
 

MTO 31.2 Examples: Poorhaydari, Historical Examination and Theoretical Analysis 
of Maqām Iṣfahān in Persian Art Music 

(Note: audio, video, and other interactive examples are only available online)  
https://www.mtosmt.org/issues/mto.25.31.2/mto.25.31.2.poorhaydari.html   

 

 
Example 1. The Main Species of Fourth with Five Tones according to Urmawi (the last column is 
my interpretation) 

 

 
 
 

Example 2. Iṣfahān Species of Fourth according to the Systematists 

 

 
 
 

  

https://www.mtosmt.org/issues/mto.25.31.2/mto.25.31.2.poorhaydari.html


Example 3. Iṣfahān octave species according to the Systematists (TC = tetrachord; PC = 
pentachord) 

 

Example 4. Iṣfahān modal scheme according to the twentieth-century musicologists (see [2.1] and 
[2.5] for the descriptions of the superscripts T, S, I, M, A and N in the middle column) 

 



Example 5. The first darāmad of iṣfahān in Karimi’s vocal radīf (reproduced from Tahmasbi 1995, 
243) 

 
Example 6. Tone distribution histograms for Karimi’s first darāmad of iṣfahān 

 

 



Example 7. Melodic progression in Karimi’s dastgāh iṣfahān based on tone duration 
(Note the order of gushihs is from bottom to top.) 

 

 
 
 

  



Example 8. Progression of the most prominent tone in Karimi’s dastgāh iṣfahān 

 

 
 
 

  



Example 9. A few representative phrases from bayāt-i rājiꜥ in iṣfahān on G according to Karimi 
(reproduced from Tahmasbi 1995, 247 with slight modifications) 

 

 
 
 

  



Example 10. Tone distributions of the entire Karimi’s bayāt-i rājiꜥ as two separated modes 

 

 
 
 

  



Example 11. Overall tone distributions of the entire Karimi’s bayāt-i rājiꜥ 

 

 
 
 

Example 12. Main part of bayāt-i rājiꜥ in Iṣfahān on G according to Davami (reproduced from 
Payvar 2011, 107 with slight modifications including a transposition from D to G) 

 

 
 



Example 13. Tone distributions for Davami’s bayāt-i rājiꜥ (the entire piece) 

 

 
 
 

  



Example 14. bayāt-i rājiꜥ No. 2 in iṣfahān on G according to Maꜥrufi (reproduced from Maꜥrufi 2011, 
463 with slight modifications) 

 

 
 

Example 15. Tone distributions for Maꜥrufi’s bayāt-i rājiꜥ No. 2 

 



Example 16. Gūshih ꜥirāq in iṣfahān on D according to Davami (reproduced from Payvar 2011, 108 
with slight modifications) 

 

 
Example 17. Tone distributions for Davami’s Gūshih ꜥirāq 

 



Example 18. Gūshih ḥazīn in iṣfahān on G according to Maꜥrufi (reproduced from Maꜥrufi 2011, 464 
with slight modifications) 

 

 
 
 

Example 19. Tone distributions for Maꜥrufi’s Gūshih ḥazīn 

 

 



Example 20. Taṣnīf Ey Mah-i Man in iṣfahān on C 

 

 
 
 

  



Example 21. Tone distributions for Ey Mah-i Man 

 

 
 
 

  



Example 22. Tone distributions for the ring following Ey Mah-i Man 

 

 
 
 

Example 23. Starting tone (āghāz) distribution in the analyzed sources 

 

 
 



Example 24. Concluding tone (khātimih) distribution in the analyzed sources 

 

 

Example 25. Most prominent tone (shāhid) distribution in the analyzed sources 

 

 

Example 26. Characteristic degree function distributions in Nassirifar’s taṣnīfs in mīnur (mostly 
harmonic minor mode) 

 



Example 27. Iṣfahān in the neighbouring musical systems 

 

 
 
Example 28. Related Systematists maqāms (Sources: Wright 1978, 67–75; Urmawi 2001, 32; Shirazi 
2008, 132–135; Vaziri 1934, Part 2, 95; and Hedayat 1938a, Part 3, 22–39) 

 

 
 
 

  



Example 29. The root and evolution paths of maqāms iṣfahān, humāyūn and ḥijāz 

 

 
 
 

  



Example 30. Various forms of iṣfahān over time 

 



Example 31. Repositions of maqām iṣfahān (sources for the last column: Fakhreddini 2013, 306-
317; Farhat 1990, 77-80; and Payvar 2011, 108) 

 

 
 
 

Example 32. Repositions of Urmawi’s dawr iṣfahān 

 

 


