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Abstract

This study was conducted to examine the vocal structure of the Shajarian school based on the concept of Difference and Repetition in the
philosophy of Gilles Deleuze (Deleuze, 1994). The central problem addresses whether this vocal structure can be understood not merely
as a series of formal repetitions and radif-based patterns, but rather as a process that generates difference within repetition itself.
Accordingly, the main research question investigates how the vocal structure of the Shajarian school produces creative and distinctive
difference through melodic repetition. The primary objective of the study is to clarify the internal mechanisms of this vocal structure
through Deleuzian key concepts such as difference, repetition, and becoming, conceptualizing it as a dynamic system capable of producing
an original artistic work (“difference of difference”), with a particular focus on the works of Master Mohammad-Reza Shajarian. The
research adopts a qualitative methodology of a descriptive—analytical nature with a comparative approach. Data were collected through
the analysis of selected vocal samples from prominent performances within this school, alongside a theoretical examination of Deleuzian
philosophical sources. The findings indicate that, in Shajarian’s artistic perspective, repetition does not signify a simple return to what has
already occurred; rather, it constitutes a ground for the emergence of differences that gradually intensify and reveal their own expressive
force. Each repetition of a melody is accompanied by transformations in vocal intensity, ornamentation, temporal duration, and emotional
expression. Consequently, the vocal structure takes shape through a dynamic and continuously becoming process. This demonstrates that
Shajarian’s artistic approach may be interpreted as a model of productive repetition infused with difference within the field of music.
Keywords: Difference; Repetition; Gilles Deleuze; Shajarian; Vocal Analysis.
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Extended Abstract

The present study investigates the vocal structure of the Shajarian school through a philosophical—aesthetic
framework grounded in Gilles Deleuze’s ontology of difference, repetition, and becoming, aiming to move
beyond conventional musicological interpretations that frame Iranian classical singing merely as preservation
or variation of inherited radif traditions. Traditional historiography of Iranian music often constructs a binary
opposition between fidelity to tradition and innovation, assuming that mastery lies primarily in accurate
reproduction of established melodic patterns. Within such a paradigm, repetition is understood as conservation,
and deviation becomes a potential threat to authenticity. However, Deleuzian philosophy challenges this
hierarchical understanding by redefining repetition as a generative process that produces novelty rather than
reproducing sameness. Philosophical interpretations of modern art emphasize repetition not as mechanical
duplication but as a dynamic condition through which difference manifests and intensifies, reshaping aesthetic
perception and artistic creativity (1). Deleuze’s reconfiguration of metaphysics proposes that difference exists
prior to identity and that artistic creation emerges through continuous transformation rather than fixed forms,
thereby opening a theoretical space in which Iranian vocal performance may be interpreted as an ontological
event rather than a technical practice (3). Within this framework, the vocal art of Mohammad-Reza Shajarian
becomes particularly significant because his performances demonstrate how repetition within radif singing can
operate as a field of variation, allowing expressive intensity, temporal elasticity, and emotional transformation
to emerge across performances. Previous analytical studies focusing on Shajarian’s vocal techniques—
especially classifications of tahrir patterns—have already shown that his singing reshaped vocal pedagogy and
performance conventions by transforming ornamentation into a primary carrier of musical identity rather than
a decorative addition (2). Building on these perspectives, the present research interprets Shajarian’s vocal style
as an example of productive repetition, in which artistic meaning arises from processes of becoming rather
than imitation, positioning his school as a dynamic musical system capable of generating new expressive
realities.

Methodologically, the research adopts a qualitative descriptive—analytical and comparative approach,
combining philosophical analysis with close listening to selected vocal performances representative of the
Shajarian school. Rather than treating performances as fixed texts, the study approaches each rendition as an
event shaped by performer, audience, temporal context, and affective atmosphere. Deleuze’s distinction
between mechanical repetition and clothed or dynamic repetition provides a central analytical tool for
understanding how repeated melodic phrases transform across performances (4). Examination of multiple
renditions of similar melodic materials reveals that Shajarian’s singing never constitutes exact reproduction;
instead, shifts in vocal intensity, ornamentation, phrasing, and emotional articulation continually reshape the
musical experience. The analysis therefore rejects the traditional “tree-like” model of radif transmission—
based on lineage and hierarchical preservation—and instead adopts the Deleuzian concept of the rhizome, a
non-hierarchical network characterized by connection, multiplicity, and openness (5). From this perspective,
radif functions not as a rigid template but as a map enabling creative navigation. Shajarian’s rearrangement of
modal sequences, flexible entry points into performances, and adaptive responses to expressive necessity
demonstrate how the performer transforms inherited musical structures into fields of possibility. The research
consequently frames vocal performance as a process of continuous becoming, where musical meaning emerges
through interaction rather than predetermined form.

Central to this ontological reading is the reinterpretation of tahrir—a defining element of Persian vocal
music—as a mechanism of difference production. In conventional analysis, tahrir is often categorized as
ornamentation, yet Deleuzian aesthetics reveals it as a sonic strategy that suspends linguistic meaning and
redirects attention toward pure intensity. When semantic content dissolves during extended vocal
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embellishment, sound escapes the symbolic order of language and enters a domain of affective force. This
transition corresponds to what Deleuze conceptualizes as a “line of flight,” a movement through which artistic
expression breaks from established structures and generates new experiential possibilities (7). Temporally,
many of Shajarian’s improvisational passages detach themselves from regular metric organization, interrupting
chronological musical time and introducing an expanded experiential temporality analogous to Deleuze’s
notion of Aion, in which past and future coexist within a continuous present. Through such techniques,
repetition becomes a means of intensification rather than confirmation, allowing each melodic return to reshape
emotional and perceptual experience. The voice thereby functions not merely as a carrier of poetry but as an
autonomous expressive force capable of reorganizing listener perception and redefining musical temporality.

Another theoretical dimension explored in this study concerns the Deleuzian concept of the “Body without
Organs” (BwO), understood as a field liberated from predetermined functional organization and open to flows
of intensity and desire (5). Applied to vocal art, this concept enables interpretation of the singing voice as
exceeding biological individuality and becoming a cultural and affective phenomenon. Shajarian’s voice,
particularly in iconic performances embedded within collective memory, transcends personal embodiment and
operates as a shared sonic event circulating within social consciousness. The transformation of voice from
individual expression into collective resonance parallels aesthetic theories emphasizing the tactile and material
qualities of vocal sound—what has been described as the grain of the voice—through which listeners
experience affect directly rather than conceptually (6). The study argues that Shajarian’s vocal practice
demonstrates processes of deterritorialization and reterritorialization: sound departs from the singer’s body,
enters communal experience, and acquires renewed cultural significance. Consequently, vocal performance
becomes an assemblage linking performer, tradition, audience, and historical context into a dynamic artistic
system.

The research further interprets Shajarian’s mastery of modulation and composite singing as manifestations of
Deleuzian becoming. Frequent transitions between modal spaces destabilize fixed musical identities and create
fluid sonic territories connected through continuous transformation. Rather than remaining confined within a
single modal framework, performances evolve through subtle microtonal shifts that guide listeners across
emotional landscapes without abrupt rupture. This practice exemplifies the rhizomatic principle of connection,
whereby any musical point may link to another, producing continuity within diversity (5). Such fluidity mirrors
broader cultural conditions of modern identity characterized by multiplicity and transformation. Moreover, the
study examines the political dimension of Shajarian’s artistry, suggesting that vocal performance can function
as a form of expressive resistance. Deleuzian philosophy views art as inherently political because it disrupts
perceptual habits and opens new spaces of collective experience. In socially charged musical works, vocal
intensity operates as a sonic force challenging structured systems of control, transforming musical expression
into a form of social assemblage that connects dispersed audiences through shared affective resonance.
Through repetition, refrain-like structures create territories of belonging while simultaneously opening
pathways toward new expressive horizons, demonstrating how music can articulate collective emotion without
reliance on explicit ideological discourse (4).

In conclusion, the study demonstrates that the vocal structure of the Shajarian school cannot be adequately
understood through technical or stylistic analysis alone but must be approached as an ontological process
grounded in becoming, intensity, and difference. The findings reveal that repetition in Shajarian’s singing
operates as a generative mechanism through which new expressive realities continually emerge, transforming
radif from a fixed inheritance into a living field of creative possibility. Tahrir functions as a strategy of sonic
liberation that suspends language and activates affective experience, while modulation and improvisation
embody the fluid logic of rhizomatic connection. The voice emerges as a cultural event extending beyond
individual performance and participating in collective memory and social meaning. Ultimately, Shajarian’s art
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exemplifies how structure and innovation coexist, showing that tradition itself may serve as a dynamic platform
for continuous artistic becoming rather than a constraint upon creativity.
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