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INTRODUCTION

ntil the last part of the 20th century, the land of Irag was known best to the rest of

the world for what occurred there long ago, in the valleys near the confluence of
the rivers Tigris and Euphrates, Iraq today occupies the same geographic locale where
the great civilizations of Mesopotamia aroge more than 5000 years ago. In the fertile

valleys near the water, people made music, cultivated crops

year-round, bullt the first cities, and pioneered written forms ﬁ

of language, A clay seal perhaps depicting a woman playing

a lute dates back to the late prehisteric period of the SUMENan  wx s biesuneiion for 'musical
city of Uruk (4500-3100 B.C). A wood-bellied [ute appears on  instrument made from wood”
royal seals and other iconography from that period.

Itis an instrument tantalizingly similar to, and perhaps a direct ancestor of, al ‘ud
(English: the lute, the oud; Arabic: the wood stick), featured on this album. But there
is & gap of more than a thousand years in the present state of knowladge about what
happenead to that instrumental tradition between the fall of Babylon to the Persians
(in 539 B.G.) and a few hundred years before the beginning of [slam (in 622 A.D.) The
region certainly remained inhabited through the centuries, and the Arab TanCkh migrated
in during the 3rd century, & D., founding the cities of Al-Anbar and later Al-Hira.

The oud was held in very high regard as a sclo Instrument with its own distinct
repertaire during much of the Abbasid period (750-1258), with its royal court and capital
at Baghdad. Iragi musicians today harken to that time as a golden age for their instru-
ment and their music tradition, and Rahim Alha), soloist on this dise, is no exception.
He carries a strong sense of aesthetic continuity with the music history of his land, as
did his teachers and their teachers. Yet he recognizes that Iragi culture has dramati-
cally changed in the last century, and much about its music has changed as well, and
he recognizes that he himself is an agent of musical change. This album is comprised
primarily of Rahim Alhaj's tagasim (sing.: tagsim) instrumeantal improvisations offering an
early 21st-century interpretation of magams, including material rooted in and derived
from the Iragi magam tradition, as well as more recently created compositions.
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THE IRAQI MAQAM

magdm (plural: magamat) in Arab music is often depicted by its pitches represented

as a scale, that tells only a part of its story, a tale that can only be touched Upon
here, Each Arab magam does indeed include unique pitch content, but it also includes
other characteristics, most prominently directionality of meladic movement and specific
melodic formulae. ts building blocks arg theorstically based on tetrachords (archetyp-
ally three or four notes of various intervallic sizes within the span of a 4th), sometimes
frichords or pentachords, spanning a 3rd or a 5th respectively. Most often, magams
are analyzad in terms of two of these building blocks, the upper and lower ainas
(singular: fing), which may overlap, be adjacent, or joined. In addition, each magam
tends to have specific other magamat it typically modulates to, These and other ele-
ments offer infinite variation, and artistry Is attained by subtle and emotionally affective
use by the musician, Another meaning of magam conveys the idea of spiritual station
in Near Eastern mystical tradition.

Inlraq, magam carries all the meanings found in the rest of the Near East but also
refers to what was, until the early 20th century, a particular vocal tradition found only
there, a specific repertaire of pre-composad songs and improvised vocal sections, as
well as other unique identifiers. Counterparts to the lragl magam tradition may be seen
and heard In the suite forms such as the Persian dastgah or Gentral Asian mogam and
mugam, in arsas east of Iraq, The pitch content in Irag, what the West calls a scale, is
named nagham (plural: naghma). The lraqi magam's traditional instrumental ensemble
(called chalghi, prominently the chalghi Baghdadi) was comprised of spike fiddle [joza
ar jawza), tTrapezoidal dulcimer [santly), and two or three single-skinned percussion
instruments, usually the hand drums daf (frame drum) or fgg (tambouring) and dum-
bak or darabukka (goblet drum), or sometimes naggara (& small kettledrum pair, played
with sticks). The group accompanied and cued the singer, providing pitch and rhyth-
mic frameworks, all following the melody and enriching the musical sound and aes-
thetic enjoyment for the audience, but the instrumentalists played a distinctly second-
ary role to the voice, Until the early 20th century, at least three regional styles of Iraqi




magam were prominent, each associated with one of the important dties of Baghdad,
Mosul, and Kirkuk, This album is based upon and focuses solely on a later development,
a par-lragi style, Rahim Alhaj says, "The chalghi Baghdadi was unfortunately named, as
they performed material from Mosul, from Kirkuk, from all over Irag, as well. Indeed,
they sang dasht, which is Persian. And the brothers Jamil and Munir Bashir were origi-
nally from Mosul—but they studied, lived, and performed in Baghdad."

By the early 20th century, modernity was a powerful force affecting lrag and bring-
ing rapid change to Iragl cultural traditions. The venerable Iragl magam (in Arabic:
al-maagam al-'irdgl, plural al-magamat al'iragiyya) was no exception, Featuring vocal
soloists, the Iragl magam tradition was the most prominent urban repertoire, one that
appears to have remained stable and constant through most of the 19th century and
up untll World War | After that, recordings and radio brought new musical ideas and
sounds to the land, among all the other changes and challenges of the garly 20th
century. Some scholars belleve the Iragi magam tradition is continuous back to the
Abbasids, but there is, so far, insufficient documentation before the 1800s to support
that attractive hypaothesis, Other instruments appearad in a new sort of lragl instru-
mental ensemble in the 1820s, including oud, gandn and with the Western violin
replacing the santir and the j0za). And the Egyptian tabla often replaced the more
resonant, deeply pitched Iragi metal durmnbak. The ensemble was called takht al-shargl
and it performed a lighter, more popular repertoire,

Following studies in Turkey through the early 1820s, the largely self-taught virtuoso
cellist, oud player, pianist, and composer Sherif Mohieddin Haidar Targan lived and
performed in the West from 19241932, He accepted an invitation to return to
Baghdad in 1934 from his cousin King Faisal, to "create an Institute of Arabian Music
in the Abbasidian tradition” (Chabrier 1973:98). He founded the Institute of Fine Arts
(Ma'had al-Funion al-Jarrila) there in 1936, which later gave rise to the Baghdad
Conservatory, Haidar's aesthetic senzibility, certainly strengthened by his yearsin the
West, was of the oud of medieval times, a solo instrument equal to or surpassing any
in the Western orchestra. He taught that instrumental music could stand alone in its
beauty and affect, and not simply provide accompaniment to vocal repertoires, He
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added a gixth pair of strings to the oud to increase the instrument's expressive capability,
and liberated the hands of his students by allowing them to use all four fingers of the
left hand., Lutenist and viclinist Jamil Bashir (1921-1977) was among Haldar's first
students, certainly the most prominent, and ultimately the successor as head of the
institute, Jamil Bashir was an extraordinarily gifted musician in his own right. It was
Jamnil's vision and active concertizing were maost critical to the modern restoration of the
oud's high station as a solo instrument in Irag, His vounger brother, Munir Bashir (1930
1997), also studied at the institute, and went on to become the most renowned oud
player of the second half of the 20th century, Munir Bashir popularized the repertoire of
Iragi and Arakian music in eastern and western Europe. His lragi-born students included
Salim Abdul Kareem, Khaled Mohammed All, and MNaseer Shamma. Both Bashir brothers
featured the oud within the lragi magam tradition as well as in other musical styles.

THE ARTISTS

ahim Alhaj was raised in Baghdad, began studying the oud when he was nine

lvears old, and gave sclo concerts from age fourteen. He attended the Baghdad
Conservatory of Fine Arts, studying under Munir Bashir and Salim Abdul Kareem,
whence he graduated from the six-vear program with honors in 1990, He left rag the
next year under pressure from Saddam Hussein's government, Rahim lived in Jordan
and later in Syria until 2000, when he was granted refugee status and emigrated to the
1.5, where he resides in Albugquerque, New Meaxico, An improviser and composer, he
has performed in hundreds of solo concerts throughout the Near East, in Paris, and
across North Armerica. His website s waww.rahimalhaj.com. As received from his teachers,
Rahirm Alhaj carries the Iragi musical tradition, yet he has moved it along toward the
next generations in his own way, in his own time.

Souhail Kaspar is a master percussionist, born in Lebanon and trained at the
Conservatory of Traditional Arabic Music (NAdT al-Fundn al-'Arabiyya) in Aleppo, Syria,
He lives in Los Angeles, but travels worldwide to work, in constant demand for perfor-
mances, recording sessions, and teaching engagemeants. For onling information, see
wiww.neareastmusic. com.




TRACK NOTES

n this album, sach piece is openad and closed In lraqi style," says Rahim Alha),

"The musical and aesthetic intention of the tradition is to settle the soul. When your
souUl is settled, only then are you really inside the magam. The famous Egyptian composer
YAbd al-Wahhab [d.1981] even said, "All the Arab world's music tuns around Egypt,
except Iraq, they have thelr own musical way.' This is the music of Irag, absolutely and
purely Iragl, all about Irag. Any connoisseur of Arabic music will recognize the playing
as lraglin style”

The musical content of the album comprises nine expositions, each including an
improvisation followed by an instrumental rendition of a famous song. Sometimes the
improvisation is accompanied by percussion or drone, sometimes not. Three of the
ning tagasim (singular: tagsim) are comprised of: a pre-composad instrumental pralude
[daab), which briefly illustrates the magam, followed by the instrumental improvisation
to elaborate it, and often modulating to related magamat as well, and then the whole
piece is completed by the song. Alhaj says, "The ddlabs played for Tagsim Mukhalif,
Tagsim Lant, Taqgim Shardl Rast, and the songs selected to follow the Improvisation in
that particular magarm are renowned in Irag, and considerad by ragis as characteristically
Iraqi in origin."

The tagsin itself, the improvisation, always ends with emphasis on the principal or
keynate with which its magam began. The song follows, Within the frame of each par-
ticular magam's character, Rahim Alhaj creates a refined aesthetic experience. Souhall
Kaspar's percussion accompaniment is comprised of tablah, rigg, and dumbak parts.

"Don't worry about saving these songs!
And if ane of our instruments breaks,

It doesn't matter.

We have fallen into the place

Where everything is music.

tolll_iadl

iolly aliy dzaulsll pas o8 gl dahs Ty dus slagy o6 gy Zlodl e plisd! Lis
sy dleand! ppidlf alady TpidyuipSy Emtll Bydic Al pan b 5w S p¥l duslinay 3ydioll
i awgy A0 A cpdull Ay i cow sey 7y eIl ie ey p saie sl e
Lo A RS 05 ()21 8 masy ile s plius dog o o Jadus cons gletl oS 7yl o
$SnSo g dy¥y B L S,Sedt diae I AT et gl asio weyg (Too ple Gis
ot il el Il @y Biley hiango vilho gl masy A Copo¥T Busiell cl¥p Ly
ci S a¥t Basiall el puply pbe 0¥t Gt sl pray 8 didigalt wilisndt o cliall
www.rahimalhaj.com ¥t e aeboobyly oSiSqy aic ayjallddyoql

diifell dpdiasgoll s LAl Jao Zlotl masy Juolys poplatll difpione asislud Joos LaSy
cpalsl atiBs sy dualsill abiyytay o ST Lgoadid G IS lotal o Lasd g yuaully

b el b Aot giall oals b sy pli] bty aib b sl pliy Ialis L au€ g
ol iloianl Jaoll ¥ 8 @llell Joo pbadl )€ 4l puloil jugd o8 ¥ S Ljgas
ol e asBye filiy aic appell ddie0 @Sifey pugailly Lisvtlly Spell e siliioll

wwWw.neareastmusic.com

tpp Yl 1§ gle Lllgnla
llontt 3l Gasg Bl wpluly S 010% poail s 8 dekai YS Tu” izlotl mesy Jpds
Tis 5afy pdtanty puiill Tags Lonicy plangll 8 i dr iy dilalall by o dpn linl L augoll
wlagll sac sass srumall glidll g o> aliall Jobs Lis Lgab clucds and 28 olBgdl sl g
Raliyl mgnt mgh Jhel e Lo Ldiuge jas goni alS el @llelf asly’ [Jedy (1991 L)
Era sly dalls Bi8e | diag e Lg duslsnll Budloll L diaugall o sis ksl ddy ol




famall it saiumolad aimglgyle Byenydpunduy e i g all By apd
Sl ¥ sast gt e Lgen el Lgie JS Jads cleghido gud Lo pgult spim,
spell a5 ol patune gy d g of ELAL dipeins maanl BTN (a5 pLie ¥l oy by L Bppgniiall
i el ailaw ot gy ¥guy Lgio asly JS pusd; deset! goaldsl po &3S STlisg .oaian
£3iiS Lo Lilley plioll Juuslas e 6 gaugss asldS ells pliy o3 jlouls aué pliall yayeius
Lgolis & dnladll fat i« Lol pliol! dywliall cloliall pus Lgs JiLitsy Gpoll o,y o, Sut
il bty 0¥ mewldly illss eawliil Bagaall coptlgall” Izlotl Jody (LiE¥l ol
el il gl of3 e g oo aluibT gl 3t plia IS mualds plisd §liseall ol 2Ny o,
AN el L b pldall Lgs Tan o dsilasHl doaill Lo 3 €,0lls Lot ussdtll 420

Sliaall sl e dtad ool go gyl Mool Goill som o g lsu g dy 4t & ol oy defyy ity
cgellcoolin oM plidt e Guliagalip 3llg dldall iyl suS hgaupasitowg alie JS155aall

loli et oi gy Blars¥L Lesy”

S0 ¢ (RSP FEPRIWE & I /Y

g B

Lo dgy éLlisdga Al

g0 4 gk |8

slilf milagsy Lig¥! yAs

gl 6 scliass

Slis Jaiu alS gllell §lid cdyisl gl Lis

Y et Jufes dydls AN

Landl paalt il

Harper Colins: 3543 . 1pe.5 The Essential Bumi s.e Coleman Barks 1440 © jals sl "Whers Everything is Music' jw datazie !

The strumming and the flute notes
Rise into the atmosphere,
And even if the whole world's harp should burn up, there will still be
Hidden instruments playing...."
- Rumi

THE MUSIC NOTATION ACCOMPANYING EACH MAQAM REPRESENTS ONLY THE PITCH
CONTENT OF ITS ORIGINAL, TRADITIONAL AND UNALTERED FORM.

1. TagsTm Magam Ajam (transposed to f)

Magarm Ajam is close to a Western major scale based on 2 Bl tonic, differing by
but a few hundredths of a halftone in some of its interval sizes. But in this instrumental
exposition, Rahim Alhg) transposed to F

4o . w
y P —

- |
both to produce better resonance on the oud by taking advantage of open strings,

and to increase the number of finger positions avallable. He doubled the traditional one
octave exploration of the magam to two full octaves, thereby expanding its expressive
emotional capacity. [n this introduction, additional variation is added by excursions to
related magams Hijaz, Nawa Athar, and Khanabat, and a final return to the lower octave
in preparation for the song that follows,

The percussion enters at 4:57 in a rhythmic mode {fga ") called Wahda Kakira, a duple
syncopated pattern counted as 4/4, combined with ancther 4/4 common MNear Eastern
fga’ called MagsOm. In Western notation of Near Eastern rhythms, the onomatoposic
dumim (sometimes dum; the "U" sounds like the "oo" in ook is shown by a note with
stem pointing down, Dumn is a hollow, deep sound produced by striking the center
of the drum or tambouring's skin, Takk is a sharper, higher tap or beat near the rim,

TExcerpt from "Where Everything ls Music" reprinted by permission. € 1995 Colerman Barks from The Essential Runmi
MNew York: HarpsrCollins: 34-35




shown as a note with stem upward.
i ] ] | .

The oud states, repeats, and glaborates the melody of "The Beautiful One Passed
Me," ("Marru ' Alayya al-Hilvan"), & song composed in the 1860s by Nadhim Na'Tm, a
Baghdadi expatriate who later settled in Detroit. Na'Tm composed the piece expressly
for the singer Nadhim al-Ghazali,

2. Tagsim Magam Mukhalif

E 5, irs 14
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Thig iz a uniquely Iragi magam, found nowhere else in the Near East—in fact, "mukhalif”
means "different" Accaording to Rahim Alhaj, Magam Mukhalif differs from the pan-MNear
Eastern Magam Sika by virtue of its tonic, pitched a quarter tone higher than that of Sika,
and here transposed up to A quarter-flat. The percussion sets a stately rhythmic pattern of
12 beats (@ modified version of the Iragl igd " Yugrug).

D B
The oud begins slowly, to "capture the sadness that this magam portrays, and uses
the space between the notes 1o express edginess, stress, and tension," explaing Alhaj,
Mate how his improvisation weaves in and out of attachment to the rhythm and briefly
modulates to the related Iragi Magam Gulgull, which shares the nagham of Mukhalif but
differs in terms of which pitches are emphasized.
Al the end of the improvisation, percussion drops out for a few moments, while
the oud continues to emphasize the magam's structure, Kaspar rejoins Alhaj with the
pan-Near Eastern fga* Magsom in an uptempo staterment of an Iragi song called "Take
Off Your Veil" ("Thibee Al-Abaye").
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3. Tagsim Magam Stka
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Rahim Alhaj approaches Magam Sika (sometimeas represented as Segah) ina
pan-Mear Eastern style, transposing it up a quartertone to E, then moves into nearby
Magam Hijaz as prescribed, then to Awj, Awshar, and Saha before returning to Magam
Sika. After the solo improvisation, the Iragl song "The Girl with her Eyes on Me" ("Va
Bint w-'Enich 'Alayya") is accompanied by rhythm instruments in a rapid 4/4. The par-
ticular iga“is known in Egypt as Sa'idi (from Sa'id, English: Upper Egypt),
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4, Tagsim Magam Kurd

This magém is found in Irag and virtually everywhere in the Near East. "It is often con-
sidered reflective in its aesthetic sensibility, with a tinge of sadness," accarding to Alhaj.
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Though traditionally played on a tonic of D or G, it is here transposed to G and it's pitch
rangé is again expanded the for the improvisation to two octaves, As taught in Irag, Magam
Kurd is never accompanied by percussion during its tagsim. Sothere is no rhythmic pulse,
neither in initial exploration, nor during Rahim Alhaj's artful modulations to the related
magams of Bayyat, Hijaz, and Lami on the way back to repeating the initial statement of
Magam Kurd, When the improvisation's last note dies away, the riwthm part establishes at
546 with a rhythmic mode called Jurjing, (Gurgina in Egypt); then the oud joins and plays
with the Iragl song "Oh, My Heart, Be Sick and Melt Away" ("Ya Galb-i 311 wi-dhadh"),
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5. Tagsim Magam Bayyat-Husayni

According to Rahim Alhaj, Iragi oud players are fond of improvising in this magam
comprised of elements of magams Bayyat and Husayni, becaluse it takes excellent
advantage of the open strings. In his development, he included the constituant
magamat—Hijaz, Rast, and Nawa,
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Following the improvised section, oud and percussion join at 5:42 in a song well-known in
Iraq, Syria, and Lebanon entitled "Send Me Away and | Will Know My Intentions" ("Dizzanm
wa-'Araf Marami), The Iragis claim this composition as their own, as do the Syrians. The
percussion accompanies principally in a 6/4 iga ' (3+3) called sangin sama’l, framed by the
8/4 pattern Masmadr Katir and the 4/4 Magstm,
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6. TagsTm Magam Hijaz

This macgém is found throughout the Near East, usually centered on D, here played in
G, Opening in Magam Hijaz, he shifts to Rast, then to Nawa Athar, before returring to the
starting macgam.
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The oud then renders aninstrumental version of the famous Iragl song "Atop the Palm Tree"

("Fawg in-Nakhal") with percussion accompaniment principaly In fga * Masmod! Saghir, a 4/4
pattern, with excursions to Malfuf in 2/4,
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7. Tagsim Magam Lamt 13

The Baghdadi singer Al-Qubanchi (1901-1988) intraduced this Iragi magam in the
1920s. Some believe he created it, some say he revived it from medieval theory texts, and,
according to Rahim Alhaj, the Beni Lam beliave the magan 1s theirs by right of tradition.
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It shares intervals with Magam Hijaz Kar Kurd, but its keynaote (G) is different, as are its
melodic and rhythmic frames, Egyptian composer Muhammad 'Abd al-Wahhab heard
Magam Lani during a concert in a 1932 visit to Iraq. He liked it so much that he com-
posad a new song Using it, "You Who Planted the Orange Tree " and popularized the
magam, which became fashionable in Egypt and across the Near East,

Rahim Alhaj opens with a strongly rhythmic instrumental prelude [d@ab) in Wahda
Kabira rhythm to sketch the magam's special character and emotional aesthetic,
transposed here to G, The oud's instrumental improvisation beging in Magam Lant
then makes incursions into neighboring magams, Kurd, Bayyat, Hijaz, and Kar Kurd,
and finally returns to Magam Laml, The artist then plays a classical Iraqi song called
"Tell Me, You, the Beautiful One" ("Gulli Ya Hilu") with an accompanying 10-beat Iragl
rhythm, Jurna (see track 4],

8. Tagsim Magam Sharqgi Rast

f - b -

J/ : From—l ——
2 =+ = q
s T F—" 1
L F— i

3] - b

The Iraqi variation of the ubiquitous Magam Rast literally translates as "Eastern”
Rast, here played in F rather than presented in the traditional G The oud opens with
a rhythmic dgiab, accompanied by percussion playing Magstm, and setting the pen-
sive mood for this magam. He begins his solo impravisation in the initial magam, and
then moves to neighboring Magam Panjgah. This modal construction is found only in




Iraq and Iran. Panjgah is a Farsl word meaning "the 5th step.” He moves gracefully to
Macgam Hijaz, then Rast itself, before returning to Magam Sharqi Rast, At 8:43,
percussion returns in Magsum and MasmOdT Kabir for the song "The Might is Swest
and Beautiful" ("Il Layla Hilwa").

9. Tagsim Magam Saba

To close the set of performances, Rahim Alhaj chose Magam Saba, well known in all
the Arab countries and Turkey. Saba is a primary convayor of the emations of sadness
and grief, especially outside Irag. Iragl musicians have recourse to Magam Mukhalif for
slch expression,
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For this recording, the soloist chose to transpose to A, rather than the conventional
tonics of D or G. In the unaccompanied Improvisation, he modulates to the related Hijaz,
Ajam, and Hadidi (an Iragi magam of the Magam Saba family) before turning again to
Magam Saba to close, For the last song of the album, he chose "Oh Bay, Oh My Son”
("va-Walad, Y&-Bril"). The percussion accompanies the closing song in igg " al-Magstm.
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About Smithsonian Folkways

Smithaonian Folkways Recordings is the nonprofit record label of the Smithsonian Institution, the national mussum of
the United States, Our mission is the legacy of Moses Azch, who founded Folkways Records in 1948 to document
music, spaken word, instruction, and sounds from around the world, The Smithsonian acquired Folkways from the
Asch estate In 1987, and Smithsonian Folkways Recordings has continued the Faolkways tradition by supporting the
work of traditional artists and expressing a commitment to cultural diversity, education, and increased understanding.

Smithsonian Follways recordings are available at record stores. Smithsonian Follkways Recordings, Folkways,
Cook, Dyer-Bennet, Fast Foll, Monitor, and Paredon recordings are all available through:

Smithsonian Follkways Recordings Mail Order

760 9th Street, MW, Suite 4100

Washington, DG 205660-0953

Phone: (800) 410-3816 or 888-FOLKWAYS (orders only); 202-275-1143
Fax; (800) 853-3511 {orders only)

To purchase online or for further information about Smithsonian Folkways Recordings go to; v folkways.si.edu.
Please send comments, questions and catalogue requests to mailerder@si.edu
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