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melody, measure, decaration and compos:hon
of tunes and breathing are dlscussed in this
section. i

Despite the possibility of performing tunes in’

‘Bam’ sound, in 90 pescent of the times, entill

sound has been used and it seems that the
old method of playing the Nay was more like

_that. ‘Bam-e Narm'’ and 'Pass-Gheess' sounds

are almost never heard in these pieces.

All the potential intervals have been used in
performing all the piecas except for B (Si) flat,
and the pieces of melody change between the
fifth interval D (Re) to A (La) aimost in all
cases and in more than 97 percent of the
times, the intervais in the tunes are a note or
% of a note. These compositions: note + % of
the note or note + note + note ase rarely seen,
Up and down of the melodies are mostly
symmetrical with slight changes and most of
the pauses are on the tonics. Compositions
are usualiy consisted of two or three tunes and
almost in all the pieces:the momentary peaks

. are formed from the quickened ‘tahnrs’

(special kind of trill in Iranian singing.) In
descendent ‘Tahrirs' of all the songs, Dorrab
technigue (sequence ofthree notes performed

- by differes:t accents) in the plectrum

instruments is reminded. General measure of

_peaces is free. Decorations are usually based

on decoratve notes and accents and
symmetrical balances are heard in the piece:

In this way, we can perfectly see that the
structure of melody in the music of Iran,
especially in Nay, has a.speciat and logical
process. By foilowing the same axis in other
transcriptions, we wili become more informed
about such differences and similarities.

Addmg Up :

There is more variety in sounds of the
performances of Master Kassa'i and more
'Bam’ sound is heard. The quality of his music
includes more brightneses and the range of
sound is mare fended to ‘Bass’.

The performance intervpis arb the
conventional ones. The.changes and the
process of melody usually occur in the range
of ‘Dung’ or fifth and the intervals of
consecutive tunes are usually a note and % of
a note. Compared to the performances of
Nayeb Assadoliah, the zll’feronce of the
meiody changes is in th

use of wider range of -
. saund and the passagq with arpeggios in

them. Melodies are often continual.
Considering the measute, all the tanscriptions
of master Kassa'i are consisted of simple and
synthetic double or triple compositions and
shorttunes are more used than the long ones.
Long sentences with exact breathings are
heard a lotin a way that performing some of
them might end to lack of breath for other
players.

General conclusion from inspecting the

- transcriptions

¢ Sound and its range in Nay have a
general tendency for getting ‘Bass'.

* Sound has alendency {o get brighter.

s Using the whole range of sound in
Nay has been increased and some of
the present compositions would be
odd before.

s Multiplicity of tone in Nay and
performances has been increased.

» [n other performance parts, the
structure and the content of the :
performing texts follow a certain form.

With these inspections a suggested type-text
has been written in this thesis with its A
transcription and thep it has been discussed.

This thesis includes-an epilogue, which is
consisted of the method of holding the Nay
from the viewpoint of the professors, how to
use common tunes in different sounds and the
system of making actual tunes, composing
complex tunes and facilitating their difficulties
in Nay, how to change tane in Nay and its
functions, a comparison between the range of
sound in nay and other Iranian instruments,
players at Qajar era {including Nayeb
Assadoilah and his method of playing the
Nay), Hassan Kassa'i and his style of playing.

Ancther section of this thesis includes the
transcriptions written by the researcher and
there is another part, which is consisted of the
diagrams of the transcriptions.

References:
s Collection of performances from
. master Nayeb Assadollah Esfahani
and master Hassan Kassa'.
e Interviews with Nay professionals
"done by the researcher.

e Method of playing the Nay and getting
to know [ranian wind instruments by
Mohammad All Kiani-Nejad.

o Seven scales of music of iran by Majid
Kiani.

¢ The prospect of music of lran by
professor Sassan Sepanta.



difficult of itis not functional in Iranian music.
In this section, the actual tunes thatare
originated from the potential tunes have been
shown on the vector. Among different varieties
that are resutted from the possibllity of
performing a sequence of tunes, one of them
can preferably be used more appropriately. In
this section, there is a diagram of fingering
patterns and the method of blowing for each
tune.

Sequence and combination of tunes in
performing a piece

The problem of complicacies of performing
some of the sequences can be solved in most
cases by transferring the instrumentto another
_ tune and originating and using more potential
tunes.

Tone and its practical capabilities in Nay .
The multiplicity of tone in Nay increases its
potentiais of performance and they are
discussed in this section.

The instrument being toned with itself
Base frequency is the most bass tone in Nay
and they technically attribute it to the tone and
the nhame of the instrument. This tone is
merely related to the length and thickness of
the Nay, except for that the frequency
between the oles and the homophone notes
can sometimes be arranged by changes in the
head and end of the Nay. For testing the tone
of the instrument, each player checks the
ratios and he sometimes adjusts these
distances by changing the intensity of blowing
or the form and angle of the lip.

Changes of Tone in different Nays and its
functions

By transferring and choosing the base tone,
the player of Nay adjusts his instrument with
other instruments or voices to increase the
performing potential of this instrument and in
the orchestia; this is somaetimes done with the
request of the composer.

‘

The range of sound in Nay

There is a more complete explanation about
the area of the lowest and highest tones of
Nay in this part. : '

The third chapter: Structure of melody in
Nay

Preface: The structure of melody in Nay
depende on two factors, the ability of the
instrument and the content of the melody and
its relevance with ‘Radif” or Iranian pieces of
music. However, not considering the second
factor, it is possible to compose melodies for
Nay contemplating the sole potentials of the
instrument. Concentrating on transcriptions of
the available pages from some masters like
Nayeb Assadollah and Hassan Kassa'l, in this
chapter we will have an observation on the
structure of melody in Nay.

The Structure of Meiody in Nay in general
This instrument has the potential of performing
specific musical techniques, which are not afl
necessarily used in performing lranian music.
Because of its special physical structure, Nay
is a melodic instrument and it does not have
the capability of performing more than one

sound at the same time.

The structure of Melody in Nay,
considering the content of ‘Radif in Iranian
music .

The main reason of compiling this thesis has
been heeding to this structure. Considering
the accomplished transcriptions, one can
attain the characteristics of the structure of the
melody.

Inspection of the franscriptions
intervals, changes and compositions of tunes

. and melodies, sound, measure, decoration

and repetition of the tunes are the main axis in
the tra ngcriptions.

Sound, intervals, changes and process of

—
—
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C (Do) under the vector and goes to the A (La)
between the second and third lines, is one of
the most useful ranges.in May. This range is .
noficeable to the composers because it has a
great potential for being played and aleo. for its
special sound influence. -

The ‘Bam-e Narm‘ sound is produced in the
same range as ‘Bam’ and is suitable for the
vocalist's reply for its low volume.

The range of ‘owj’ sound starts from the C
(Do) between the third and fourth line and
goes to the A (La) overthe vector. This sound
is smooth and it is capable of being attached
to ‘Gheess’ and ‘Pass Gheess’ sound and itis
very useful in question and reply with ‘Bam-e
Narm'

The ‘Ghees’ sound has a range of G (Sol)
over the vector to E (Mi) over the vector. In
this range, some players use spare sounds of
exhale. This range is used as a bridge that
relates ‘owj’ to ‘Gheess' and vice versa and
un-tuned sounds are made by the piayers who
are not very skillful. This range has a good
potential of technique and velocity and it is
used in both solo and ensemble playing.

The rany: of 'Pass Gheess’ sound starts from
the C (Dn) over the vector and ends to the
sharp F (r'a) over the vactor. This sound is
used in pieces that the last note of melody is
sharp F (Fa) or in the cases that some actua!
tunes are needed.

- We can presume man, specific physical

conditions, humidity and climate as other
factors that might affect the product and the
quality of the sound. Certain moods and habits
of each player influence the sound. Even the
nourishment, digesting system and external
factors that are somehdw related to the nerve
system might affect the sound of the
instrument. Since compared 1o the other
instruments, producing sound in Nay is more
difficult and it has more problems, there are

_more drsagreomenta on the posrbon of

producing sound among the players.

Intervals in Nay

in this part, the systems that produce actuaf
intervals both frem the conventional or
potential ones are discussed.

The conventional or pobnﬂal intervals in
Nay

In this part, distances that are naturally based
on a certain ratio are explained. The
conventional patterns of where the holes are
placed and their formed musical intervais are
also mentioned.

The actual intervals that can be formed
from the potential intervais

By changes in the quality of blowing and
fingering, we can originate these intervals. The
method of fingering and holding this
instrument - that is different among the
technicians —is discussed in this section. The
inherent abilities of the hand and the fingers
are considered in the way they are used in
fingering.

Biowing and its role in originating actual
intervals :

For diminishing the intervals, the method of
biowing is more effective than the technique of
fingering and the changes that occur by
leaving some parts of the holes open.

Actual intervals in Nay

By the method of blowing and fingering, all the
intervals can be changed inio smaller ones
and vice versa, but the position and the
sequence of some of them Is sometimes
practically difficult,

Practical methods of producing actual
distances in Nay from the technicilans’
viewpoint

Aithough Nay is able to produce any tone,
performing some of them by the others ls




Section 1: The production of sound in Nay
and its function: The system of producing
sound in Nay, which is a wind instrument
without a reed, is not completsly particularized
with a view to physics, and in fact, referring to
their habks and the form of their tongues rest,
each of the players use their own specific
mathod of producing sound, but the quality of
the produced sound is not necessarily different
at the end. Three current ways of producing
sound have been mentioned in this chapter. In
the first system, the air vibrates and moves
through the pipe from the gap between the
mouth and its palate. In the second method,
this happens for blowing from the corner of the
tongue and fips, and in the third form, the edge
of the tongue bends and the air enters the
instrument from the surface of the tongue and
ite width. in all three methode, the mouthplece,
which is made of metal or ising glass, is
placed between the two chisel taath and the
sound turns more bass by forming a more
obtuse angle between the Nay and the mouth.

So we find out that tongue is merely a
conductor and a valve of the air and in alt of
these forms, most of the sound gets out of the
'open part of the mouth and sounding in Nay
occurs from the local whirlwinds around the
mouthpiece. In fact, all systems of producing
sound are counted as important and primeval
techniques of this instrument that are used in
specific times.

The function of the sounds in C (Do) Nay
The Bam' soutwd, which in fact starts from the
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