


KURDISH MUSIC 
Kurdish music belongs to the same family 
as Persian music, but its main characte
ristic is the pentacord. The basic structure 
is a modal development of which the ele
ments are elaborated and organized by 
improvisation in such a way as always to 
result in a melodic-rhythmic conclusion. 
In the musical construction the improvi
sation at the outset is balanced by means 
of a measured concluding part. Kurdish 
music is neither learned music nor folk 
music, but all in one. Like Persian music, 
it is passionate, sensuous music, very 
often tinged with a profound melancholy. 
Although close to each other, these two 
worlds are very different and cannot be 
confused when heard, Persian music 
being more refined and that of the Kurds 
being more instinctive and more impul
sive. 

The people we now call the Kurds are the 
descendants of a people known to anti 
quity as the Medes, who played a large 
part in the founding oft he Persian Empire. 
In his Anabasis, Xenophon refers to a 
wild and w arlike people known as the 
Carduchi . The music of the Kurds would 
thus be a music of great antiquity which 
has preserved its originality to the pre-
sent day. • 

Nowadays, as in the past, the Kurds live in 
mountainous regions that are difficult of 
access, known as the Zagros M ountains. 
An hi storian has noted that " the Kurd is 
inseparable from the mountains. Where 

the plain commences he gives way to the 
Arab, the Turk, the Persian. and on the 
shores of Lake Van he withdraws in front 
of the Armenian". Scattered throughout 
western Iran, eastern Iraq and northern 
Syria, and eastern Turkey, the Kurds are 
also found in Soviet Armenia. Some deca
des ago a number of colonies were esta
blished in the Lebanon. Although the 
Kurds originally possessed their own reli
gion, derived from Mazda ism, and known 
as the Yezidi religion, the centre of which 
was in the region of the holy city of Sheikh 
Adi in the Mosul area (Iraq), today they 
are for the most part Sunnite Muslims. 
Their language, which is of Indo-Europ
ean origin, is related to but quite distinct 
from Modern Persian. There are two main 
dialects of Kurdish, the Kurmanchi spo
ken in Turkey, Syria and Soviet Armenia, 
and the Sorani spoken in Iraq and Iran. 
The course of the Great Zab, a tributary of 
the Tigris, forms a geographical demarca
tion between the areas where the two 
speeches are used. There is also a special 
dialect. the Gorani , spoken by the Zaza 
Kurds of Turkey. 

At first sight, the way a Kurdish musician 
considers his art may appear disconcert
ing to a Westerner, for there exists no 
terminology indispensable in defining the 
phenomenon of sound. There are no pre
cise terms relating to the art of making 
music ; the rules, the forms, the musical 
sca les are in the Kurdish language all 
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associated with concrete phenomena . 
The basic notions are expressed by sim
ple terms taken from daily life and genera
lized. In Kurdish the word "music" is 
conveyed by the term "saz", a word of 
Persian origin which signifies both music 
and any musical instrument or a particu 
lar musical instrument. Another term 
employed in the same way is "tanbur", 
which likewise designates music and a 
particular stringed instrument. This term 
has long been the subject of a sharp 
controversy: is the origin of this long
necked lute found in India and attested in 
ninth-century Poland by Arabic writers to 
be sought in Sanskrit and does it mean 
the instrument which gives the " tone"? 
Does it come from Sumer, as some autho
rities maintain? Or is it a legacy of the 
Scytho-Sarmatians and thus of the Cau
casian civilizations? 

When a Kurdish musician talks about 
music he never refers to concepts with 
which we are familiar on account of their 
forma l or expressive connotations. To 
convey the idea of improvisation he uses 
a term which means " work ", in the sense 
of "working " an instrument. A musician 
gifted with great inspiration is spoken of 
as one who knows what he has to do, a 
difficulty in execution is interpreted in 
t erms of a mountain that has to be cross
ed. The construction of a musical form 
can be presented as the healing of a 
w ound, an idea that reminds one of the 
t hesis put forward by Raymond Ruyer in 
h is book "La genese des formes vivan-

tes". To denote a part icular mode or 
maqam- the Kurds say maqame- ailed 
naghma, also cproper names. often wo
men's names, and names of regions and 
tribes are used. "Dersem", for instance, 
which is a Kurdish dance, takes its name 
from a region in Anatol ia, and " Shei
khane", another wel l-known dance, co
mes from the reg ion of Djebel Sindjiar in 
northern Iraq. When a maqam is designat
ed by a girl's name, for example maqam 
Mariame, it is understood that the re
membrance of the young Mariame has 
given rise to a particular melodic motif to 
which a modal ethos is applied. It could 
thus be inferred that Kurdish music, like 
Indian or Arabian music, utilizes an infi 
nite number of modes (raga or maqam). 
But this is not so.ln fact, the musical art of 
the Kurds is based solely on the use of 
one single mode, and th is bears witness 
to the antiquity of this culture which has 
developed its tradition by preserving a 
single scale, which the neighbouring peo
ples call "kord" or kurd(its characteristic 
being a minor second fol lowed by a major 
second) and is none other than the Dorian 
mode employed by the Flamenco musi 
cians of Spain. Are the Kurds aware of 
this sca le? In terms of the music itself 
there is no doubt that they are, for if the 
musician deviates from the degrees pres
cribed for the mode and determined by 
the fourteen frets on the tanboura, they 
will notice immediately that this repre
sents a departure from their tradition. But 
they have never called this scale kord. On 
the contrary, they have always associated 

- 3-



it with the spirit of an ethos. To say that a 
Kurd is improvising the maqame Kord in 
the same way that one would say that a 
Persian is developing Shur or that an 
Indian is unfolding Bhairavi, is a non
sense. One would have to be more pre
cise and say the maqame Abdale or the 
maqame Mariame, because it is the struc
ture of the Abdale or Mariame song 
which displays the kord sca le. 

The similarity between kord and the Do
rian mode is certainly not a matter of 
chance. In this connection it is pertinent 
to point out that the Dorian invasion of 
Hellas about 1200 B.C. falls within a 

an astonishing degree of complexity. Al
though any reference to micro-intervals 
was originally alien to Kurdish musical 
thought, many musicians do in fact em
ploy them. This usage may be regarded as 
accidental ; everything depends on the 
region where the musician lives; the near
er one comes to the Arab world the grea
ter becomes the tendency towards acco
modation with the maqam Bayati and to 
make kord a hypo-kord or an asar-kord 
(trace of kord) or, to cite Heraclides Ponti
cus again, a Hypodorian, "which is not 
Dorian at all but is similar to it" . 

period very close to that which saw the The Kurdish concept of what a musician 
appearance of the Medes who, like the is also appears to be a somewhat vague 
Dorians, were of Indo-European origin one. People will say that a musician is a 
and came from the north. They also esta- sazandeh or a hunarmand, that is, a per-
blished their power on the basis of a former on a musical instrument. It could, 
society that was chiefly devoted to war- however, be said that the Kurdish musi-
like pursuits. Therefore the definition gi- cian is. above all a story-teller, for he 
ven by Heraclides Pontic us of Dorian always relates a story even when he does 
song as " possessing a virile and gran- not use any words. His language is follow-
diose character. alien to joy, repudiating ed very attentively by the listeners, who 
slackness. sombre and energetic", seems anticipate the changes of fortune of the 
toapplyperfectlytokord. Furthermore, in characters. These stories tell of the 
this music the modulation from one mode adventures of heroes or of unrequited 
to another, which is a main factor consti - love. Sometimes the Kurdish musician 
tuting the richness of the Persian, Ara- may even appear to function as a kind of 
bian and Turkish cultures, is unknown. healer who assuages the affictions of the 
The Kurdish musician, however, employs listener; the latter will seek out the musi-
with great ingenuity what is known as the cian and confide his problems to him : he 
art of the metabole, that is, the art of may have lost the woman he loved, she 
transposition w ithin a mode. Hence the may have abandoned him, or he may have 
greatfluidityofthis music which, although fallen in love with a woman who will have 
based on very simple elements, develops nothing to do with him, and so on . 
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Against such a background the Kurdish 
musician comes into act ion. He will sing 
and improvise until h is listener is ready to 
depart in a soothed and relaxed mood. In 
such cases music acts as a form of social 
therapy. 

The idea of a concert is also quite un
known to the Kurds. Music is made is any 
surroundings and at any time, by a group 
of friends seated round a table in a cafe. 
under a tree, during a social evening or at 
a festival. The greater the number of peo
ple present, the larger t he place of the 
performance, the more the musician will 
increase the number of strings on his in
strument. The listeners are very atten
tive. and there is never any hurry. The 
bards start to tell their story, which can go 
on for hours. They relate ancient legends 
which convey an emotion of sadness, and 
the audience are often seen to weep. 
Although known in history as a fierce 
warrior, the Kurd is a tender-hearted and 
sensitive person. 

In a very general manner Kurdish music 
can be divided into two distinct types. The 
first could be called daytime music, or 
music for festivities, characterized by its 
sharply accented rhythmic and melodic 
features. The instruments best suited to 
this kind of music are primarily the zorna 
and the juzale, a double oboe made of 
reed. With the Assyrians and the Kurbat, 
the nomads who came from the Hima-

Near East. The terms referring to this kind 
of music are " govand " or the Arabic 
words "dabke " and "raqsa " . Govandori 
gina lly signified a particular dance, and 
by extension came to mean any type of 
dance. Dabke denotes a kind of dance 
found over an area stretching from Greece 
to the borders of Persia in which the part
ners. men and women, hold each other by 
the hand and dance in a semicircle. Over 
a hundred different dabke steps have 
been enumerated, the best known of 
w h ich among the Kurds is undoubtedly 
dabke Jezraouie. or t he Mesopotamian 
dabke . The word " raqsa " also signifies 
dancing in general. 

The second type of music could be called 
n ight music. This is the t ime when the 
musicians allow themselves to give ex
pression to moments of great effusion, 
moments of withdrawal and of silence 
which contrast with the noisy daytime 
music. Its characteristic is an improvisa
tion called lawko in the mountains and Lo 
de/a/ in the plains. Lawko means a belov
ed one, and by extension any improvised 
song . Lode/a/was once a way of singing, 
and the use of the term was also genera liz
ed. The instruments which are used to 
create this atmosphere of intimacy are 
quite naturally and above all the human 
voice, accompanied on the tanboura or 
t he kemenche, after wh ich come the 
" pik " reed flutes. 

layas and took up a sedentary life in the As a Kurdish musician very clearly puts 
Syro- lraqi desert, the Kurds are the most it: " You sing a song ... It is not the same 
remarkable players of the zorn a in the thing at night and during the day. If a child 
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sings a song. it is one thing, but when 
sung by a woman i t will be something 
different, and it will also vary according as 
it is performed by young people or old 
people. A song is not the sam e in the 
m ountains and in the plains, in the forest 

and at sea. It varies ever y time. In the 
morning, at noon, in the afternoon or the 
even ing, it is n ot the same thing ... " 

OJ NAGHMA JABALI WA BINAFSHE 
Mohammed Ali Te 'djo, m eydan saz 
Said Hassan tanboura 

CHRISTIAN POCHE 

This is t he ta le of the il l-starred love of J abali A gha M ire Hakkari for Binafshe 
Kacha Faresbek. This story, with its endless unexpected developments, ca n 
either be sung or simply played on an inst rument. The execution takes t he f orm 
of an alternate improvisation for two tanboura, one of which is larger in size and 
t hus deeper toned, cal led meydan saz (a Turkish word, l iterally the "public 
square " saz), played by M ohammed Ali Te'djo, w hi le the other is sma ller and 
therefore h igher piched, and is p layed here by Said Hassan. This improvisation is 
typ ical of Kurdish music. The moda l development works up to a melodic
rhythmic conclusion. 

[I] MAWAL WA RAQSA, for two zorna and tabl 
Hamo Hassan Ra'sho, 1st zorna 
Mohammed Ahmed Ra 'sho, 2nd zorna 
Hussein Mohammed Ra'sho, tab/ (double-headed drum) 
This example of daytime music performed in the open air at fest ivities, w eddings 
or on various occasions is here played by professional vi llage musicians. The 
tone of the instrument has great ca rrying pow er, and is in fact so loud that the 
majority of zorna playa,rs gradually become deaf . Mawal is an Arabic word 
signifying a " non- metrica l song " . Raqsa is t he name given to the dances which 
follow . Performers on t he zorna can often play for four or five hours on end 
without needing a rest. They employ a spec ial technique which enables them. to 
breathe while playing. Shifts of the tonic are a characteristic feature of thiS 
music. 
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MAWAL WA RAQSA, for two pik, tumbalak and zil 
Hanan Ahmed Nasser, 1st pik 
Ahmed Hanan Nasser, 2nd pik 
Hussein Hanan Nasser, tumbalak 
Hussein Ahmed Abdo, zil 
The form of modal development in this p iece is similar to t hat in the preceding 
one, but the manner of performance is associated w ith a certain kind of night 
music. The pik is a small reed flute. The tumba/ak, which correspond to the 
naqqarat, are two small clay kettledrums covered with a sheep skin or a rabb it 
skin. The zit are copper cymbals in use among the nomadic Kurds. Hanan Ahmed 
Nasser and his sons are professional vi llage musicians ; th eir f unct ion is to lend 
a colourful and vivid atmosphere to fest ivit ies and weddings in al l t he neighbour
ing villages. 

8] LO DELAL SHERIN HAYAT 
Sung by Said Hassan who accompanies himself on the tan
boura. Mohammed Ali Te'djo sustains a drone on the meydan 
saz. 
The bard here te lls the story of a woma n, Sherin Hayat, about w hom a young 
man has had a dream and whom he then meets one morn ing. This song in the 
Kurmanchi dialect, with its guttu ra l accents, is a good example of the sty le 
known as Jezraou i or M esopotam ian . It is indeed very typ ical of t he songs of the 
Iraq Kurds. 

[}] SAR HAWA 
Played on the tanboura by Said Youssef. 
By the term sar hawa the Kurds understa nd an improvi sat ion which is not 
altogether unlike an Arabian taqsim. The folk melodies on w hich th issar haw a is 
based are Leite Fatima (a call to Fat ima, t he name of a young gir l ), Bave Sayre 
(Sayre 's father ), Saleh ou Omeria (the name of a tribe), Seva Hajiya (the name of 
a young girl). The nervous, highly ornamented style is t hat of a great virtuoso. 
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MUSIQUE KURDE 
La musique kurde appartient a Ia meme 
famille que Ia musique persane, mais sa 
principale caracteristique est l'assise d' un 
pentacorde. La structure de base est le 
developpement modal dent !'improvisa
tion cherchera a organiser les elements 
de fac;;on a deboucher toujours sur une 
conclusion melodico-rythmique. Dans Ia 
construction musicale, !' improvisation du 
depart doit s'equilibrer au moyen d'une 
partie finale mesuree. La musique kurde 
n'est ni savante, ni populaire, mais est 
tout a Ia fois . Com me Ia musique persane, 
c'est une musique passion nee, sensuelle, 
te intee le plus souvent d'une profonde 
melancolie. Quoique proches l'une de 
l'autre, on ne peut a !'audition confondre 
ces deux mondes si differents, plus rat
f ine lorsqu'il s'agit de Ia musique per
sane, plus instinctif et violent lorsqu ' il 
s'agit des Kurdes. 

Ceux que no us appelons de nos jours les 
Kurdes sent les descendants d'un peuple 
que les Anciens designaient par Medes, 
peuple qui a joue un role considerable 
dans Ia fondation de l'empire persan. 
Xenophon evoque dans son Ana base des 
guerriers farouches qu ' il decrit sous le 
nom de Karduques. La musique kurde 
sera it done une musique tres ancienne 
qu i s'est conservee en gardant son origi
nalite. 

De nos jours et comme autrefois, les 
Kurdes habitent des reg ions montagneu
ses difficiles d'acces, connues sous le 

nom de Monts Zagros. Un h istorien a note 
que "le Kurde est inseparable des mon
tagnes. La au commence Ia plaine, il cede 
Ia place aux Arabes, aux Turcs, aux Per
sans, et sur les rives du Lac Van. il se 
retire devant /'Armenien ". Disperses 
dans l 'ouest de l' lran, l'est de l ' lraq et le 
nord de Ia Syrie, I' est de Ia Turquie, on en 
trouve en Armenie Sovietique. Depu is 
quelques decennies, certaines colonies 
se sent fixees au Liban . Bien qu 'au depart 
les Kurdes aient eu leur propre religion, 
derivee du mazdeisme, appelee religion 
Yezidi dent le centre se trouvait dans Ia 
reg ion de Ia ville sainte de Cheikh Ad i, 
pres de Mossoul (Iraq). ils sont aujour
d'hui pour Ia plupart musulmans sun
nites. Quant a leur langue, d 'origine indo
europeenne, si elle s'apparente au persan 
moderne, elle ne sa ura it se confondre 
avec lui. Deux dialectes dominent dans Ia 
langue kurde, le Kurmanch i parle en Tur
quie, en Syrie, en Armenie Sovietique, et 
le Sorani utilise en Iraq et en Iran. Le 
cours du Grand Zab, affluent du Tigre, 
del i mite geographiquement ces deux par
lers. En outre, il existe un dialecte special , 
le Gorani, parle par les Kurdes Zaza de 
Turquie. 

A premiere vue, Ia notion qu 'a un musi
cien kurde de son art est assez deroutante 
pour un Occidental, puisque toute une 
terminologie indispensable a Ia definition 
du phenomene sonore manque. II n 'y a 
pas de termes precis qui renvoient a l 'art 
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de fa ire de Ia musique ; les regles, les 
formes, les echelles musicales, tout dans 
le langage kurde se rapporte a des phe
nomenes concrets. On part de concepts 
simples pris dans Ia vie de tousles jours 
et qu'on generalise. Pour dire le mot 
" musique " en kurde, on utilise le terme 
" saz", mot d 'origine persane, qui signifie 
a Ia fois Ia musique, n ' importe quel ins
trument de musique ou un instrument de 
musique determine. On a recours egale
ment au terme "tanbour" qui signifie 
aussi Ia musique ou un instrument a 
cordes determine. Ce concept est tou 
jours I' objet d 'une forte polemique : cette 
sortede luth a long manchequ 'on retrou
ve auxIn des et qui est signale en Pologne 
au IX• siecle par des auteurs arabes, 
tient-il son origine du sanscrit et signifie
t-ill ' instrument qui donne le " ton " ? Vien
drait-il de Sumer, com me l'affirment cer
tains? Serait-il herite des Scytho-Sarma
tes et par consequent legs des civilisa
tions du Ca ucase? 

Ouand un musicien kurde parle de Ia 
musique, il ne se refere jamais a des 
concepts qui no us sontfamiliers de forme 
et de langage. Pour dire improviser, il fer a 
appel au terme "travailler ", dans le sens 
de " travailler " un instrument. On parlera 
d 'un musicien doue d'une haute inspira
tion comme d 'un musicien sachant ce 
qu'il a a faire , une difficulte d'execution 
sera interpretee comme une montagne a 
franchir. Construire une forme de musi
que pourra etre presente par Ia cicatrisa
tion d 'une blessure .. ce qui rappelle Ia 

• 

these de Raymond Ruyer dans son ouvra
ge " La genese des formes vivantes ". 
Pour definir tel mode ou tel maqam - les 
Kurdes disent maqame - appele aussi 
naghma, on fera appel a des noms pro
pres- sou vent des noms de femmes, de 
regions ou de tribus. Ainsi " Dersem " , qui 
est une danse kurde, tire son nom d 'une 
region de I'Anatolie. " Cheikhane ", autre 
danse bien connue, vient de Ia region du 
Djebel Sindjiar dans le nord de l'lraq. 
Lorsqu 'on designe un maqam par un nom 
de fille, par exemple le maqam Mariame, 
on entend que le souvenir de cette jeune 
Mariame a donne naissance a un motif 
melodique particulier, sur lequel s'est 
applique un ethos modal. On pourrait 
done en deduire que Ia musique kurde, 
comme Ia musique indienne ou arabe, 
utilise une quantite infinie de modes 
(Raga ou Maqam). En fait, i l n 'en est rien 
en rea lite I' art musical kurde est unique
ment base sur l'emploi d'un seul mode, ce 
qui atteste l'anciennete de cette culture 
qui a developpe sa tradition en conser
vant une echelle unique, que les peuples 
avoisinants appellent le " kord " ou le 
kurde (caracteristique, seconde mineure, 
suivi d'un intervalle de seconde majeure) 
qui n'est autre que le Dorien, qu'on retrou
ve chez les musiciens flamenco d'Espa
gne. Les Kurdes ont-ils conscience de 
cette echelle? Musicalement sans aucun 
doute car si le musicien s'ecarte des 
degres fixes par ce mode et determines 
par les quatorze ligatures de Ia tanboura, 
i ls savent pertinemment qu 'i ls sortent de 
leur tradition . Toutefois, ils n 'ont jamais 
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designe cette echelle par kord. lis l'ont par 
contre toujours associee a l 'esprit d 'un 
ethos. Dire d'un Kurde qu 'i l improvise le 
maqame Kord, com me on dirait d'un Per
san qu'i l developpe Shur ou d'un lndien, 
Bhairavi, est un non-sens. II fa udrait pre
ciser maqame Abdale ou maqame Maria
m e, car c'est Ia st ructuration du chant de 
Abdale ou de M ariame qui met en evi
dence l'echelle du kord. 

Cette similitude du kord et du Darien 
n'est certai nement pas le fruit du hasard. 
II y a l ieu de re lever que !' invasion des 
Doriens sur I'Hellade vers 1200 avant le 
Chr ist se situe a une epoque voisine de 
!'apparition des M edes qui, comme les 
Doriens, d'or igine indo-europeenne, sont 
venus du Nord. lis ont eux aussi fonde 
leur pui ssa nce sur une societe exclusi
vement guerriere. A insi Ia definition que 
donna it Heraclide du Pont du chant Darien 
" qui possede un caractere vir if et gran
diose, etranger a Ia joie, n!!pudiant Ia mol
/esse, sombre et energique" semble con
venir parfaitement au kord. De plus, dans 
cette musique, toute modulation d'un 
mode a l'autre, apanage et ri chesse des 
cultu res perses, arabes et turques, est 
inconnue. Neanmoins le m usicien kurde 
pratique avec beaucoup d' ingeniosite ce 
que I' on nom me l 'artdes metaboles, c'est
a-di re l 'art de Ia transposit ion a l'interieur 
d 'un mode. D'ou cette grande flu idite de 
Ia m usique qui, bien que basee sur des 
elements tres simples, en arrive a une 
complexite qui etonne. Si au depart toute 
refere nce a des m icro - intervalles est 

etrangere a Ia pensee kurde, de nom
breux m usiciens y font appel. On peut 
considerer cet usage com me accidentel ; 
tout depend de Ia region dans laquelle vit 
le musicien ; plus on se rapproche du 
monde arabe, plus on aura tendance a se 
rapprocher du maqam Bayati et a fa ire du 
kord un hypo-kord soit un athar-kord 
(Vestige du kord) ou pour revenir a Hera
elide du Pont, de l 'hypodorien "ce qui 
n 'est pas tout a fait darien, mais qui s 'en 
rapproche". 

La notion de musicien chez les Kurdes est 
a son tour un concept plut6t vague. On 
dira d 'un musicien qu 'i l est un sazandeh, 
ou hunarmand, c'est-a -dire un executant 
d_' un instrument de musique. On peut 
neanmoins avancer qu 'avant tout le musi
cien kurde est un conteur, ca r il raconte 
toujou rs une histoire, meme s'i l n 'utilise 
pas de mots. Son Ia ngage est sui vi de tres 
pres pa r le publ ic qu i en capte les peripe
t ies; elles evoquent des aventures de 
heros ou des amours perdues. Le musi 
cien kurde apparalt me me parfois com me 
une sorte de therapeute dont le role 
consiste a soulager les pe ines de l'audi
teur ; ce dern ier viendra le trouver et lu i 
confie ra ses problemes : il a perd u Ia 
fem me qu ' il aimait , ou ce lle-ci l 'a aban
donne; il aime une femme qui ne fait pas 
cas de lui, etc ... 

Sur ce canevas, le m usicien kurde entre 
en action, il chantera et improvisera jus
qu 'a ce que son auditeur reparte cal meet 
detendu. lei Ia musique ag it comme une 
sorte de medecine sociale. 
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Le concept de concert est aussi une chose 
inconnue des Kurdes. On fait de Ia musi
que n'importe ou, n'importe quand, entre 
am is autour d'une table de cafe, sous un 
arbre, durant les veillees ou pendant les 
fetes. Plus il y a de monde, plus l'endroit 
est grand, plus l'i nterprete aura tenda nee 
a multiplier les cordes de son instrument. 
Les auditeurs sont tres attentifs, on n'est 
jamais presse. Les bardes entament leur 
histoire qui peut se prolonger des heures . 
lis racontent de vieilles legendes melan
coliques et l'on voit souvent le public se 
mettre a sangloter. Bien que connu dans 
l ' histoire com me un guerrier farouche, le 
Kurde est un etre delicat et sensible. 
On peut d'une maniere tres generale 
diviser Ia musique kurde en deux types 
distincts. Le premier s'appellerait musi
que diurne ou musique de fetes, caracte
risee par son cote rythmique et melodi
que nettement accentue. Les instruments 
qui conviennent le mieux a ce genre de 
musique sont d'abord Ia zorna et lejuzale, 
double hautbois de roseau. Avec les Assy
riens et les Kurbat, ces nomades descen
d us de !'Himalaya et sedentarises dans le 
desert syro-irakien, les Kurdes sont les 
plus remarquables executants de zorna 
du Proche-Orient. Les termes qui ren
voient ace type de musique sont le voca
ble "govand" ou les termes arabes de 
"dabke" et "raqsa". Govand signifie au 
depart une danse particuliere et par exten
sion toutes sortes de danses. Par dabke 
on designe un type de danse,Jepandu de 
Ia Grece aux confins de Ia Perse ou les 
partenaires, hommes et femmes, se tien-

nent par Ia main et evoluent en demi
cercle. On a denombre plus d'une cen
taine de pas des differentes dabke, dont Ia 
plus connue chez les Kurdes est sans 
conteste Ia dabke Jezraouie ou dabke de 
Ia Mesopotamie. Quant au mot "raqsa", il 
veut dire egalement Ia danse en general. 
Le second type de musique pourrait etre 
qualifie de nocturne: c'est l'heure ou les 
musiciens se laisseront aller a des mo
ments de grande effusion ; moments d'in
teriorisation et de silence qui contrastent 
avec Ia bruyante musique diurne. Sa 
caracteristique: une improvisation a la
quelle on donne le nom de Lawko, dans 
les montagnes, et de Lo Delat dans Ia 
plaine. Lawko signifie l'etre aime et par 
extension tout chant improvise. Lo Delat 
fut une maniere de chanter, concept qui a 
son tour s'est generalise. Les instruments 
qui servent a creer cette atmosphere d'in
timite sont bien entendu et avant tout Ia 
voix humaine, accompagnee de Ia tan
boura ou du kemence; viennent aussi les 
pipeaux "pik". 
Com me l'exprime tres clairement un musi
cien kurde: "On chante une chanson ... 
ellen' est pas Ia me me Ia nuit et le jour. Si 
un enfant Ia chante, c'est une chose, 
autre chose si c 'est une femme, ou seton 
que des jeunes ou des vieux Ia chantent. 
Elle n'est pas Ia meme dans Ia montagne 
et dans Ia plaine, dans Ia foret et sur Ia 
mer. Chaque fois elle varie. Le matin. a 
mid1; dans l'apres-midi ou dans Ia soiree, 
ce n 'est pas Ia me me chose .. . " 

CHRISTIAN POCHE 
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[I] NAGHMA JABALI WA BINAFSHE 
Mohammed Ali Te'djo, meydan saz 
Said Hassan tanboura 
Ceci est l'histoire des amours malheureuses de Jabali Agha Mire Hakkari pour 
Binafshe Kacha Faresbek. Ce recit. avec ses developpements inattendus et tres 
varies, peut etre soit chante soit simplement joue sur un instrument. Son 
execution prend Ia forme d'une improvisation qui fait jouer en alternance deux 
tanboura : l'un est plus grand en taille et done possede une resonance plus 
profonde, il est appele meydan saz (c'est un mot turc qui signif ie litteralement 
"place publique ") et est joue par Mohammed Ali Te'djo ; alors que l'autre 
tanboura est plus petit et done possede une sonorite plus aigue ; i l estjoue ici par 
Said Hassan. Cette improvisation est typique de Ia musique kurde. Le develop
pement modal aboutit a un denouement melodique rythm ique. 

III MAWAL WA RAQSA, pour deux zorna et un tabl 
Hamo Hassan Ra'sho, fer zorna 
Mohammed Ahmed Ra'sho, 2eme zorna 
Hussein Mohammed Ra'sho, tab! (tambour horizontal a deux 
peaux) 
Cet exemple de musique diurne, joue en plein air pendant des rejouissances, 
des mariages ou a diverses occasions, est ici execute par des musiciens de 
village profession nels. La puissance sonore de !'instrument est si forte que Ia 
majorite des joueurs de zorna deviennent progressivement sourds. Mawal est 
un mot arabe qui signifie "une chanson sans prosodie ". Raqsa est le nom donne 
aux danses qui succedent a cette musique. Les interpretes du zorna peuvent 
sou vent jouer pendant quatre ou cinq heures d'affilee sans s'arreter. lis utilisent 
une technique Speciale qui leur permet de respirer pendant qu ' ils jouent. Le 
deplacement de Ia tonique est une caracteristique de cette musique. 
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[}] MAWAL WA RAQSA, 
pour deux pik, un tumbalak et un zil 
Hanan Ahmed Nasser. 1 er pik 
Ahmed Hanan Nasser, 2eme pik 
Hussein Hanan Nasser, tumba/ak 
Hussein Ahmed Abdo, zit 
La forme de developpement modal de ce morceau est semblable a celle du 
precedent, mais Ia fa con de Ia jouer est associee a I' idee d'une certaine variete 
de musique nocturne. Le pik est une petite flute de roseau . Le tumba/ak qui 
correspond au naqqfuat est compose de deux petites timbales en terre cuite, 
recouvertes d 'une peau de mouton ou d'une peau de lapin . Les zit sont des 
cymbales en cuivre tres utilisees parmi les nomades kurdes. Hanan Ahmed 
Nassan et ses fils sont des musiciens de village professionnels; leur role est de 
creer une atmosphere pittoresque et ga ie lors des festivites et des mariages qui 
se deroulent dans tous les villages environnants. 

[II LO DELAL SHERIN HAYAT 
Chante par Said Hassan. qui s'accompagne au tanboura. 
Mohammed Ali Te'djo soutient le bourdon sur le meydan saz. 

lei , le barde raconte l 'histoire d 'un jeune hom me qui a reve d'une femme, Sherin 
Hayat, avant de Ia rencontrer un beau matin . Cette chanson chantee dans le 
dialecte Kurmanchi , avec ses accents gutturaux, est un bon exemple du style 
connu so us le nom de Jezraoui ou mesopotamien. II est en effet tres typique des 
chansons des Kurdes d' lraq. 

[I] SAR HAWA 
Joue au tanboura par Said Youssef. 
Par le terme sar hawa, les Kurdes designent une improvisation qui n'est pas 
sans rappeler un taqsim arabe. Les melodies populaires sur lesquelles est base 
cesar haw a sont Leite Fatima ( un appel a Fatima, nom d'une jeune fille), Save 
Sayre ( le pere de Sayre), Salehou Omeria ( le nom d'une trib'u ), Seva Hajiya ( le 
nom d'une jeune fille). Le style nerveux et tres ornemente est celui d'un grand 
virtuose. 
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The tracks heard here were recorded in the North of Syria as well as in the Lebanon 
during a field trip carried out in 1972 by Christian Poche, ethnomusicologist and 
J_och en Wenzel, photographer and sound-technician. The recordings were more speci
fica lly collected in the cities of Aleppo, Afrin, Beyrouth and in the village of Kafar-Safra. 
near the Turkish border. The accompanying notes were written following numerous 
conversations with the musicians who have since toured Europe on many occasions 
and g iven concerts in Amsterdam. West Berlin and Paris. 

Les enregistrements on ete realises au nord de Ia Syrie ainsi qu'au Liban au cours 
d'un e mission menee en 1972 par Christian Poche, ethnomusicologue et Jochen 
Wenzel, photographe et preneur de son. !Is ont ete tout particulierement realises dans 
les vi lles d'Aiep, d 'Afrine, de Beyrouth et au village de Kafar-Safra, pres de Ia frontiere 
turque. Le texte de presentation a ete redige a partir de nombreuses conversations 
tenues avec /es musiciens. Ceux-ci ont de puis effectue plusieurs voyages en Europe et 
donne des concerts a Amsterdam, Berlin Ouest et Paris. 
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OJ NAGHMA ·JABALI WA BINAFSHE . 23'26 
Mohammed Ali Te'dio, meydan saz 
Said Hassan, tanboura 

~ MAWAL WA RAQSA 
For two zorna and tab/ I pour deux zorna et tabl 
Hamo Hassan Ra'sho, zoma 1 
Mohammed Ahmed Ra'sho, zorna 2 
Hussein Mohammed Ra'sho, tab/ 

~ MAWAL WA RAQSA 
For two pik, tumbalak and zit I pour deux pik, tumbalak et zil 
Hanan Ahmed Nasser, pik 1 
Ahmed Hanan Nasser, pik 2 
Hussein Hanan Nasser, tumba/ak 
Hussein Ahmed Abdo, zit 

rn Lo DELAL SHERIN HAY AT .... . . . . ... . 
Sung by I chante par Said Hassan 
Said Hassan, tanboura 
Mohammed Ali Te'djo, meydan saz 

liD SAR HAWA . 
Said Youssef, tanboura 
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