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BAYAT-E ESFAHAN

BAYAT-e ESFAHAN, or AVAZ-e ESFAHAN, a musical system based on a
specific collection of modal pieces (gusaha) which are performed in a
particular order. According to the late 13th/19th-century author Forsat Sirazi
(apud Safwat, p. 81), Esfahan was listed as one of the pieces of the modal
system (dastgah) of Homayun. In the twentieth century it has developed from
a gusa of Homayun into a nearly independent dastgah. Its smaller repertoire
and cadential references to Homayun support the theory that it is a sub-
dastgah (avaz, nagma) of Homayun. Some theorists (Farhat, p, 164; Caron and
Safvate, p. 89) believe it to be an independent dastgah; others believe it to be
derived from the dastgah Str (During, p. 118).

The introductory part (daramad) is in the mode of Esfahan. The scale degrees
are F G Ap B C D Eb. The recitation tone (Sahed) is on C, the initial pitch (agaz)
may be on C or G, the cadential pitch (ist) may be C or Ap, and the final pitch is
on G, although earlier in the century it concluded on F.

Like other dastgahs, Esfahan’s scale and modal configuration have changed
over time. The mood of Esfahan has been described as mystical and profound,
expressing a mixture of happiness and melancholy. Its current similarity to
the Western minor scale has made it a much-used mode in popular and
semiclassical music, where Western minor tuning is used and the Ap
eliminated (Zonis, p. 87).

The important gisas of Bayat-e Esfahan are the Daramad, Jamadaran, Bayat-e
Raje’, ‘083aq, Sahkata’1, Stiz-0-godaz, and Matnawl. Bayat-e Raje‘ is one of the




@\ BAYAT-E ESFAHAN | Margaret Caton

most important gisas, and has a slightly different modal character than the
Daramad. ‘083aq, also very important, represents a distinct modulation.
Sahkata’l, which is modally close to ‘033aq, expresses the high pitch area (awj)
of the dastgah, cadencing to Esfahan at its conclusion. Both Stiz-o-godaz and
Matnaw1 have modal configurations similar to Esfahan.
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