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Mohsen Mohammadi

Qand-i ParsT: An Introduction to Twenty
Persian Texts on Indo-Persian Music

Preface

A brief introduction to some specimens of Persian musical writings!, which
discuss both Persian and Indian musics and were authored within the Indian
subcontinent,? will be presented in this paper. An attempt has been made to
cite their contents as they appeared in the original texts; the transliteration of

I Several works have already been published on Persian musical texts, for instance
see:

I-Sarmadee, Shahab, Nur Ratnakar: A Bio-Bibliographical Survey, and Techno-
Historical Study, of All Available Important Writings in Arabic, Persian, Sanskrit
and Other Allied Languages on the Subject of Song, Dance and Drama, Edited by
Prem Lata Sharma and Francoise ‘Nalini’ Delvoye, Calcutta: ITC Sangeet Research
Academy, Vol. I, 2003.

[I-Massoudieh, Mohammad Taghi, Manuscrits Persans Concernant la Musique,
Miinchen: G. Henle Verlag, 1996.

III-Ahmad, Najma Perveen, Hindustani Music (A Study of its Development in
Seventeenth and Eighteenth Centuries), New Delhi: Monahr Publications, 1984, 16-
73.

IV-Malik, Rashid, Barr-i Sagir min Misiqi Ki Farst Ma’ahid, Lahore: Idarih-yi
Tahqiqat-i Pakistan, 1983.

V-Daneshpazhooh, Muhammad Taghi, Nimiinih-T az Fihrist-i Atar-i Danismandan-i
Irant wa Islami dar Gina’ wa Miistqr, Tehran: Idarih-yi Kull-i Nigari-i Wizarat-i
Farhang wa Honar, 1355/1977.

VI-Askari, S. H., Music in Early Indo-Persian Literature, Malik Ram Felicitation
Volume, Ed. S. A. J. Zaidi, New Delhi: Malik Ram Felicitation Committee, 1972,
89-120.

VII-Monzavi, Ahmad, Fihrist-i Nushih-ha-yi Hatfi-yi Farst, Tehran: Mu’assisih-yi
Farhangt-yi Mantaqih-1R.C.D., 1349/1972, V 5 Part 30, MusiqL.

2 In addition to the original works written inside India, one may also refer to a
number of works that were copied. The British Museum Ms. Or. 2361 is a good
example, which consists of several Persian and Arabic treatises on music, and was
compiled during 1073-9/1662-8 for Sah Qubad Ibn-i ‘Abd al-Jalil al-Hariti al-
Badahst al-Muhatab bih Diyanat Han, See:

Daneshpazhooh, M.T., Ibid, 191, Rieu, Charles, Supplement of the Catalogue of the
Arabic Manuscripts in the British Museum, London: British Museum, 1894, 558-61.



41

the Indian terms is based on the glossary of the edited version of Tuhfah al-
Hind 3

Persian musical texts of India can be divided into several groups. The first
group is Persian books on Persian music, which are mostly written by
immigrants in India. Due to differences between Persian and Indian musics, it
seems that there were fewer musician immigrants than poets. Golchin Maani
enumerates about 800 immigrant poets,* many of whom were also
musicians;> however, Golchin Maani’s description shows that only
Muhammad Mu’min-i Niy$abiirT “was acquainted with Indian Rdga and Git”.
The works Tiiti Namih by Diya’ al-Din-i Nah8ab1,® Magamat al-Nigam’ and
Kasf al-Awtar® by Qasim Ibn-i Dust ‘Ali-yi Buhari, Tulfah al-Adwar by
‘Inayat Allah Ibn-i Mir Hajj al-Hirawi,? and Farid al-Zaman fi Ma ‘rifah al-
Alhan'0 are specimens of this group.

3 Tbn-i Fahr al-Din Muhammad, Mirza Han, Tuhfah al-Hind, Ed. Nur Al Hassan
Ansari, Tehran: Inti$arat-i Bunyad-i Farhang-i Iran, 1354/1975, V 1, 519-758.

4 Golchin Maani, Ahmad, Karavan-i Hind, Mashad: Muassisih-yi Cﬁp wa IntiSarat-i
Astan-i Quds-i Radawi, 1369/1990.

5 Ahang-i Yazdi (7), Mir Ibrahim Qanani (10), Adham Biyg-i Qazvini (38), Asli Han
Biyg-i Dulgadr (79), Muhammad Rida Umid-i Hamidant (109), Baqiya-ye Na’'inT
(158), Kamal al-Dn Jismi-yi Hamidant (277), Muhammad Qasim-i Siraja-yi Isfahant
(535), Mir Muhammad Mu’min-i Samimi-yi Yazdi (654), Amir Sayyid ‘Ali- ye
Sawti-yi Yazdi (740), Muhammad Ibn-i Muhammad-i Darabi (850), ‘Alf Biyg-i
Musannif-i Isfahant (908), Fayiq-i Lahijant (990), Gul$ani-yi Sirazi (1192), Qulf Han
Biyg-i Mujrim-i Samla (1214), Mirza Hasan Biyg-i Muqimi Tabrizi (1336),
Muhammad Mu’min-i Niy§abart (1379), Muhammad Mu’min-i HirawT (1380). For
more information about the immigration of Persian musicians to India, see:
Meysami, Seyyed Hossein, Muhdjirat-i Miisiqgidanan-i Dawran-i Safawt bih Hind,
Tehran: Mahoor quarterly, No. 16, summer, 2002.

6 Nahgabi, Diya’ al-Din, Titfr Namih, Ed. Fathullah Mujtabaei & Gholam Ali Arya,
Tehran: IntiSarat-i Manucihrt, 1372/1992, 121-35.

7 Manchester University Library, Ms. J.R. 707, ff la-41b, Massoudieh, M. T., Ibid,
52-3.

8 The British Library, Ms. Or. 2361, ff 240b-266b, Daneshpazhooh, M.T., Ibid, 193,
Massoudieh, M. T., Ibid, 52, Monzavi, Ahmad, Ibid, 3903, Rieu, Charles, Ibid, 115.

9 Bodleian Library, Ms. Or. Ouseley 30, ff 50a-52b, Ethé, Herman and Ed. Sakhau,
Catalogue of The Persian, Turkish, Hindustani and Pushti Manuscripts in The
Bodleian Library, Oxford: 1889, Part 1, The Persian Manuscripts, 1063-4,
Daneshpazhooh, M.T., Ibid, 168, Massoudieh, M. T., Ibid, 112-3, Monzavi, Ahmad,
Ibid, 3889.

10° Ali Razawi, Sayyed Sarafraz, Mahtitat-i Anjuman-i Taraqqi-yi Urda, Karachi:
Anjuman-i Taraqqt-yi Urda Pakistan, 1967, 66, Daneshpazhooh, M.T., Ibid, 207,
Monzavi, Ahmad, Ibid, 3901.
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Another group consists of Persian books on Indian music, some of which are
Persian translations of Sanskrit books: Translation and commentary on
Parijatak by Mirza Raw$an Damir, '! Miftah al-Suriid by Qadi Husiyn Ibn-i
Hwajih Tahir Ibn-i Hwajih Muhammad Qadi, 12 Sams al-Aswat by Ras
Baras, '3 and Translation of Nadapuran Mata'*. Other books were originally
written in Persian: Usil al-Nagamat by Gulam Rida,'S Asl al-Usil by
Muhammad Nasir-i Muhammadi,!® Rag Sindhaw by Safdar ‘All Han
Bahadur,!” Dastir al-Nigam,'® Mufarrih al-Qulib,'° Ilham al-Tarab,?0 and
Sahansa Rasa.?!

11 Staatsbibliothek zu Berlin, Ms. Sprenger 1667, ff 1b-87a, Daneshpazhooh, M.T.,
Ibid, 163 & 175, Massoudieh, M.T., Ibid, 12-3, Monzavi, Ahmad, Ibid, 3891 &
3911, Pertsch, Wilhelm, Verzeichniss der Persischen Handschriften der Koniglichen
Bibliothek zu Berlin, Berlin: A. Asher & Co., 1888, 339-40.

12 Staatsbibliothek zu Berlin, Ms. Or. Quart 214, ff 278b-306a, Daneshpazhooh,
M.T., Ibid, 162, Massoudiech, M.T., Ibid, 183-4, Monzavi, Ahmad, Ibid, 3905,
Pertsch, Wilhelm, Ibid, 85.

13 India Office Library, Ms. 2022, ff 1b-33b, Daneshpazhooh, M.T., Ibid, 175 & 205,
Ethé, Herman, Catalogue of the Persian Manuscripts in the Library of the India
Office, Oxford: 1903, V. 1, 1122-3, Massoudieh, M.T., Ibid, 189-90, Monzavi,
Ahmad, Ibid, 3900.

14 Staatsbibliothek zu Berlin, Ms. Sprenger 2009, ff 1b-82a, Daneshpazhooh, M.T.,
Ibid, 163 & 210, Massoudieh, M.T., Ibid, 297-8, Monzavi, Ahmad, Ibid, 3886,
Pertsch, Wilhelm, Ibid, 340-1.

15 India Office Library, Ms. 2023, ff 1b-35b, Daneshpazhooh, M.T., Ibid, 163 & 210,
Ethé, Herman, Ibid, 1123, Massoudieh, M.T., Ibid, 103, Monzavi, Ahmad, Ibid,
3886.

16 [ndia Office Library, Ms. 2975, ff 1b-35b, Ethé, Herman, Ibid, 1613-4,
Massoudieh, M.T., Ibid, 173.

17 The British Library, Ms. Or. 14382, ff la-186b, Isa Waley, Muhammad,
Supplementary Hand List of Persian Manuscripts, 1966-1988, London: The British
Library, 1998, 34.

I8 Staatsbibliothek zu Berlin, Ms. Or. Quart 214, ff 307b-320a, Daneshpazhooh,
M.T., Ibid, 209, Massoudiech, M.T., Ibid, 271-2, Monzavi, Ahmad, Ibid, 3895,
Pertsch, Wilhelm, Ibid, 84-5.

19 India Office Library, Ms. 2024, ff 1b-185b, Daneshpazhooh, M.T., Ibid, 177, Ethé,
Herman, Ibid, 1123-4, Massoudieh, M.T., Ibid, 108-9, Monzavi, Ahmad, Ibid, 3906.
20 Tndia Office Library, Ms. 2033, ff 1b-33b, Daneshpazhooh, M.T., Ibid, 197 & 210,
Ethé, Herman, Ibid, 1126, Massoudieh, M.T., Ibid, 278-9, Monzavi, Ahmad, Ibid,
3887.

21 India Office Library, Ms. 2015, ff 1b-197a, Daneshpazhooh, M.T., Ibid, 208, Ethé,
Herman, Ibid, 1119-20, Massoudieh, M.T., Ibid, 37-8, Monzavi, Ahmad, Ibid, 3896.
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Books on paramusical subjects, such as religious songs and dances of Sufis,
prohibition and permissibility of music constitute another group of Persian
musical texts of India: Ka$f al-Mahjib by ‘Ali Ibn-i ‘Utman-i Hujwiri,??
Magamat al-Salikin by Muhammad Ibn-i Muhammad-i Darabi,?3 Hidayah
al-A‘ma by Husiyn Ibn-i Zinat wa Ziyn-i KiSmiri,>* Risalih-yi Fawa’d-i
Istima‘-i Sawt-i Hasan by Muhammad Hazin-i 1ahiji,> and Mi‘yar al-
Sama ‘.26

A further group comprises books on Indo-Persian music, which form the
subject of this paper. Here, Persian and Indian musics are considered
together. One of the most important and noteworthy sections is devoted to a
comparative study of Persian and Indian musics to find similarities between
certain Ragas and Magdams, which can be very fascinating for musicologists
or ethnomusicologists. Mirza Han, the author of Tuhfah al-Hind, states in the
11%/17" century:

“Rakb and ‘Uzzal sound like Khat Raga. Bayat sounds like Dhanasri.
Husiynt and Dugah and Nawriiz-i ‘Ajam sound like Kaphi. Nawa and
Niysabirak and Nahawandak sound like Saranga. Sigah and Cahargah and
Mayih and Bastih Nigar and Zangiilih and Magliib sound like Todi. Zabul
and Mubhalif sound like Piirvi. Nayriz-i Sagir and Nayriz-i Kabir sound like
Aiman. ‘Us3aq and ‘Iraq and ‘Awj sound like Gunakali”.?’

Perhaps this comparison can help us to obtain more insight into aspects of the
modal system of Persian music during the reign of the Safawids. The musical
treatises of this period lack mathematical discussions about the modal

22 Hujwiri, ‘Alf Ibn-i ‘Utman, Kasf al-Mahjib, Ed. Mahmood Abedi, Tehran:
IntiSarat-i Suras, 1383/2004.

23 The British Library, Ms. Or. 11005, ff 7b-55a, Daneshpazhooh, M.T., Ibid, 167,
Massoudieh, M.T., Ibid, 53-4, Meredith-Owens, G. M., Handlist of Persian
Manuscripts 1895-1966, Oxford: The Trustees of the British Museum, 1968, 33,
Monzavi, Ahmad, Ibid, 3908.

24 Staatsbibliothek zu Berlin, Ms. Petermann II 559, ff 178b-207a, Massoudieh,
M.T., Ibid, 150-1, Pertsch, Wilhelm, Ibid, 296-7.

25 Lahiji, Muhammad Hazin, Rasa’l-i Hazin-i Lahiji (Risalih-yi Fawa’'d-i Istima‘-i
Sawt-i Hasan), Ed. Akbar Irani, Tehran: NaSr-i Mirat-i Maktab, 1377/1998, 175-83,
Monzavi, Ahmad, Ibid, 3901.

26 Central Library of the University of Tehran, Ms. No. 9774, ff 1a-32b,
Daneshpazhooh, M.T., Fihrist-i Nushih-ha-yi Hatfi-yi Kitabhanih-yi Markazi wa
Markaz-i Asnad-i Danisgah-i Tehran, Tehran: IntiSarat-i Dani§gah-i Tehran, V.17
1364/1987, 480-1, Massoudieh, M.T., Ibid, 219.

27 Ibn-i Fabr al-Din Muhammad, Mirza Han, Ibid, 519-758.
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system, the most obvious characteristic of the Systematist School?8, which
used to prevail among Ilkhanid and Timurid musicians. Persian musical texts
of India also show that Persian musical terminology, at least, had become so
familiar in India that many authors allocated part of their books to Persian
music; nevertheless, Persian musicians normally seem to have had no special
interest in Indian music.

Treatises

1. Ijaz-i Husrawt (Late 7"/13" or Early 8"/14" century)2°

The author, well-known Indian poet Amir Husraw (651-725/1253-1325), here
presents models for literary composition and correspondence. The third Harf
(second division) of the ninth Hat (first division) of the second Kitab (book)
is called “On the division of the primary and secondary branches of music,”
in which elements of musical terminology are described. The terms used
include the names of modes, instruments, and so on, in both Persian and
Indian musics.

2. Jawahir al-Asmar (Early 8"/14" century)30

The Jawahir al-Asmar is a free translation of the Sanskrit book, Suka Saptati,
which was translated into Persian by ‘Imad Ibn-i Muhammad al-Tagr1, and
dedicated to Sultan °‘Ala’ al-Din Halji (R. 695-716/1296-1316). The
thirteenth chapter (Sab-i Sizdahum) is entitled “The principles of the
knowledge of music, Mazamir and Awtar (Music) as related by the parrot,”
and mentions Persian and Indian musics. The following topics arise in this
chapter: the genesis of music according to Persians, the times of playing
Magams, the genesis of music according to Indians, the names of Ragas and
Raginis, and so on.

3. Majmii‘ah-yi Lata’if wa Safinah-yi Zara’if (8""/14" century)3!

28 For more information see: Wright, Owen, The Modal System of Arab and Persian
Music, A.D. 1250-1300, London Oriental Series, Vol. 28, Oxford: Oxford University
Press, 1978.

29 Dihlawi, Amir Husraw; I‘jaz-i Husrawr; Lithograph print, Lucknow. 275-
291.

30 Al-Tagri ‘Imad Ibn-i Muhammad, Jawdhir al-Asmar, Ed. Shams Ale
Ahmad; Tehran: Bunyad-i Farhang-i Iran, 1352/1973, 171-180, Massoudieh,
M.T., Ibid, 179.
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The names of Firiiz Sah (R. 752-790/1351-88) and Sikandar Padsah (R. 759-
792/1358-90) are mentioned by the author, Sayf Jam-i Hirawt; therefore it
may be presumed that he wrote his account in India. He names the Magdams
of music along with their equivalents from Indian Rdgas, in the 94™ Qism
(chapter) of his book, after some words in Arabic on the rudiments of music
and rhythm (Iga‘). At the end he also refers to an ode (Qasidah) by Mawlana
Mas‘@id-i Saft in which the times of playing Magdams are described.

4. Risalih-yi Misiqi®? (963-1014/1555-1605)

A treatise on the science of music, on the knowledge of Persian Magdams and
Indian Ragas, their derivation and nomenclature, the Risalih-yi Miisigi
consists of two discourses (Magalah):

The first Magalah describes knowedge of Magams and Pardihs (modes) of
Wilayat (i.e. Persia). The following points are discussed: which Magam
should be sung at what time; the genesis of the 12 Magam; the priority of
Magams; that each original Magam has two Su‘bihs: a description in verse;
the appropriate singing time for each Magam; the times of Magdams in verse;
which Magam should be sung in the presence of which tribe; which Magam
should be sung in each region; for singing each Magam, which Magams and
Su‘bihs should be performed; that the pundits have related 12 Magams to 12
Zodiac signs; what would happen when you increase any Pardih (mode); the
way instrumentalists should play in anyone’s presence; the kind of rhythm
that should be played in anyone’s presence; the temperament of each Magam;
the voices of the genres of human beings; seventeen rhythmic cycles (Bafr-i
Usiil); six Awazes; the roles of Magams; the impact of music on the people’s
souls; and that “at the beginning there were seven Magams, each from one
prophet”.

The second discourse is on the Indian Ragas. These points are covered: the
description of Rdgas in verse; the number of Ragas of India; the appropriate

31 Sayf Jam-i Hirawi, Majmii ‘ah-yi Lata’if wa Safinah-yi Zard’if; Ed. Arif
Nawshahi, Ma‘arif periodical, vol.17, No.2, Mordad- Aban 1379/2000 (Serial
No.50), 135-140.

32 The British Literary, Ms. Or. 8116, ff 1b-16b, Daneshpazhooh, M.T.,
Nimiinih-T az Fihrist-i Atar-i Danismandan-i Irani wa Islami dar Gina’ wa
Miisigt, 197, Massoudieh, M.T., Ibid, 293, Meredith-Owens, G. M., Ibid, 32-
3, Monzavi, Ahmad, Ibid, 3920.
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time to perform each Rdga; the timings of Ragas in verse; the description of
Dhrupad, etc. from poetry; Awsar; Patar; the description of Hindi Ragas in
Hindi poetry; the kinds of Hindi poetry; the number of Hindi Ragas, and the
description of some poems.

Ahmad Monzavi introduces another book whose beginning is similar to the
above manuscript. which was written during the reign of Akbar Sah (R. 963-
1014/1556-1605)33.

5. Jawahir al-Musigat-i Muhammadi (1036-67/1627-57) 34

Dedicated to Abu al-Muzaffar Sultan Muhammad ‘Adil$ah Ibn-i Ibrahim
‘Adildah (R. 1036-67/1627-57), this treatise was written by Sayh ‘Abd al-
Karim Ibn-i Sayh Farid-i Ansari al-Qadiri-yi Jawnpiiri. The author claims
that “he has made much research in the books of Arabic, Persian and Indian
sages”. The contents of the book are arranged in five chapters (Bab), as
follows:

The first chapter describes “the beginning of 4waz which came into existence
from the entity of God, the highest glory to Him, the presence of the world of
heavens; four centuries passed before the human being, the soul and jinn
came into existence,” he says.

The second chapter concerns the beginning of the knowledge of music and its
derivation, as all the earlier sages have spoken about its aspects, the certain
Nagmih (note), seven aspects of Surs of Grama and fourteen Miirchands.

The third chapter describes Magam and Magams, with a certain Nagmih for
each Magam: one Magam has five Nagmihs, one Magam has six Nagmihs,
and one Magdam has seven Nagmihs, he says.

The fourth chapter concerns knowing the time of performing Darb (rhythm)
with both hands, in the way of Talas, and the names of Talas.

33 Monzavi, Ahmad, Fihrist-i Mustarak-i Nushih-ha-yi Hatti-yi Farsi-yi
Pakistan, Islamabad: Markaz-i Tahqiqat-i Farsi-yi Iran wa Pakistan,
1375/1997,V 14, 331.

34 The British library, MS. Or. 12857, ff 1b-214b, Daneshpazhooh, M.T., Ibid, 179,
Massoudieh, M. T., Ibid, 104-5, Meredith-Owens, G. M., Ibid, 33, Monzavi, Ahmad,
Fihrist-i Nushih-ha-yi Hattr-yi Farst, 3893.
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The fifth chapter is about the meaning of Magam and playing the Magams in
Rahs, by the help of hand and foot with the meter of Tala.

The order given in the preface is not observed much in the text. For instance,
the book has six chapters and he says: “the sixth chapter talks of the
description of Rahs”. In the second chapter the Persian Magams and times of
singing each one are mentioned. The manuscript is defective.

6. Tulfah al-Hind (1071/1660 or 1076/1665)3>

“Mirza Han Ibn-i Fabr al-Din Muhammad ... in the time of ... Aba al-
Muzaffar Muhy al-Din Muhammad Awrangzib (R. 1068-1118/1658-1707)
on the indication full of joyful tidings of the Vizier and the Emir ranking ...
Kikulta¥ Han for the study of ... the prince Muhammad A‘zam Sah ...”
wrote a book on the common Indian sciences and has named it Tuhbfah al-
Hind. This book “consists of a preface, seven discourses (Bab) and an
epilogue (Hatimih) ... the fifth chapter on the science of Sangita, i.e. the
Indian music ... and that consists of ten chapters (Fasl):

The first chapter on the definition of the science of Sangita; the description of
its initiator, the differences of Matas, and the Sapta Adhyaya, Sur, Surta and
Miir¢hana, etc. and that is divided into nine branches (Su‘bih): The first
branch on the definition of Sangita and the description of its initiator, and the
differences of Matas, i.e. creeds, the mention of Sapta Adhydya, and that is
divided into two kinds (Naw*®): the first kind on the definition of Sangita and
the description of its initiator and the differences of Matas, i.e. creeds. The
second kind on the Sapta Adhydaya, which are the principles and
fundamentals of this knowledge. The second branch on the description of
Sur. The third branch on the description of the degrees and amounts of the
seven Surs. The fourth branch on the description of Grama. The fifth branch
on the description of Utpanna. The sixth branch on the description of the
Sthana of three Gramas. The seventh branch on the description of Surta. The
eighth branch on the description of Mirchana. The ninth branch on the
description of the Ragas.

The second chapter on the description of the kinds of Gdayana, which is
singer and his/her merits and demerits, and the mention of some of its
attachments; is divided into six branches: The first branch on the description

35 Tbn-i Fahr al-Din Muhammad, Mirza Han, Tuhfah al-Hind, 322-456,
Daneshpazhooh, M.T., Ibid, 161, Massoudieh, M.T., Ibid, 118-22, Monzavi,
Ahmad, Ibid, 3889-90.
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of the kinds of Gdyana, i.e. singer. The second branch on the description of
the merits of the Gadyana, i.e. the singer of the song, and that is divided into
two kinds: The first kind on the merits of the Gayana according to the beauty
of the sound and melody. The second kind on the merits of the Gayana
according to the attaining of perfection without the beauty of sound and
melody. The third branch on the demerits of the Gayana, and that is divided
into two kinds: The first kind on the demerits of the Gayana according to the
awkwardness of the sound and melody. The second kind on the demerits of
the Gayana according to imperfection and lack of skill. The fourth branch on
the description of Vrinda. The fifth branch on the description of the kinds of
composers (Musannif) and compositions (Tasnif) and its attachments, and
that is divided into two kinds: The first kind on the description of the kinds of
composers. The second kind on the description of the kinds of compositions,
and the mention of some of its attachments, and that is divided into three
types (Qism): The first type on the description of the kinds of composition,
which are sung in the songs and modes as per the usage and arrangement of
the ancients of the songs. The second type on the description of the kinds of
compositions according to the usage and arrangement of the contemporaries
of the songs. The third kind on the description of letters and Ganas which are
inauspicious and ominous at the beginning of compositions, and the masters
have not considered them auspicious and fortunate, and have prevented from
them, and the mention of some regulations. The sixth branch on the
description of the names of the songs and their number, and that is divided
into two kinds: The first kind on the names of the ancients of the songs, who
are the initiators and founders of this science, and they have been the
Devatas, i.e. celestials (the Hindu Gods). The second kind on the description
of the names of the contemporaries of the songs, and that is divided into two
types: The first type on the description of the names of Nayakas. The second
kind on the description of Gandaharva and Gunakara, which is also called
Guni.

The third chapter on Raga, Ragini, Putra and Bharja and the season, time,
dress, decoration and the situation of each of the Rdgas and Raginis,
according to Hanuman Mata, and that is divided into four branches: The first
branch on the definition of Raga, Ragini, Putra and Bharja, and the mention
of some necessary matters, and that is divided into two kinds: The first kind
on the definition of Raga, Ragini, Putra, and Bharja. The second kind on the
mention of some necessary matters and that is divided into two types: The
first type on the description of Griha, and the second type on the description
of Khat Rut. The second branch on the description of the six Ragas according
to Hanuman Mata, and that is divided into six kinds: The first kind on the
description of Bhairon Rdaga. The second kind on the description of
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Malakausa Rdga. The third kind on the description of Hindola Rdaga. The
fourth kind on the description of Dipaka. The fifth kind on the description of
Sri Raga. The sixth kind on the description of Megha Rdaga. The third branch
on the description of Raginis and, that is also divided into six kinds: The first
kind on the description of the Raginis of Bhairon Raga. The second kind on
the description of the Raginis of Malakausa Réaga. The third kind on the
description of the Rdaginis of Hindola Raga. The fourth kind on the
description of the Raginis of Dipaka Raga. The fifth kind on the description
of the Raginis of Sri Raga. The sixth kind on the description of the Raginis of
Megha Raga. The fourth branch on the description of Putras, i.e. the sons of
the six Rdagas, and that is also divided into six kinds: the first kind on the
description of the Putras of Bhairon Rdaga. The second kind on the
description of the Putras of Malakausa Rdga. The third kind on the
description of the Putras of Hindola Raga. The fourth kind on the description
of the Putras of Dipaka Raga. The fifth kind on the description of the Putras
of Sri Raga. The sixth kind on the description of the Putras of Megha Raga.

The fourth chapter on the description of Raga, Ragini and Putra according to
Kallinatha Mata ... and that is divided into three branches: The first branch
on the description of Ragas. The second branch on the description of the
Raginis of the aforementioned Rdgas, and that is divided into six kinds: The
first kind on the Raginis of Sri Raga. The second kind on the description of
the Raginis of Vasanta Raga. The third kind on the description of the Raginis
of Pancama Rdga. The fourth kind on the description of the Raginis of
Bhairon Rdaga. The fifth kind on the description of the Rdaginis of Megha
Raga. The sixth kind on the description of the Raginis of Nata Nardayana.
The third branch on the description of the Putras of the aforementioned six
Ragas.

The fifth chapter on the description of Raga, Ragini and Putra according to
Somes$vara Mata ... and that is divided into four branches: The first branch
on the description of Ragas. The second branch on the description of the
Raginis of the aforementioned six Ragas, and that is also divided into six
kinds: the first kind on the description of the Raginis of Sri Raga. The second
kind on the description of the Raginis of Vasanta Raga. The third kind on the
description of the Rdaginis of Bhairon Raga. The fourth kind on the
description of the Raginis of Pancéama Raga. The fifth kind on the
description of the Raginis of Megha Raga. The sixth kind on the description
of the Raginis of Nata Nardyana Raga. The third branch on the description of
the Putras of the aforementioned six Ragas. The fourth branch on the
description of Rut, i.e. the season and time of singing each Raga and Ragini,
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and that is divided into two kinds: The first kind on the description of Rut, i.e.
the season of singing each Raga and Ragini. The second kind on the
description of the times of each Rdga and Ragini in brief.

The sixth chapter on the description of Raga, Ragini, Putra and Bharja,
according to Bharata Mata ... and is divided into three branches: The first
branch on the description of Rdgas according to Bharata Mata. The second
branch on the description of the Rdaginis of the aforementioned six Ragas,
and that is divided into six kinds: The first kind on the description of the
Raginis of Bhairon Raga. The second kind on the description of the Raginis
of Malakausa Raga. The third kind on the description the Raginis of Hindola
Raga. The fourth kind on the description of the Raginis of Dipaka Raga. The
fifth kind on the description of the Raginis of Sri Raga. The sixth kind on the
Raginis of Megha Rdga. The third branch on the description of the Putras of
the aforementioned six Rdgas, and the mention of their Bharjas, and that is
also divided into six kinds: The first kind on the description of the Putras of
the Bhairon Raga, and the mention of their Bharjas, and that is also divided
into two types: The first type on the Putras of the Bhairon Raga, The second
type on the mention of the eight Bharjas of the aforementioned Putras, The
second kind on the description of the Putras of Malakausa Raga, and the
mention of their Bharjas, and that is also divided into two types: The first
type on the eight Putras of the Malakausa Raga, The second type on the
mention of the eight Bharjas of the aforementioned Putras, The third kind on
the description of the eight Putras of Hindola Raga, and the mention of their
Bharjas, and that is also divided into two types: The first type on the eight
Putras of the Hindola Raga, The second type on the mention of the eight
Bharjas of the aforementioned Putras, The forth kind on the description of
the eight Putras of Dipaka Raga, and the mention of their Bhdrjas, and that is
also divided into two types: The first type on the eight Putras of the Dipaka
Raga, The second type on the mention of the eight Bharjas of the
aforementioned Putras, The fifth kind on the description of the eight Putras
of Sri Raga, and the mention of their Bharjas, and that is also divided into
two types: The first type on the eight Putras of the Sri Raga, The second type
on the mention of the eight Bharjas of the aforementioned Putras, The sixth
kind on the description of the eight Putras of Megha Rdga, and the mention
of their Bharjas, and that is also divided into two types: The first type on the
eight Putras of the Megha Raga, The second type on the mention of the eight
Bharjas of the aforementioned Putras.
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The seventh chapter on the description of the combination of Ragas, Raginis,
and the aforementioned Putras, according to the seven Surs, in a short and
brief way.

The eighth chapter on the description of the Rdgas invented by the
contemporaries like Amir Husraw Dihlawi, May God have mercy upon him,
and others, and that is divided into two branches: The first branch on the
description of the Rdgas invented by Amir Husraw, May God have mercy
upon him. The second branch on the description of the Raginis which have
been initiated by Sultan Husiyn-i Sarqi (R. 862-88/1458-83), the king of
Jawnpir, May God have mercy on him, and other masters and that is divided
into two kinds: The first kind on the description of the Rdgas initiated by
Sultan Husiyn-i Sarqi, may God have mercy on him. The second kind on the
description of the Rdginis invented by Mahdim Baha’ al-Din Dakariya’
Multant (566-661/1171-1262), May his grave be sanctified, and others.

The ninth chapter on the description of Persian Magams, Su‘bih, Giisih and
Awazih, and that is divided into six branches: The first branch on the
description of Persian Magams. The second branch on the description of the
Su’bihs of the aforementioned 12 Magams. The third branch on the
description of six Awazihs. The fourth branch on the description of Giisihs.
The fifth branch on the description of mixing the Persian Magams and Indian
Ragas. The sixth branch on the description of different rhythmic cycles and
meters which is called Tala in India.

The tenth chapter on the description of Tala Adhyaya, i.e. the knowledge of
Indian rhythmic cycles and meters, and that consists of two branches: The
first branch on the definition of 7ala, and the description of some important
matters and its attachments, and that is divided into four kinds: The first kind
on the definition of Tala. The second kind on the description of the Matras of
Tala, which is termed as Kala by the masters of this art. The third kind on the
description of Tala Karma. The fourth kind on the description of some
idiomatic expressions of Nritya Adhyaya, and the mention of the different
kinds of musical instruments and songs, for increasing the benefits, so that
this book does not remain void of their mention, and that is divided into two
types: The first type on the description of some of the terms of Nritya
Adhyaya. The second type on the description of the kind of instruments and
songs. The second branch on the description of the different Talas, their
names and details”.
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7. Ma‘rifah al-Nigam (1087/1676)36

“Abu al-Hasan pen-named as Qiysar, who in the year 1087(1676)” had seen
“some manuscripts on the knowledge of music, some on the description of
Persian Magams and some on the explanation of rules of Indian Ragas, based
this treatise that is named Ma rifah al-Nigam on one foreword and two
Magalih and an epilogue:

The foreword is divided into two parts (Qism): The first part on the dignity of
this knowledge. The second part on the description of the question of
prohibition and permissibility.

The first Magalih on the description of Persian Magams and rhythm and that
is divided into two parts (Qism): the first part on the description of Magdams
and their appurtenances, which is divided into seven kinds: the first chapter
(Fasl) on Magams, etc. The second chapter on Awaz. The third chapter on the
description of Sadd. The fourth chapter on the description of derivation of the
Magams. The fifth chapter on mentioning this point that each of the
aforementioned Magdams relate to which zodiac sign. The sixth chapter on ...
which music makes the master of the ceremony delighted. The seventh
chapter on fixing the timings. The second part on the description of Usiils
(rhythmic cycles)”. The manuscript ends at this very point.

8. Mir’at al-Hiyal (Ca. 1102/1690)37

The author, Amir Sir ‘Ali Han-i Lodhi, records the biographies of Persian
poets of Persia and India till the year 1102/1690. Under the biography of
Mirza RawSan Damir, he refers to Indian as well as Persian music. The
subjects of the book are:

The introduction on the definition of music and the verdict on Gind. The
introduction on Awaz which is called Ndda in India. The first type of
nagamat (songs) which belong to the inhabitants of Wildyat (i.e. Persia). On
the songs of the people of India.

36 Bodleian Library, Ms. Ouseley 160, ff 72a -74a, Daneshpazhooh, M.T., Ibid, 168,
Ethé, Herman and Ed. Sakhau, Ibid, 1067-8, Massoudieh, M.T., Ibid, 11, Monzavi,
Ahmad, Ibid, 3906.

37 Lodhi, Amir Sir ‘Ali Han, Tadkirih-yi Mir’at al-Hiyal, Lithograph print,
Mumbai: Mirza Muhammad Malik al-Kuttab-i Sirazi, 1324/1907,
Massoudieh, M. T., Ibid, 155-8, Monzavi, Ahmad, Ibid, 3905.
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9. Abii al-Nigam (1130/1718)38

Dedicated to Farruh Siyar (R. 1124-31/1713-19) in the year 1130/1718, the
book Abii al-Nigam3® by Abu al-Ra’uf consists of 27 chapters. In addition to
a detailed discussion on the Indian music, the author mentions “the Persian
Magams and how to recite them” in the 21* chapter. The contents are as
follows:

The first chapter (Bab) on the description of the genesis of music. The second
chapter on the description of the reality of Suriid (song) and the kinds of
poems used in Surids. The third chapter on seven Surs which are generally
known as Sapta Sur. The fourth chapter on the Rangas of seven Surs. The
fifth chapter on knowing the form of Rdga and the rhythmic cycles and the
description of Surs and ... The sixth chapter on Sur, Tala, Varna, Tana, and
other principles of Suriid. The seventh chapter on 21 Miirchands. The eighth
chapter on 22 Surtas. The ninth chapter on 4 Prabandha. The tenth chapter
on 4 Rangas. The eleventh chapter on 16 Kalas of all types. The twelfth
chapter on 14 Badhyas. The Thirteenth chapter on 3 Gramas. The fourteenth
chapter on Vadi, Samvadi, Vivadi, Anvadi. The fifteenth chapter on the reality
of Tala and its regulations. The sixteenth chapter on Navarasa and its Sthana.
The seventeenth chapter on Rdga, Rdgini and their dependents and
connection. The eighteenth chapter on 30 letters of the names of Ragas and
Raginis and their connection. The nineteenth chapter on the times of Ragas
and some Sindhi and Punjabi Ragas. The twentieth chapter on six seasons.
The twenty first chapter on Persian Magams and how to recite them. The
twenty second chapter on the perfect master and the conditions for Qawwals
(singers), the evidences of a singer and the words of Gana and Agana. The
twenty third chapter on the singer and his/her evidences. The twenty fourth
chapter on the larynxes and the defects of singers. The twenty fifth chapter on
the kinds of Nayaka and Nayika. The twenty sixth chapter on the reality of
musical instruments and performing them. The twenty seventh chapter on the
knowledge of Vrinda and its advantages.

10. Hulasah al-‘Ty$-i ‘Alamsahi (1177/1764)%0
Concerning “the matters of invigorating lust”, this work by “Mutahhar Ibn-i

Mazaffar titled as RawSan al-Dawlah Rustam Jang Zafar Han ... was
completed in the year 1177 (1764) corresponding to the 5" year the

38 Monzavi, Ahmad, Fihrist-i Mustarak-i Nushih-ha-yi Hattr-yi Farsi-yi Pakistan,
321.
39 ag 0dI ) = 40+1000+50+30+1+6+2+1=1130 A.H.=1717 A.D.
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auspicious coronation of ... Sah-i ‘Alam, the king (1173-1221/1759-1806)".
The twentieth chapter is devoted to the subject of Persian and Indian musics.
The subjects discussed in this chapter are:

Firstly Sur Adhyaya and that means note and different types of sound.
Secondly Rdga Adhyaya and that means the kinds of Magam, Su‘bih and
Giisih.

Thirdly Tala Adhyaya and that means the kinds of Buliir and Usiil (meters
and rhythmic cycles).

After explaining Tala Adhyaya, the author mentions “that since this treatise
has been delivered and written in Persian language, if some part of this art is
mentioned in the style of ‘Ajam (Persians)” it would be appropriate; but he
says: As “the composer of Persian songs has less often come to this side (i.e.
India), therefore its research has been entrusted to the author of the Tuhfah
al-Hind”. In this way the end of the chapter on music is the detail of Magam,
Su‘bih, Giisih and the Usil and Buhiir.

11. Hulasah al-Afkar (1206/1791)*!

Abi Talib Ibn-i Magfiir Haji Muhammad-i Tabrizi al-Isfahani who “due to
some reasons went to Calcutta from Lucknow city which was his birth place
and had become his hometown,” compiled this volume in 1206/1791. Giving
the reason for doing so, he mentions the direction of “Late Sayyid al-
Hukama’ wa al-Fudala’, Mir Muhammad Husiyn whose noble biography is
included in the epilogue”. He also considered the completion of the book to
depend on “the acceptance of Asaf-i Dawlat”, apparently the Vizier. Abi
Talib annexes his other treatises at the end of this book, including the
“Risalih dar Mustalahat-i Miisiqi” (Treatise on Musical Terminology). In this
treatise, first of all some narratives of the ancients regarding music are given
and it continues with a description of the kinds of Nada and the medical
prescription for purity of voice. The names of the 12 Magams, the names of

40 India Office Library, Ms. 3051, ff 1b-263b, Daneshpazhooh, M.T., Ibid, 176, Ethé,
Herman and Edward Edwards, Catalogue of Persian Manuscripts in the Library of
the India Office, Volume II, Additional Descriptions and Indices, The Clarendon
Press, Oxford, 1937, 26, Massoudieh, M.T., Ibid, 167-9, Monzavi, Ahmad, Fihrist-i
Nushih-ha-yi Hattr-yi Farst, 3894.

41 Malek National Library of Tehran, Ms. No. 4303, 627-30. Afshar, Iraj &
Mohammad Taghi Daneshpazhooh, Fihrist-i Kitab-ha-yi Hatti-yi Kitabhanih-yi
Millt-yi Malek, Tehran, IntiSarat-i DaniSgah-i Tehran, 1975, 226-7, Daneshpazhooh,
M.T., Ibid, 180, Massoudieh, M.T., Ibid, 146-7, Monzavi, Ahmad, Ibid, 3905.
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Ragas and Raginis and the myths about Rdgas and Rdaginis are among the
other subjects discussed.

12. Sarh-i Nawras-i Zuhiir (1210/1795)42

In this commentary by Abi al-Yamin ‘Abd al-Razzaq Ibn-i Muhammad
Ishaq Al-Husiyni Al-Sirati the verse and prose of Zuhiirm of Torshiz (d.
1024/1615) are explained, as well as the words and idiomatic expressions of
music they contain which are concerned with Persian and Indian musics, and
related matters. It was completed in 1210/1795, which “the phrase (Kaldm-i
ZuhiirD)® is chronogram by deducting two years”. The order of the subjects
of this treatise is as follows:

The first preface on the biography of the author and compilation of the book
Nawras, etc. The second preface is on the description of the fundamentals of
Agani (songs) in Persian language, and the researches on the fixed songs of
the inhabitants of Persia; meanwhile the biographies of Indian sages, who
have derived music, would be stated. The third preface on citing some of the
figures of speech of prose and verse from the compositions of
contemporaries, which seeking information about them results in the insight
of the fineness of meanings and art of eloquence.

After these three prefaces comes “the commencement of the introduction of
Nawras by the author”. The commentator benefits from some Persian
dictionaries including Farhang-i Jahangiri, Sirdj al-Istilahat, Mustalahat al-
Su‘ara’, Burhan-i Qati’, Muntahab al-Lugat, etc., and mentions the sayings
of others such as the author of Mir’at al-Jinan, Fahr-i Razi (544-606/1149-
1209), Sayh ‘Alam in the treatise written by himself and named as
Madhuwanil.

13. Mir’at-i Aftab Nama (1216/1801)%*

Abd al-Rahman Sahnawaz Han Ha$imi-yi Banbani al-Dihlawi wrote this
historical treatise in the year 1216 (1801); “Mir’at-i Aftab Nama is its name

42 Agiatic Society Library, Ms. No. P. Soc. 362, 1-336, Daneshpazhooh,
M.T., Ibid, 178, Massoudieh, M.T. Ibid, 220.

43 A1 5 )b 104200+6+5+900+40+1+30+20-2=1210/1698

44 The British Library, Ms. Add. 11697, ff 270b-285b, Massoudieh, M. T., Ibid, 38-
40, Monzavi, Ahmad, Ibid, 3905, Rieu, Charles, Supplement to The Catalogue of The
Persian Manuscripts in The British Museum, London: British Museum, 1895, 131-2.
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and year”.* It consists of one preface, two Jilwihs (chapter) and one
epilogue. Of the first Jilwih, “the ninth Tajalli is on the initiators of the
knowledge of music and the reality of Indian Nayakas”, and of course “it will
embark on writing on Sur and 7Tala and defining the knowledge and
terminology of music”. In this part, after mentioning musicians such as Amir
Husraw Dihlawi, Nayaka Bahsa (10"/16™ century), Bayji Nayaka (10"/16"
century), Baba Ramdas, Nayaka Dhundhu, Tansin Guwalior1 (924-97/1520-
89), Budh Sigh, Dulqarn-i Farangi and Sultan Husiyn-i Sarqi, the following
issues are discussed:

Sound, Sur, Surta, Miirchana, Ragas and Raginis, the form of the Ragas and
Raginis, names of the Putras of the six Ragas, Tala Adhyaya, names of the
Persian rhythmic cycles, kinds of musical instruments, kinds of Gayana,
merits of a singer, demerits of a singer, definition of music, genesis of music,
names of Magams, relevance of Magams with continents, cities,
temperaments, times of the day and night, Zodiac signs, Su‘bihs, Awazihs,
names of Gisihs, similarity of Persian Magams and Indian Rdgas and
musical terminology.

14. Matali‘ al-Hind (1223/1808)%6

Written by Salamat ‘Alt in 1223/1808 for Hadaqat Han, five Matla‘® and one
Mukammilah of this volume are devoted to discussion on the kinds of
philosophical knowledge. The fifth Mafla‘ is on the knowledge of music “and
it comprises preface, four Magalihs (discourses) and an epilogue:

Foreword on the definition of music and what is appropriated to it.

First discourse on the description of the seven Surs.

Second discourse on the description of Rdgas and that consists of six
chapters: The first chapter on the description of Ragas and Raginis in brief.
The second chapter on the description of Ragas and Raginis according to the
differences among masters. The third chapter on the combination of Rdgas
and Raginis. The fourth chapter on the description of the Ragas of
contemporaries. The fifth chapter on the description of Persian Magdams. The
sixth chapter on the description of the similarity of Persian Magams and
Indian Ragas.

The third discourse on the description of the kinds of musical instruments.
The fourth discourse on the description of Talas.

45 Glje Qo oy = 14404504241 +400480+1+400+1+200+40=1216 A.H.=1801
AD.

46 Agiatic society library. MS. 505, ff. 136a- 167b, Massoudieh, M. T., Ibid, 221-2.
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The epilogue on the kinds of Indians Suriid (song) and the description of the
renowned masters in a brief way.

Salamat Ali mentions the views of Sayh Abdi Nasr (Farabi, 260-339/878-950)
and Sayh al-Ra’is (Avicenna, 370-427/980-1037), and quotes from works
such as Kallinatha Mata, Hanuman Mata, Somesvara Mata and Bharat
Mata.

15. Cahar Bag (1261/1845)%7

The author of Cahar Bag was a poet and man of letters named Muhammad
Rida Ibn-i Abu al-Qasim-i Tabataba, who had adopted two pen names: Agah
and Najm. He presents his treatise to Muhammad Wajid ‘Alisah Padsah (R.
1261-73/1847-56). 1t is divided into two Rawdah and each Rawdah is divided
into two Hadigah, the first of which concerns Persian music, the second
being devoted to Indian music. The chronogram of the writing of the book is
Nagmih-yi ‘Andalib*® and equivalent to 1261/1845. The contents of the
second Rawdah are as follows:

“The second Rawdah on a brief description of the knowledge of music in the
manner of ancient Greek sages, and Indian ascetics or contemporaries, and
subjects of this Rawdah (garden) are being mentioned in a few Hadayiq
(small gardens) full of Sagdyiq (corn poppy):

The first Hadigah includes few Camans (meadows): The first Caman as an
introduction pertaining to this subject. The second Caman on the manner of
the Greek songs in a brief way. The third Caman about the names of 24
Su‘bihs. The fourth Caman on the names of Giisihs. The fifth Caman on the
names of the meters of Persians. The sixth Caman on the description of
similarities. The second Hadigah on the description of the manner of the
music of Indians in which number of Pothis (book-like) are full. In this
Hadigah some Nahrs (streams) flow: the first Nahr on the description of
Sapta Adhyaya. The second Nahr on the description of six Ruts, i.e. the six
seasons. The third Nahr about the names of different kinds of musical
instruments. The fourth Nahr about the names of the initiators of this art and
the kinds of listeners and fans, the names of different songs and some
anecdotes about this art. The fifth Nahr on the description of the seven Surs
and the subjects appropriated to this royal art, the famous terms and the
description of Sur and Surta, etc. The sixth Nahr on the description of Ragas

47 The British library, MS. Or. 1811, ff 201a-224 b. Rieu, Charles, Ibid, 978,
Massoudieh, M. T., Ibid, 220-1, Monzavi, Ahmad, Ibid, 3924.
48sot 0 sdaog = 2+10430+4450+70+5+40+1000+50=1261 A.H. = 1845A.D.



58

and Rdaginis and the names of each of them. The seventh Nahr on the
description of the combination of Raginis. The eighth Nahr on the pictures of
Ragas and Raginis. The ninth Nahr on the description of the kinds of Talas
and the kinds of dances and this Nahr flows in a number of Casmihs
(springs). The tenth Nahr on the description of Riijpa of Ragas and Raginis.
The epilogue on some advantages and the knowledge of Kiik, or the kinds of
males and females.

Muhammad Rida mentions many books and musicians.
16. Zamzamah-yi Wahdat*?

The unity of Persian and Indian musics is discussed in this work by Sani‘ al-
Gina’ Ibn-i Sayyid ‘Ali Mirza Biyg Al-Husiyni Al-Isfahani. It has the
following subjects:

The reason for compiling this volume. On the description of Persian and
Indian songs, the relation of the Awdzes, Magams, Su‘bihs which are
accordant with each other. On the description of the conformity of some
Indian songs with some Persian (songs) and their names. On the description
of ... composing Indian and Persian songs. Fas! (chapter) on the description
of the style and composing and singing Persian song. Fasl on the description
of the singing, i.e. which song should be sung at what time. On the
description of Indian songs which have been fixed by the perfect masters of
this art.

17. Hay al-Arwah>0

Diya’ al-Din wrote Hay al-Arwah “for the use of students as a gift”. In the
preface, he mentions that he wrote it “after the authoring of Intihab al-
Fawayid,” another work by him. The four chapters of the book are devoted to
the discussion of Persian and Indian musics.

The first chapter (Bab) on the genesis of the knowledge of music according
to each sect, consists of five parts (Fasl): The first part the sayings of Arabs.
The second part the sayings of Persian musicians. The third part the sayings

49 Ibn-i Sayyid Mirza ‘Alf Biyg, Sani’ al-Gina’, Zamzamih-yi Wahdat, Ed. Arif
Nawshahi, Ma‘arif periodical, Vol.17, No.l, Farvardin-Tir 1379/2000 (Serial
No.49), 102-24. Massoudieh, M.T., Ibid, 208-9.

50 Manchester University Library, Ms. J.R. 346, ff 1B-41b, Massoudieh, M. T., Ibid,

61-2.
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of sages about the knowledge of music. The fourth part the sayings of
historians about the origin of music. The fifth part the sayings of Indians
about the origin of music.

The second chapter on the description of Persian Suriid (song), consists of six
parts: The first part on the Persian Ahang (music). The second part on
description of the rudiments of Persian Suriid. The third part on the qualities
of the Darbs (thythms) of Persian Suritd. The fourth part on the description
of the names of Persian Magams. The fifth part on the description of the
Su‘bihs of Persian Magams. The sixth part on the description of the timings
of Persian Suriid.

The third chapter on the description of the Indian Suriids, consists of thirty
five parts: the first part regarding the sayings of those who consider that the
origin of Raga is from Devas. The second part on the description of the
reality and quality of Sur. The third part on the genesis of Surs. The fourth
part on the derivation of Surs. The fifth part on the description of Surs that in
fact what they were. The sixth part on the nature of Surs. The seventh part on
the colors of Surs. The eighth part on the description of kind of Giibay? The
ninth part on the description of Surtas. The tenth part on the description of
three Cakras. The eleventh part on the description of three Sthanas. The
twelfth part on the description of what Nadas have been prescribed in the
aforementioned three places. The thirteenth part on the description of each
three Zils and each three Khaurs. The fourteenth part on the names of
Miirchanas and their annexing with the seven Surs. The fifteenth part on the
description of Parsadih, i.e. the condition. The sixteenth part on the
description of Ankha, i.e. the form of the Raga. The seventeenth part on the
description of 16 Kaldas. The eighteenth part on the description of composer
and singer. The nineteenth part on the manner of the larynx (voice) of the
singer and vocalist. The twentieth part on knowing larynx. The twenty first
part on the description of the song of the person having beautiful voice. The
twenty second part on the description of the kinds of Ragas. The twenty third
part on the description of things sung in Persian Magams. The twenty fourth
part on the description of Indian Suriid (song) in detail. The twenty fifth part
on the genesis of Ragas. The twenty sixth part on the description of Ruts, i.e.
the seasons of each Raga. The twenty seventh part on the description of the
timings of Rdgas. The twenty eighth part on the description of Rasas. The
twenty ninth part on the description of the Raginis of each Raga. The thirtieth
part on the description of Raginis of Suddha Salanga. The thirty first part on
the description of Ragas and Rdaginis that have joined together and got name.
The thirty second part about the Indian Raginis which have combined with
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the Persian Magqams by Amir Husraw, Mercy of God be upon him. The thirty
third part on the description of musical instruments and their genesis. The
thirty forth part on the description of playing instruments. The thirty fifth part
on the description of Tala.

The fourth chapter on the biographies of musicians.

Diya’ al-Din mentions the sayings of other authors, including Mir Sams al-
Din in the Tarih al-Hukamda’, the author of Ma ‘rifah al-Arwah, the late Mirza
Raws$an Damir in his Puthi (treatise), and Hwajih Muhammad salah in his
treatise named Raga Parkdsa.

18. Rag-ha-yi Hinduwi’!

By Dulu Ram, (epilogue) on the details of Persian and Indian Rdgas and the
explanation of Raginis, Awazihs, their subsidiaries and times.

19. Tuhfah al-Nagamat>?

By Mamdiih Allah to Hadrat-i Sah ‘Al Rida, on the order of Muhammad
Ishaq Han, is written in two Magalihs: 1- on the Pardihs (Modes) of Persia,
2- on the Ragas and Raginis of Hindustan.

20. Risalih-yi Musig?
A defective manuscript on music, Indian and Persian music are discussed in

the extant part. The subjects are:

The recent initiators of Nayakas, the impacts of benefits of Gina and Suriid,
seven Fasls of Sapta, description of Sapta Adhydya, the songs that are from
Nagmih (melody) and Suriid (song) in Persian and Hindi, Raga Adhyaya,
Raginis of Dipaka Raga, Megha Raga, Jay Jay and Nati Gazal.

51 Monzavi, Ahmad, Fihrist-i Mustarak-i Nushih-ha-yi Hattr-yi Farsi-yi Pakistan,
326.

52 Monzavi, Ahmad, Ibid, 322-3.

53 Monzavi, Ahmad, Ibid, 330.
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Discussion

AP - In India, there is a feeling that the performing musicians do not have
interest in the texts written on music. Is it the same phenomenon in Iran? Do
the performing musician make use in any way of the long list of valuable
textual sources that you mentioned in your lecture?

MM - Yes, musicians are the same in Iran as well.
RQ - Where are these manuscripts located? Are they available in published
form? Were these manuscripts available to people or were they written for

some patron and therefore remained in the library until today?

MM - Several copies of some manuscripts are available to people.
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