose ramal, the
metrical pattern of Manteq al-Tayr, to compose his didactic masterpiece. This
indicates that Rumi recognized the suitability of this metrical pattern for
expressing his mystical teaching and spiritual doctrines.

Further examination and exploration of the inner harmony and relationship
between the metres and themes of classical Persian narrative poetry on the
one hand, and the adabtibility of one metre for different moods of narration in
a versified story on the other, can undoubtedly open a new chapter in the field

of Persian prosody.
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Verbal Rhythm and Musical Rhythm:
A Case Study of Iranian Traditional Music

Masato Tani

Introduction
I . .
Gnr(l;z:zmaDnicrtr;usxc there are, pf course, various genres. According to the Ne
spoaking be Sfm‘:jydo.f Music and Musicians, Iranian music may rou lflw
P sic” %efers ltVl e . lpto two categories, “art music” and “folk music” “goli "
o religious recitation, narrative and didacti . ' |
; > idactic so i
fr?t?stil::ali)emgrtammem and dance music, whereas “art mugic’r’l%eggctso?ﬁg’
mainly aistehe o t?e modal system called dastgah', which was orgaﬁizeg
mystic poems rof;: ?{ court during the Qajar dynasty, and in which the Persian
wo will be cc())n umi, Hafez , and the like are usually sung. In this article
relationship. be t‘;:x;x‘ed wtl)tl; t};]ls hdastgc'lh music in order to observe the;
Tomons . verbal rhythm and musical rhyth ]
Iramanltrad-ltlonal music” will refer to this dastgah mus?,c m. and the term |
about th: trh? i'l.eld of Iranian traditional music studies, much has been writte
1965545 '[?ss lonlsg}/p betyveen verbal rhythm and musical rhythm (Zonirs1
- tera“y,,rhytl;g:xic) r(r)l,e::ﬂllert;%g)' In Iranian traditional music, the zarbi
- ! ) g the parts with a fixed rhythm, and bi-zarbi
» meaning the parts without a fixed rhythm,. usually alte:n :t l;z ?;

S

Esuccession.

——— mUSil;I(;we\t;er, coxppared to the music of neighboring countries

ocon. Dot o sc ?lracterl.z?d by having less measure in rhythm. For this’
tes have. mainly. focused on the bi-zarbi or avaz parts, which

not be divi i i
ke Pelriligzq 312:;. megsxlres. in a Western sense, from the viewpoint of
‘plﬁ;kTsugeﬁlg;O)lI;;lmg(tfr..rls-rm.cgrpo.rated in those sections (See, for
e oy thimnd perf; f:{ad l;tlon, bz-zarbf or avdz is basically improvised in
omaosed et e gsed on poetic meter, whereas zarbi is basically
blishad, For i in Whl(..‘,h the musical rhythm has already been
3 1s reason, bi-zarbi or avaz has been considered to be an
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