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Iconography of music deals with the lessons that pictures can teach the music historian. A more sophisticated definition
would be the analysis and interpretation, by the historian of music, of pictorial representations of musical instruments,
their players, singers, groups of performing musicians, and all other kinds of musical scenes.

Emanuel Winternitz - The Iconology of Music: Potentials and Pitfalls.
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Map of the Islamicate-Persianate cultural landscape and its major urban centres. In the west, Tabriz, and
Baghdad, in the centre Isfahin and Shiraz, and in the east Herat, Samarqand, and Bukhara. © Author
The Kurdish tanbir, Iranian setdr, Ottoman tanbir, Turkish saz, Turkmen dotdr, Uzbek dutdr, Kazakh démbra,
Afghan dambura, Uzbek tanbir, and Uyghur tanbiir. © Courtesy Museum des Institutes fiir Geschichte der
Arabisch-Islamischen Wissenschaften, Frankfurt

Ab{ Zayd, the wicked and eloquent central character of the Magdmat (Assemblies), drinking wine with his
nadims (boon companions) being entertained by a musician playing an ‘4d. Magdmat of al-Hariri, probably
created in Egypt during the Maml{ik era in 1334, © Osterreichische Nationalbibliothek, Vienna. A.F. 9, folio 42v
To the left: A blind female musician plays a large Timfirid Herati tanbiir. Detail of A Blind Musician Plays for
Sultan Husayn Mirzd Bayqard’s Harem. Attributed to Shah M{zaffar. Herat, 1481. To the right: Musician playing
a three-stringed Safavid tanbiir with a significant long neck and a bowl assembled from separate pieces of
wood, (backside view). Detail of Siydvush and Jdrira Wedded. Attributed to ‘Abd al-vVahhab under supervision
of Mir Miisavvir. Shah-ndma-yi Shahi. Tabriz, 1530-1537. © The Soudavar Collection, the Sackler Gallery of
Art, Washington. LTS 1995.2.142. © Courtesy The Metropolitan Museum of Art, New York. Gift of Arthur A.
Houghton Jr. 1970.301.27

Painting showing the working conditions in a Mughal court atelier, featuring a master craftsman in a brown
tunic and green shawl instructing a young apprentice. The apprentice balances a manuscript page on his knee,
surrounded by watercolours and inks. Others in the workshop are engaged in manuscript production: men
in the centre are copying texts, while another in the bottom right is burnishing paper. Completing a single
painting can require months or even years of work. The Painters” Atelier (kitdbkhdna), from an Akhlag-i Nasri
manuscript, ¢. 1590-1595. Attributed to Sajnu (or Sahu). © The Aga Khan Museum, Toronto. AKM 288
Ferdowst and three poets of Ghazna before he entered Sultdn Mahmud’s court. In a garden outside Ghazni,
‘Unsiiri had invited fellow poets Farrukhi and Asjadi to celebrate his victory in a poetry competition. When
Ferdows1 sought to join, the two poets resisted, claiming only fellow poets were welcome. To prove his talent,
Ferdowsi was challenged to a verse contest. After ‘Unsrf and Farrukhi recited their lines, Ferdowsi completed
a couplet started by Asjadi, compelling the poets to accept him into their gathering. Ferdowsi and the Three Poets
of Ghazna. Attributed to Aqa Mirak. Shah-ndma-yi Shahi. Tabriz, 1530-1537. © The Aga Khan Museum, Toronto.
AKM 156

Bérbad, a talented musician, aspired to join Khosrow Parviz’s court. To show his talent, BArbad hid in a nearby
tree in the king’s garden during a banquet and sang three songs accompanied by his ‘id. Impressed by his
performance, the king made him his chief minstrel. The Musician Birbad Conceals Himself in a Tree. Attributed to
Mirza ‘Ali. Shah-ndma-yi Shahi Tabriz, 1530-1537. © The Nasser D. Khalili Collection of Islamic Art, London. MSS
1030, folio 731

Angels, which play a central role as divine agents in Islamic cosmology, playing various musical instruments in
three versions of The Ascension of King Solomon to Heaven: long-necked lutes (tanbiirs), a short-necked lute (‘dd),
dd’ira, ney, karnd, and zurna. To the left: The Ascension of King Solomon to Heaven. Tabriz, early 16th century. In the
middle: The Ascension of King Solomon to Heaven. Istanbul, 1600-1610. To the right: The Ascension of King Solomon
to Heaven. Golconda, Deccan, 1675-1700. © The Freer Gallery of Art and Arthur M. Sackler Gallery, Smithsonian
Institution, Purchase-Charles Lang Freer Endowment, Washington. F1950.1. © The Harvard Art Museum/
Arthur M. Sackler Museum. The Edwin Binney, 3rd Collection of Turkish Art at the Harvard Art Museum,
Cambridge (MA). 1985.235. © The Navin Kumar Gallery, New York

Top: A musician singing a spiritual song to the accompaniment of an early form of the tanpiird. Singer Performing
in Front of a Hindu Dignitary. Delhi, c. 1820. To the left: Sukéer Khan playing an early form of the sitdr. Album of
Colonel James Skinner, c. 1815-1827 (right). © The Abolala Soudavar Collection, Houston. © The British Library,
London. Add. Or. 1279

To the left, lavishly ornamented four-stringed setdr. Two steel and two brass. Pear-shaped bowl made of
mulberry wood covered with marquetry of geometric patterns. Iran, possibly 18th century. To the right,
lavishly ornamented, delicately carved ivory, four-stringed tambiir. Karnitaka, India, possibly 18th century. ©
Cité de la musique - Musée de la Musique, Paris. E.1754. Photo Claude Germain. © Musée de la Musique. Dépdt
du Musée du Louvre, Paris. E.1754 and D.M.L. 973.6.2. Photo Claude Germain

Painting in Islamic Art

To the left: Musician-bear, probably a depiction of a man in disguise playing a three-stringed long-necked lute
(tanbiir?). Detail of a wall painting in Qasr ‘Amr4 in Jordan, second quarter 8th century. To the right: Female
musician playing a ‘4d while another plays a zurna. Detail of a floor painting in Qasr al-Hayr al-Garbf in Syria,

¢. 730. © Deutsches Archiologisches Institut, Berlin, © The National Museum of Damascus
Musician playing a two-stringed tanbir in a blossoming spring garden. Kitdb al-bulhdn (Book of Wonders),
compiled by Abd al-Hasan Al-isfihani. It was probably bound during the reign of the Jalayirid Sultdn Ahmad (r.
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1382-1410) in Baghdad, late 14th century. © Courtesy the Bodleian Libraries, University of Oxford. Ms. Or. 133,
folio 38v

Musicians playing a four-stringed tanbiir and a chang. Enthronement of a Mongol Ruler. Jami* al-tawdrikh. Probably
Tabriz, early 14th century. The enthronement of a new ruler featured a grand ceremony involving the Khatun,
the Khan’s brothers and sons, women of the dynasty, and dignitaries from the civil administration and court.
Diez Albums. Folios 70, S. 20 (left folio) and S. 21 (right folio). © Courtesy Museum fiir Islamische Kunst. Staatliche
Museen zu Berlin - PreuRischer Kulturbesitz, Berlin. Diez Albums. Folios 70, S. 20 and S. 21

To the left: The Birds Surround Simorgh. llustration to a manuscript of the Canticle of Birds. Her4t, c. 1487. In
Islamic mythology, the Stmorgh is a mythic bird that resides atop the cosmic mountain Kuh-e Qaf, symbolizing
the world of abstraction that lies above the ‘dlam al-mithdl, also known as the Imaginal Plane. To the right:
Shaikh San’an and the Christian Maiden. lllustration to the Her4ti Canticle of Birds of 1487, added in Isfahén for the
royal shrine at Ardabil in 1609. The white-bearded figures next to the Tree of Life are the SGfi poets ‘Attar and
Mir ‘All Shér Nava'? (1440-1501), each leaning on their staff, contemplating the scene unfolding before them.
© The British Library, London. Add. 18579, folio 104. © Courtesy The Metropolitan Museum of Art, New York.
Fletcher Fund, 1963. 63.210.22

Above: Battle scene showing Ardashir Battles Bahman, Son of Ardavan. Great Mongol Shadhndma. Tabriz, mid-1330s.
Below: Detail of a battle scene showing Qaran Slays Barman. Attributed to ‘Abd al-Wahhab assisted by Sultdn
Muhammad. Shdh-ndma-yi Shahi, 1530-1537. © Detroit Institute of Arts, Founders Society Purchase, Edsel B.
Ford Fund, 35.54. © Unknown Private Collection. Canby, S.R. The Shahnama of Shah Tahmasp. The Persian Book of
Kings. Page 99. Folio 120v

Lower left, musicians playing a ndy, def, ganiin, chang, and dotdr. The Feast of Faridun and Kundrau. Attributed to
‘Abd al-Wahhb assisted by Sultdin Muhammad. Shdh-ndma-yi Shahi, 1530-1537. The Feast of Faridun and Kundrau,
rooted in Ferdowsi’s Shdhndma, celebrates the legendary king Faridun’s victory over the tyrant Zahhak.
Symbolizing the triumph of good over evil, the event emphasizes virtues like justice and heroism. The feast,
celebrating this victory and the renewal of justice and prosperity, included music, dance, storytelling, and
communal meals. © The Museum of Contemporary Art, Tehran. The Shahnama of Shah Tahmasp. The Persian Book
of Kings. Page 99. Folio 351

The Fifth Day, a magician, Haji Sahin and his troupe, tightrope-walkers, and dancers, entertains Sultan Ahmed I1I (up), his
Grand Vizier Damad Ibrahim Paga (below) and guests. On the left folio, a court ensemble accompanies the acrobats
and dancers, featuring musicians playing a dd’ira, miskal, and a five-stringed Ottoman tanbiir with a circular-
shaped bowl. Stirndme-i Vehbi, c. 1729-1730. Written by the poet Vehbi and illustrated by Levni. © Topkapi
Saray1 Miizesi Kiitiiphanesi, Istanbul. Siirndme-i Vehbi. A. 3109, folios 65b-66a

Mughal prince with a falcon (Jahingir as a youth?), in the presence of an ascetic in a blossoming garden near
a stream with in the foreground a musician playing a four-stringed tambird (tambdrah). In the Presence of an
Ascetic (An Encounter of Jahdngir). Gulshdn Album. AqA RizA. India, 1620-1621. © The Museum of Decorative Arts,
Tehran. 152

Women playing a drone tambiird. At the centre sits Najika on a carpet of lotus flowers feeding peacocks while
holding a bin. Gunakari Ragini. © The Isabella and Vicky Ducrot Collection. JAI 9

In a scene on the left folio, a woman is shown playing a small melody tambtird (tambiirah) in front of a yogi.
On the right folio, musicians are depicted playing a four-stringed type of long-necked lute (tanbir?) and a
tdla. Double-page illustration in the Gulshdn-‘Ishq (The Rose Garden of Love, 1657) by the SGfi poet Nusrati who
was active at the Bijapfir court of Sultdn ‘Adil Ibrahim Shaht II (r. 1580-1627). The Gulshdn-‘Ishq is a Persian
narrative that explores themes of love, spirituality, and mysticism, which are central to S(ff literature. Deccan,
Hyderabad, c. 1710.© The Nasser D. Khalili Collection of Islamic Art, London. MSS 640.1-2

Krishna is depicted dancing with a bin/vind in his left hand and a vase with blossoms in the palm of his right
hand, accompanied by several female musicians playing a drone tambird, tdlas, and dohlak. Representation
of Vasant Rdgini, a ragini celebrating the arrival of spring. Bundi, 18th century. © The Collection of H.K. Swali,
Mumbeai. Ebeling, K. Ragamala Painting: C28, p. 81

A yogini is playing an early type of sitdr, representing Todi Rdgini, a morning rdgini. Chandigarh, north of New
Delhi, c. 1825-1830. © The Government Museum and Art Gallery, Chandigarh

To the left: Setdr Player. Oil on canvas, c. 1830-1840. To the right: Portrait of a Woman playing a Tar. Oil on canvas,
early 19th century. © Institut National de Langues Civilisations Orientales, Paris. Labrousse, 1995, p. 77. ©
Courtesy the Victoria and Albert Museum, London. 716-1876

Asik Veysel playing a saz. Asik Veysel, 1955. Bedri Rahmi Eyiiboglu. Eyiiboglu (1911-1975) depicted the iconic
poet-musician Asik Veysel (1894-1973) many times. Asik Veysel’s poetry, which explores including themes
of love, nature, separation, and existential reflection, is celebrated for its simplicity, emotional richness, and
philosophical depth. © Unknown source

Musicians playing a tabld and tanpird. Concert. Amar Singha, a contemporary artist influenced by Cubism and
his Indian heritage. © Unknown source

Tanbirs Pictured in Persian Paintings

Sasanian silver plate showing a poet-musician (bottom left) playing a two-stringed tunbiir, AD 5th-7th centuries.
© Courtesy The Freer Gallery of Art and Arthur M. Sackler Gallery, Smithsonian Institution, Purchase-Charles
Lang Freer Endowment, Washington. F1964.10
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Figure 38.

Figure 39.
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Figure 41.

Musician playing a two-stringed tanbiir with a round-shaped bowl. In the medallion above sits a musician
playing a ney. Kitdb al-bulhdn. Baghdad, late 14th century. © Courtesy the Bodleian Libraries, University of
Oxford. Ms. Or. 133, folio 48b

il-Khanid painting vividly picturing the relentless advance of the Mongol cavalry. Iskandar’s [ron Cavalry. Great
Mongol Shahndma. Tabriz, mid-1330s. © The Harvard Art Museum / Arthur M. Sackler Museum, Cambridge, MA,
Gift of Edward W. Forbes. 1955.167

To the left: Esfandiyar playing a ‘4d. Esfandiydr’s Fourth Course: He Slays a Sorceress. Folio from a fl-Khanid edition
of Ferdowsi’s Shahndma. Isfahén, c. 1330-1340 (detail). To the right: As interest in the tanbiirs grew during
the 14th/15th century, Esfandiyir was depicted with a tanbilr. Esfandiydr’s Fourth Course: He Slays a Sorceress.
Folio from the Safavid Shdh-ndma-yi Shahi (detail of figure 43). Tabriz, 1530-1537. © Courtesy The Metropolitan
Museum of Art, New York. Bequest of Monroe C. Gutman, 1974. 1974.290.27. © Courtesy The Metropolitan
Museum of Art, New York. Shah-ndma-yi Shahi, Folio 435v. Gift of Arthur A.Houghton Jr., 1920. 1970.301.52
Bowl, brass inlaid with silver, decorated with enthroned rulers, dedicated to an unnamed sultan. One of
the medallions shows a standing musician playing a tanbir. 1-Khanid period, c. 1375-1400. This art form
provides valuable insights into the cultures across the Islamic world, including the representation of musical
instruments, though such depictions are not as detailed as those found in paintings for obvious reasons. © The
British Museum, London. 1901,0606.3

Musicians playing a four-stringed tanbiir and a chang (left folio). Enthronement of a fl-Khdnid Khan. Jami‘ al-
tawdrikh. Tabriz (?), early 14th century. The enthronement of a new ruler featured a grand ceremony involving
the Khatun, the Khin’s brothers and sons, women of the dynasty, and dignitaries from the civil administration
and court. Diez Albums. Folios 70, S. 5 (left folio) and S. 10 (right folio). © Courtesy Museum fiir Islamische Kunst.
Staatliche Museen zu Berlin - PreuRischer Kulturbesitz, Berlin. Diez Albums. Folios 70, S. 5 and S. 10
Musician playing a four-stringed tanbiir. Zahhak Enthroned, from the Great Mongol Shahndma. Tabriz, mid-1330s.
The musician, shown from the back, resembles the musicians depicted playing four-stringed tanbilrs in folio
70 of S. 20 in the Diez Albums. © The Freer Gallery of Art and M. Sackler Gallery, Smithsonian Institution,
Washington D.C.: Purchase - Charles Lang Freer Endowment. F1923.5

Musician playing a two-stringed tanbiir, resembling the form of the {l-Khanid tanbiirs. Throne Scene. Illustrated
Jalayirid Shadhndma of Ferdowsi, 1371. © Topkap1 Saray1 Miizesi Kiitiiphanesi, Istanbul

Timdr Granting an Audience in Balkh on the Occasion of His Accession to Power in April 1370. Herat (?7), 1467-1468.
Mlustration by Behzad from an illustrated Zafarndma (Book of Victories, 1425) of Sharafuddin ‘Ali Yazdi (d.
1454). © Courtesy The Johns Hopkins University, Baltimore. Milton S. Eisenhower Library, John Work Garrett
Collection. Zafarndma. Folios 282b-283a

Tim{r feasting in one of the gardens of Samarqgand. In the foreground, a musician plays a tanbir while
accompanying a singer who claps the rhythm with his hand, and another musician plays a def. Qazvin, 1523-
1524. From an illustrated Habib al-siydr (Book of Virtues), a near-temporary account of the Tim(rid dynasty by
Ghiyath al-Din (d. 1534-1537). © The Freer Gallery of Art and Arthur M. Sackler Gallery, Smithsonian Institution,

Washington. Arthur M. Sackler Collection. $1986.47
To the left: Prince Baysunghur sitting in a blossoming garden, drinking wine while being entertained by
musicians playing a three-stringed tanbir and a dd’ira. A Prince Seated in a Garden. Herat, c. 1425-1430. To the
right: Elements of the Herati painting later appeared on a painting from a Shirazi album, showing a prince
drinking wine while being entertained by musicians playing a tanbir, a chang, and a dd’ira. Shiraz, 1491. © The
Freer Gallery of Art and Arthur M. Sackler Gallery, Smithsonian Institution, Washington. Arthur M. Sackler

Collection. $1986.142.1. © Topkap1 Saray1 Miizesi Kiitiiphanesi, Istanbul
Musicians are playing a chang, a kamdnche, and a long-necked lute with a partly skin covered soundboard of
a tanbir or rabdb type. Bdysunghur ibn Shahrukh Seated in a Garden. From a Kalila u Dimnd of Nizdimuddin Ab{'l-
Ma‘4li Nasrullah. Herat, 1429. © Topkapi Saray1 Miizesi, Istanbul. Kalila u Dimnd, folios 1b, 2a. R.1022
Tim{rid prince sitting in a blossoming landscape drinking wine while being entertained by a musician playing
a two-stringed tanbir (tanbiir-i sirvaniydn?). Probably Tabriz, c. 1478. In the border outside the painting a man

is holding his horse. © Courtesy the Chester Beatty Library, Dublin. CBL T 401
Musicians playing various string instruments, tanbir, dutdr, satdr, rawdb, ghirjék, qushtdr, santir, qaldn, wind
instruments, surndy, balimdn, ndy, karndy, and percussion instruments, naghra (kettle drums), ddp, jalla, tash,
and qoshug, during a mdshrdp (gathering or party). Oil painting by Ghazl Ahmed who painted various musical
subjects showing the passion of the Uyghur people for music and dance. © The Kashgar Uighur Press, Kashgar.
Litip, T. and L. Tursun. Uighur Musical Instruments

Sultdn Husayn Mirz4 Bayqar4 sitting under a blossoming tree, surrounded by the women of his harem, drinking
wine while being entertained by a woman playing a chang. On the left folio musicians are depicted playing a
ney, tanbir, chang, and ‘4d. The Garden of Husayn Bayqard. Moragqa‘-e Golshan (Gulshan Album), c. 1480. Attributed
to Behzad. © Golestan Palace Library, Tehran

Female musician playing a large Tim{irid Her4ti tanbiir. A Blind Musician Plays for Sultn Husayn Mirzd Bayqard’s
Harem. Attributed to Shih Mf{zaffar. Herat, 1481. © The Soudavar Collection, the Sackler Gallery of Art,

Washington. LTS 1995.2.142
Female ensemble of angels playing tanbirs, chang, and def. Illustrated edition of The Story of Jamal and Jalal by
Mohammad ‘Asfi, Herat, 1505. © Courtesy The Uppsala University Library, Uppsala. O Nova 2, folio 92b
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Figure 42.

Figure 43.

Figure 44a.

Figure 44b.
Figure 45.

Figure 46.

Figure 47.

Figure 48.

Figure 49.

Figure 50.

Figure 51.

Figure 52.

Figure 53.

Figure 54.

Figure 55.

Figure 56.

Musicians playing a chang and a three-stringed tanbiir with a round-shaped bowl and a composite soundboard,
while women of the harem dance alongside them. In the right folio, a prince is being served wine while being
entertained by musicians playing a def and a chang. Excursion in the Nature. lllustrated edition of the Pang Gang
(Five Treasures) of NizAm{, 1521. Attributed to Maqs(id. © Golestan Palace Library, Tehran 51
To the left: Rostam’s Fourth Course: He Cleaves a Witch. Attributed to Qadimi. Rostam’s broken tanbiir lies amidst
the grass in the foreground. Shdh-ndma-yi Shahi. Tabriz, 1530-1537. To the right: Esfandydr’s tanbiir stands in the
background against a rock. Esfandydr’s Fourth Course: He Slays the Sorceress. Shah-ndma-yi Shahi. Tabriz, 1530-1537.
Attributed to Quasim ibn 'Alf under supervision of Aqa Mirak. © Courtesy The Metropolitan Museum of Art,
New York. Gift of Arthur A. Houghton Jr., 1970. 1970.301.17. © Courtesy The Metropolitan Museum of Art, New
York. Gift of Arthur A. Houghton Jr., 1970. 1970.301.52 52
Musician playing a three-stringed tanbir with a significant long neck and a composite soundboard. After a
fierce battle, Feraydun ultimately defeated the tyrant Zahhak, capturing him and deciding his fate. He chose
to imprison Zahhak in a cave on Mount Damavand, a symbolic location representing the triumph of good over
evil. Here, Zahhak is said to remain for eternity, a prisoner of his own evil deeds. Feraydun Chains Zahhdk Inside
a Cave. Shah-nama-yi Shahi. Tabriz, 1530-1537. Attributed to Soltdn-Mohammad. © The Aga Khan Museum,
Toronto. AKM 00155 53
Detail of musician playing a three-stringed tanbir. 54
Musicians playing a three-stringed setdr and a dd’ira. Alexander at a Banquet. Illustrated Khdmsah of Nizami.
Her4t, c. 1524-1525. © Courtesy The Metropolitan Museum of Art, New York. Gift of Alexander Smith Cochran,
1913. 13.228.7.16 55
To the left: A musician in a pavilion playing a small tanbiir. The Townsman Robs the Villager’s Orchard. Attributed
to Abd al-‘Aziz, 1556-1565, Shiraz. Illustrated Haft Awrang of Jami. To the right: A musician playing a three-
stringed tanbiir. Alexander and Plato sit together in the Cave. Illustration to the Matla’-ul-Anwdr (Source of Lights)
by the Indo-Persian poet Amir Khusrau of Delhi. Unknown artist, Qazwin, c. 1560-1570. © The Freer Gallery
of Art and Arthur M. Sackler Gallery, Smithsonian Institution, Washington. Purchase - Charles Lang Freer

Endowment. F1946.12.179. © Courtesy The British Museum, London. 1937,710,0324 56
The Lovers. Isfahdn, 1630. Riza-yi ‘Abbasi. © Courtesy The Metropolitan Museum of Art, New York. Purchase,
Francis M. Weld Gift, 1950. 50.164 57

Right folio: Musician tuning his tanbiir. The side view of the tanbiir reveals that its bowl is made of ribs, a design
feature that the Arabs adopted since the 9th century, or maybe even earlier, for constructing the bowl of the

“4d. A Convivial Party. Riza-yi ‘Abbasi. Isfahén, 1612. © Courtesy The State Hermitage Museum, St. Petersburg.

Photo by Vladimir Terebenin. VR-740/1, VR-740/XVIII 58
Musicians in the foreground are playing a tanbiir and a def. Rostam Feasting with Kay Khusraw. The Windsor
Shahnama of 1648. Attributed to Muhammad Y(Gsuf. The painting shows Rostam, the legendary hero of Persian
mythology, feasting with King Kay Khusraw, who is one of the prominent figures in the Shahndma. Kay Khusraw

is known for his wisdom and just rule. The feast symbolizes not only a celebration of camaraderie and the
bonds between nobility but also highlights themes of loyalty, honour, and the responsibilities of leadership.

© Courtesy The Royal Library at Windsor Castle, Windsor. The Windsor Shahnama of 1648. Folio 10 259A...................
Women dancing to the accompaniment of a six-stringed tanbiir, gantin, kamdnche, and women playing a def.
Wall painting in the Chehel Sotoun pavilion, Isfahin, commemorating the meeting between Shah ‘Abbas II and
Nadr Muhammad Khan, ruler of Turkestan, in 1658. © Chehel Sotoun pavilion, Isfahan 60
Various instruments among which the ‘4d (17), tanbiir (16), kamdnche (13), miskal (23), surnd (1), darbiika (11),

and gdniin (22). Among them are also Indian instruments, the sdrindd (19), karnd (13), tabla (17), and dholak

(12). Kaempfer, E. Amoenitatum exoticarum politico-physico-medicarum, 1712 (Five Booklets of Exotic Entertaining

Information, Political, Physical, and Medical). © Kaempfer, E. Amoenitatum exoticarum politico-physico-medicarum......61
Shéh Soleiméan serving food and drink by servants while being by a singer accompanied by musicians playing
a kamanche, def, and a six-stringed tanbiir. © Courtesy the Chester Beatty Library, Dublin. CBL Per 279, f. 90r................ 62

Shékh-e Nabat (“Sugar Candy”), a cultured courtesan in Shirdz and Karim Khan’s favourite concubine for

many years, was a distinguished setdr player and singer in her own right. Her name was also used by Hafez

and is popularly believed to have been that of the poet’s beloved. When she died, Karim Khan had her portrait
painted and commissioned a verse epitaph from the court poet, and later historian, Mirza Sideq Nami (18th
century). Courtesans (lulis) played an important role in music and dance at courts, in elite households, and in
courtesan salons in Iran between the 15th and 19th centuries. © Courtesy the Bodleian Libraries, University of
Oxford. LI15274.2 843 64
Wall painting in the Hast Behest in Isfahan showing women of the harem drinking wine, being served food, and
engaging in dancing while playing various musical instruments, including the tdr, kemdnche, tombak, def, setdr,

santiir, and a ndy. © Hasht Behesht, Isfahin 65
Ceramic tile showing Naser al-Din Shah at his court surrounded by courtiers, dancers, and musicians playing

a santdr, tanbir, tombak, and def. Golestan Palace, Tehran, 19th century. © Golestan Palace Library, Tehran ...
Reception of an honoured guest by a Safavid Shah. Q4jar, 19th century. In the foreground to the left, women are
playing a def. In the centre, there are dancing girls. To the right, an ensemble features a tanbiir, what appears

to be a turned-around kemdnche, and a santiir. Although the panel initially resembles the wall painting at the




Figure 57.
Figure 58.
Figure 59.

Figure 60.

Chehel Sotoun, many details do not correspond. © Courtesy The State Hermitage Museum, St. Petersburg.
Photo by Vladimir Terebenin. VR-203

Woman playing a setdr. Ladies round a Samovar. Probably Tehran, oil on canvas, c. 1860-1875. Isma’il Jal4yir. ©
Courtesy the Victoria and Albert Museum, London. Given by Lady Janet Clerk. P.56-1941

Musicians playing a tombak, tdr, kamdnche, and santiir. A Music Group in the Naser al-din Shah Era (1886). Kamal-ol-
Mok (1847-1940), oil on canvas. © Wikimedia

On the left, courtesan playing a four-stringed tanbiir ornamented with intricate inlay work. Two Lovers, Q4jar
19th century, oil on canvas. © Unknown Source

A courtesan playing a setdr ornamented with intricate inlay work. A lady Sitting on a Dais playing Setdr. Oil on
canvas without architectural frame, early 19th century. © Musée d’Art Islamique, Doha. PA.70.2010
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Figure 61.

Figure 62.

Figure 63.

Figure 64.

Figure 65.

Figure 66.

Figure 67.

Figure 68.

Figure 69.
Figure 70.

Figure 71.

Figure 72.

Poet-musician playing a tanbir, seated cross-legged in the tradition of Central Asia, with the instrument’s
neck angled downwards, reminiscent of the depictions of tanbiir players on Sasanian silver plates. Excavated
ceramic tile ensemble from the summer palace of Sultin Al4 al-Din Kayqubad I. Anatolia, early 13th century. ©

Courtesy Museum fiir Islamische Kunst. Staatliche Museen zu Berlin - PreuRischer Kulturbesitz, Berlin. 00026603

Iskender celebrates his victory over Tamgac. llustrated Iskenderndme of Ahmedi, 1416. © Bibliothéque nationale de
France, Paris. Turc 306, folio 161b

To the left: Sultin Mehmed II, Gentile Bellini, 1480. In 1479, following a request from the Sultin to the
Venetian authorities, Gentile Bellini travelled to Istanbul. To the right: Sultin Mehmed 1I holding a white
‘scarf,” symbolizing the ‘cloth of victory,” a royal emblem in Eastern Islamic figurative art, while smelling a
rose. Siblizade Ahmed (?), Istanbul, c. 1480. © The National Gallery, London. NG3099. © Topkapi Saray1 Miizesi
Kiitiiphanesi, Istanbul. H. 2153, folio 10a

To the left, right folio: Musicians playing a “4d and def. Ayyub and Salman in the Audience of a Young Ruler.
Mlustration of Katibi’s (d. 1435?) collected poems (Katibi Kiilliyat), 1450-1460. To the right: Musicians playing
a three-stringed long-necked lute (tanbiir?) and a def. Iskender at Targarar. lllustrated Iskenderndme, Ahmedi, c.
1460. © Topkapi Saray1 Miizesi Kiitiiphanesi, Istanbul. TSM. R. 989, folios 229b-230a. © Biblioteca Nazionale
Marciana, Venice. Or. XC (57), folio 121a

To the left: Flying peri playing a saz. Ottoman Album, mid-16th century. To the right: A peri is sitting on a
branch of a maple tree playing a tanbir while the fairy queen is being served food. In the foreground, peris are
playing a def and a ndy. The Fairy Queen Enthroned. Tabriz or Qazvin, mid-16th century. © Topkapi Saray1 Miizesi
Kiitiiphanesi, Istanbul. H. 2162, folio 9a. © The Freer Gallery of Art and Arthur M. Sackler Gallery, Smithsonian
Institution, Washington. 50.2

To the left: In the foreground, musicians are depicted playing a three-stringed long-necked lute (tanbiir?) and
def. Siileyman Conversing with Mustafa. Stileymanndme, 1588. To the right: Sultdn Stileyman I entertained by a
16th-century Ottoman court ensemble gathered around a marble fountain. The ensemble consists of neys, ‘dd,
dd@’ires, kemenge, and a muskal. Circumcision Festival of Bayezid and Cihangir. Siileymdnndme, 1588. © Topkap1 Saray1
Miizesi Kiitiiphanesi, Istanbul. Siileymdnndme. H. 1517. R. 804, folio 111b. © Topkap1 Saray1 Miizesi Kiitiiphanesi,
Istanbul. Stileymanndme. H. 1517. R. 804, folio 412a

A prince entertained in a palace courtyard by musicians playing three-stringed tanbirs and a singer with a
def. Entertainment in a Palace Courtyard. llustrated edition of the Divdn-i Nevd't of Mir ‘Ali Shér Neva™ (c. 1530),
who was known by his penname Neva'? (‘The Melodious One’). © Topkapi Saray1 Miizesi Kiitiiphanesi, Istanbul.
Divdn-i Nevd'i. R. 804, folio 477b

Topography of Istanbul depicting the walled city of Istanbul, including Galata and its environments and a small
stroke of Uskiidar including Kiz Kiilesi. All mosques, churches, Byzantine and Ottoman structures, monuments,
gardens, and coastlines are with great accuracy. Beydn-1 Mendzil-i Sefer-i Irdkeyn-i Sultdn Stileyman Han (Account of
the Stages of Sultdn Siileymdn Khan’s Iraqi Campaign), Nasth Matrakgi, written in 1537. © Istanbul University Head
Office of Library Documentation, Rare Books Library. T5964

Ottoman ensemble consisting of a ney, chang, kemenge (partly visible), and a dd’ire. Mehmed III in the Topkap:
Saray1. Divan of Nadird, c. 1603-1617. © Topkap1 Saray1 Miizesi Kiitliphanesi, Istanbul. H. 889, folio 8b
Musician playing a three-stringed saz. Siirndme-i Humdytin (Book of the Imperial Procession), 1585. © Topkapi
Saray1 Miizesi Kiitiiphanesi, Istanbul. Sirndme-i Humdyiin. H. 1344, folio 403b

Double-page folios, Siirndme-i Humdyiin, 1585. In the left folio: Musicians playing a sahrud, neys, ceng, miskals,
and dd’ire while Sultdn Murad III and $ehzade Mehmed watch the festivities from a balcony of the Palace
of Ibrahim Pasa on the Atmeydani (Hippodrome). In the right folio: Musicians playing a sahrud, neys, dd’ire,
kemanche, Ottoman kopuz, and ¢arpares. © Topkapi Saray1 Miizesi Kiitliphanesi, Istanbul. Sirndme-i Humdyiin. H.
1344, folios 301b and 404a

Left folio: Hiinerndme II, 1584-1585. Musician playing a ‘4d, during the arrival of Sultin Siileyman I's sons,
Sehzade Mustafa, Mehmed, and Selim at the Hippodrome for their circumcision celebration in 1530. Right
folio: Sehinsehname-i Murad-i Salis, 1581. Musicians playing short-necked lutes (sahrud), carpares, zurnas,
and dd’ire. Arrival of the procession of prince Mehmed (I11), son of Sultan Murad 111, at the Hippodrome to observe the
circumcision celebration festivities. © Topkap1 Saray1 Miizesi Kiitiiphanesi, Istanbul. Hiinerndme II. H. 1524, folio
103b. © Topkapt Saray1 Miizesi Kiitiiphanesi, Istanbul. Sehinsehname-i Murad-i Salis. B. 200, folio 55b
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Figure 73.

Figure 74.

Figure 75.

Figure 76.

Figure 77.

Figure 78.

Figure 79.

Figure 80.

Figure 81.

Figure 82.

Figure 83.

Figure 84.

Figure 85.

Figure 86.

Figure 87.

Figure 88.

To the left: Mevlevi ensemble consisting of a ‘id and daires. Another Mawlawi ritual sama set in a learning context,
late 16th century. To the right: Rimi whirling outdoors with disciples accompanied by a musician playing
a bowed rabab. The River of Life and the Tree of Life appear on this painting symbolizing the deeper spiritual
dimension of the image. Rumi Whirls outside with Disciples, late 16th century. © Courtesy The Morgan Library &
Museum, New York. MS M.466, folio 159r. © The L.A. Mayer Museum for Islamic Art, Jerusalem, Israel
Asafi Pasa in the Presence of Hamza Mirza. In the foreground of the left folio musicians are playing a daire and a
three-stringed saz. The Entertainment of Crimean Soldiers with Concubines. Seca’ndme, Dal Mehmed Gelebi (Asafi),
1586. © Istanbul Universitesi Kiitiiphanesi. T. 6043, folio 247b

Early 17th century Ottoman courtly ensemble consisting of two neys, a chang, ‘4d, kemdnge, and a daire. Sultan
Murad II and Hatice Halime Sultan Being Entertained. 1llustrated edition from 1616 of the Tdciit-tevarth (Crown of
Chronicles, 1574), by Hoca Sadeddin. © Musée Jacquemart-André, Paris. D262, folio 138a

Musician playing a four-stringed saz, while the other holds a kaval/ney. Das Kostiimbuch des Lambert de Vos, 1574.
© Courtesy Staats- und Universitétsbibliothek Bremen. Das Kostiimbuch des Lambert de Vos, 1574. Ms. Or. 009
To the left, concubine (cdriye) playing a saz. Some of the musically talented concubines were virtuoso musicians
playing tanbiirs (sazs) to accompany popular songs. Album of the World Emperor, c. 1610 (detail). To the right, an
amazing painting showing a youth playing a saz. Boy and Horse, c. 1600. © Topkap1 Saray1 Miizesi Kiitliphanesi,
Istanbul. B. 408, folio 12a. © The British Library, London. Or. 2709, 10a

To the left, cdriye playing an eight-stringed saz. Berlin Album, c. 1640-1660. To the right, Sultdn Mehmed IV
entering the harem with one of his sons, being welcomed by concubines playing a kemdnge and sazs. Cicogno
Album, first half 17th century. © Courtesy Museum fiir Islamische Kunst. Staatliche Museen zu Berlin -
Preufischer Kulturbesitz, Berlin. Berlin Album. K. 19774. © Museo Correr, Venice. Cicogno Album
Musicians in a garden playing a daire and a short-necked lute (left), an eight-stringed saz and a ney (second
left), an eight-stringed saz and daires (second right), and a six-stringed saz and a daire (right). Magmi‘a-i-miisiqt
(The Basic Theory of Music). Parwiz Mans(rd, 17th century. © Courtesy Museum fiir Islamische Kunst. Staatliche

Museen zu Berlin - Preufischer Kulturbesitz, Berlin. Magmii‘a-i-misigi. Ms. or. folio 3370, folios 53b, 76b, 84a, 105a..

Sultdn Murad 1V, courtiers, and servants in a courtyard of the Topkapi Sarayi, c. 1650. In the foreground sits a
musician playing a tanbiir (tanbura?). © Topkap1 Saray1 Miizesi Kiitiiphanesi, Istanbul. H. 1248

On the left, cdriyes playing a kemdnge, five-stringed saz (¢giir), and a daire. Costumes de la Cour et de la Ville de
Constantinople, c. 1680-1690. On the right, women dancing in front of the Valide Sultin and Me. Girardin, to the
accompaniment of a ¢dgiir, miskal, daire, kasiklar, ney, and a kemdnge. Feste doneé a la Sultane Validée dans le Serail
en présence de Me. Girardin Ambassadrice de France qui la fit preindre sur la liece et U'apporté a Paris. Elle est morte Comee.
De Canillac, c. 1689. © Bibliothéque nationale de France, Paris. OD-1 (1)-FOL. © Le Département des Estampes de
la Photographie, Paris

On the left, Young Man Lying Down. On the right, Young Woman Sleeping. Levni, from an early 17th-century Album
made for Sultdn Ahmed I11, reflecting the joyful and luxury-loving lifestyle atmosphere of the Lale Devri. Levni’s
depictions of sensual and androgynous youths bear a resemblance to those seen in Safavid paintings from the
early 16th century. © Topkap: Saray1 Miizesi Kiitiiphanesi, Istanbul. H. 2164, folios 11b, 12a

On the left, image of an early version of the Ottoman tanbir. Kitdb-i ‘Ilmii’l-Mdsik ‘ala Vechi’l-Hurafdt, Dimitrie
Cantemir, c. 1700. On the right, musician playing a Safavid six-stringed tanbiir (sestdr). Ottoman reproduction
from the early 18th century of a Safavid painting from around 1600. © Cantemir, D. Kitdb-i ‘IImii’l-Msiki ‘ala
Vechi’l-Hurdfdt. © Topkap: Saray1 Miizesi Kiitiiphanesi, Istanbul. H. 2162

Sultdn Ahmed III (up), his Grand Vizier Damad Ibrahim Pasa (below), and guests (right folio) entertained by
acrobatic and animal acts, accompanied by a court ensemble consisting of a daire, Ottoman tanbiir, kemdnce,
and muskal players (left folio). The fourth day, concert, animal acts, and Egyptian performers. Stirndme-i Vehbi, 1729-

1730, painted by Levni. © Topkap: Saray1 Miizesi Kiitiiphanesi, Istanbul. Stirndme-i Vehbi. A. 3109, folios 52b-53a........

To the left: Asiks playing five-stringed tanbiirs (¢dgiirs?) and zurnas as well. The Eight Day. The parade of guildsmen:
Tentmakers, shoemakers, grocers, fruit-dealers, turban-makers, quilt-makers, and fabric-merchants. Siirndme-i Vehbi,
1729-1730, painted by Levni. To the right: Sehzade Kerem playing a three-stringed saz with a composite
soundboard and a tassel (piiskiil) hanging from the top of the neck. Levni, first quarter 18th century. © Topkapi
Saray1 Miizesi Kiitiiphanesi, Istanbul. Sirndme-i Vehbi. A. 3109, folio 107b. © Unknown Source

Ottoman court ensemble consisting of a kemdnge, Ottoman tanbir, daire, kantin, and ney. Sirndme-i Vehbi,
1729/1730, painted by Nakkas Ibrahim Efendi. © Topkapi Saray1 Miizesi Kiitiiphanesi, Istanbul. Siirndme-i Vehb?
(edition). A. 3594

To the left, an Ottoman lady lounging in a garden, entertained by a female ensemble playing a daire,
kemdnge, and an Ottoman tanbiir, early 18th century. In the middle, Ottoman ladies lounging in a garden. In
the foreground, a woman plays a saz, while Ottoman tanbiir rests on a divan in the background, early 18th
century. To the right, cdriye playing a six-stringed saz. Abdullah-i Buhar? Albiimii, mid-18th century. © Istanbul
Universitesi Kiitiiphanesi, Istanbul. Abdullah-i Buhdr{ Albiimii. Ktp., TY, nr. 9364. © Courtesy of the Freer Library
of Philadelphia, Rare Book Department, Lewis Collection. T9. © Courtesy Museum fiir Islamische Kunst.
Staatliche Museen zu Berlin - PreuRischer Kulturbesitz, Berlin. 00042193

Female ensemble consisting of a six-stringed Ottoman tanbir, daire, miskal, and zurna. The Musicians, Levn,
1720. The ensemble is framed by an arch supported by two pillars, an architectural feature suggesting that
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Figure 89.

Figure 90.

Figure 91.

Figure 92.

they are seated in one of the porticoes of the Topkap1 Saray1. © Topkapi Saray1 Miizesi Kiittiphanesi, Istanbul.
H. 2164, folio 17b

To the left: Eight-stringed Ottoman tanbiir. Tefhimii’l Makamat fi Tevlid-in Neamat (The Concept of the Makams in
the Making of Melodies, mid-18th century), Hizir Aga. To the right: Eight-stringed Ottoman tanbiir. Femme Jouant
du Tamburi. Aquarelle of Dessins origineaux des costumes turcs: un receuil des dessins aquarelles of Joseph Gabriel
Monnier (1745-1818). © Hizir AZa. Tefhimii’l Makamat fi Tevlid-in Nejamdt. © Monnier, J.G. Dessins origineaux des
costumes turcs: un receuil des dessins aquarelles

Above: Garden scene at Sa’dabad. Musicians playing sazs. Gravure of a garden scene at Sa'dabad (detail) from
Tableau Général de 'Empire Othoman. Ignace Mouradjea d’Ohsson. Below: Garden scene at Sa’dabad, Kagithane,
showing a group of women, probably of the Ottoman harem, entertaining themselves. Illustration of Hibdndme
ve Zendnndme (1793) of Fazil Enderuni. © Ignace Mouradjea d’Ohsson. Tableau Général de I'Empire Othoman,
divisé en deux parties, dont 'une comprend la Législation Mahométane; I'autre I'Histoire de I'Empire
Othomane. © Istanbul Universitesi Kiitiiphanesi, Istanbul. Ty 5502, fol. 78

To the left: Woman Playing a String Instrument. To the right: Odalisque on the Bosphorus Playing the Lute. Fausto
Zonaro, before 1908. For both paintings Zonaro used the same saz. © Pera Miizesi, Istanbul. PM GAP PC.026. ©
Unknown Private Collection

Girl playing a mid-19th century eight-stringed Ottoman tanbir, while another one holds a daire. Iki Miizisyen
Kiz, 1880. Osman Hamdi. © Suna and Inan Kira¢ Foundation Collection, Istanbul

Chapter 4 Tanbiirs Pictured in Indian Paintings

Figure 93.

Figure 94.

Figure 95.

Figure 96.

Figure 97a.

Figure 97b.

Figure 98.

Figure 99.

Figure 100.

Figure 101.

Musicians playing a six-stringed long-necked lute (vind?) and a dholak. The Heavenly Assembly of a Jina. In Jainism,
the spiritual aim is to attain liberation from the endless cycle of rebirth and achieve the status of a Jina, an
enlightened being. Folio from an illustrated edition of the Laghu Samgrahanisutra (Short Book of Compilation, c.
1575) Gujarat. Composed by Srf Chandrasfiri in 1136, the Laghu Samgrahanisutra belongs to the canon of the
Svétambara Jains, one of the principal branches of Jainism. © Gursharan and Elvira Sidhu Collection, India
Timdr Handing the Imperial Crown to Babur in the Presence of Himdyun. The scene is witnessed by their viziers
Mirza Rustam, Mirza Shah Rukh, and Abraham. Govardhén. The Minto Album, c. 1630. This work belongs to a
tradition of representing dynastic succession. While the Ottomans and Safavids sought to associate themselves
with the Timurid legacy, only the Mughals could claim a direct genealogical descent. © Courtesy the Victoria
and Albert Museum, London. IM 8-1925

To the left: Musician playing a drone tambiird. Sheikh Farid Discourses. Attributed to ‘Alf Quli Jabbadar, probably
with additions by Muhammad BAqir, Isfahan School. Late 17th-mid-18th century. To the right: Musician playing
arabab. Evening Conversation, c. 1640. Mughal and Isfahin schools. Late 17th and mid-18th centuries. Attributed
to ‘Al Quli Jabbadar. © The Institute of Oriental Manuscripts, St. Petersburg. The St. Petersburg Muraqqa’. Album
of Indian and Persian Paintings from the 16th through the 18th Century and Specimens of Persian Calligraphy by ‘Tmdd
Al-Hasani. Plate 44, folio 64 and Plate 45, folio 50

Woman holding a beautifully decorated drone tambiird, an example of the amazing skills of Indian instrument
makers. Ladies of the Zenana on a Roof Terrace, 1666. Ruknuddin (active late 17th century). Bik4ner, R4jasthan. ©
The Kronos Collections, New York

Musicians playing a nd’i, dd’ira, and a melody tambiird. Babur Entertained by Jahdngir Mirza at Ghazni, 1505. Bhim
Gujarti. From a Vaki'at-i Baburi (Memoirs of Babur), translated from the Turki original by Mirza ‘Abd al-Rahim. ©
The British Library, London. OR 3714 £.208v

To the right: Musician playing a three-stringed melody tambiira (right folio). Babur Oversees the Making of the
Garden at Istalif. From a Bdburndma, c. 1590. Composed by Miskin, painted by Sanw4l4 and Nand Gwéliori. ©
Unknown Private Collection

The borders of the Mughal paintings also featured musical instruments. In the foreground of the left folio,
musicians are depicted playing a dd’ira and a chang, the latter not having a permanent place among the musical
instruments in the Mughal courts in India. Himdyun in a Tree-house. To the right, a detail from another folio, a
woman is shown playing a melody tambird. Jahdngir Album, c. 1600-1618. © Courtesy Museum fiir Islamische
Kunst. Staatliche Museen zu Berlin - PreuRischer Kulturbesitz, Berlin. Jahangir Album. A 117, f.24r. © Courtesy
Museum fiir Islamische Kunst zu Berlin - PreuRischer Kulturbesitz, Berlin. Jahangir Album. A 117, f.9r
Akbar presiding over religious discussions in the Ibaddt-khand (House of Worship). Fatehp(ir Sikri. The two men
dressed in black are the Jesuit missionaries Rodolfo Acquaviva (1550-1583) and Francisco Henriques (1520-
1600). Illustration of an Akbdrndma (Book of Akbdr), 1603-1605. Narsingh. © Courtesy the Chester Beatty Library,
Dublin. CBL In 03.263

To the left: The Birth of Christ, The St. Petersburg Muraqqa’, early 17th century. Attributed to Mandhar. To the
right: Musicians playing a dd’ira, nd’i, and melody tambiird. Prince offers wine to his beloved. Man&har, Diwan of
Nawa’, c. 1606. © The Institute of Oriental Manuscripts, St. Petersburg. The St. Petersburg Muraqqa’. Album of
Indian and Persian Paintings from the 16th through the 18th Century and Specimens of Persian Calligraphy by ‘Imad
Al-Hasani. Plate 36, folio 62. © Courtesy The Royal Collection, Her Majesty Queen Elizabeth II, London RCIN
1005033, f.269b

Ensemble consisting of naqqdras, a dd’ira, a kemenge, a surnd, and a tanbir (?) while dancing women mark the
rhythm of the dance with a pair of tdlas. Entertainment Given in Honour of Hiilegii Khan, the Ruler of Iran, by his
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Figure 102.

Figure 103.

Figure 104.

Figure 105.

Figure 106.
Figure 107.

Figure 108.
Figure 109.

Figure 110.

Figure 111.

Figure 112.

Figure 113.

Figure 114.

Figure 115.

Figure 116.

Figure 117.
Figure 118.

Figure 119.

Brother Méngke (r. 1251-1259), the Supreme Khén. Jami‘ al-tawdrikh, end-early 16th-17th century. © Golestan
Palace Library, Tehran. Ms. 2254

Akbar and Tansen Visit Haridas. Jaip(r-Krishnagar, R3jasthan, c. 1750. TAnsen and Harid4s are portrayed here
with a tanpird. Both were prominent exponents of the classical dhrupad style of singing, accompanied by a
drone tanpird. © The National Museum, New Delhi. 48.1461

Mirza Hakim with a qiibiiz (long-necked rabdb type), an instrument mentioned by Babur in the Bdburndma.
Mirza Muhammad-Hakim Seated under a Tree. Kabul, Gulshan Album, c. 1580-1584. Farrukh Bég. Mirza Hakim
fashioned himself as a traditional Central Asian prince in the legacy of his grandfather Babur. He played a
crucial but historically underappreciated role in influencing the course of Akbar’s reign and the Mughal
Empire. © Golestin Palace Library, Tehrin. Ms. 1663, p. 199

Musicians singing to the accompaniment of a drone tambird. Maharana Amar Singh Il in a Garden. Réjasthan,
Udaip(r, c. 1698. © The Kanoria Collection, PAtna

In the foreground a musician is playing a three-stringed drone tambiird. Maharana Bhim Singh at a Hunting Picnic.
Udaip(ir, 1824-1825. Ghasi (active c. 1820-1840). © Courtesy the Ackland Art Museum, The University of North
Carolina at Chapel Hill, Chapel Hill. Gift of Clara T. and Gilbert J. Yager. 89.75

Yogini holding a drone tambiird. Detail of a Biindi palace wall painting, 18th century. © Unknown Source
To the left: Musician playing a tanbiir (centre). In the pavilion an ensemble consisting of a nd’i, kamdnche,
dd’ira, “4d, and a chang. Lower left, musicians playing a qiibiiz and a dd’ira. Akbar Presenting a Painting to His Father
Humdytin. Moragqa‘-e Golshan (Gulshan Album), c. 1550-1556. ‘Abd Al-Samad. The depicted instruments are part
of the shared musical instruments in the Turko-Persian zone, known under similar or different names. To the
right: Walking musician playing a melody tambiird. Akbar’s Triumphal Entry into Surat. From an Akbarndma, c.
1590-1595. Farrukh Bég. © Golestan Palace Library, Tehran. Ms. 1663, p. 158. © Courtesy the Victoria and Albert
Museum, London. 2009BX3725

Portrait of Jahdngir. After a Mughal painting by Rembrandet, c. 1656-1658. © Rijksmuseum, Amsterdam.................

To the left: Prince Salim, the later Jahangir, in the company of holy men listening to a musician playing a
melody tambird. Visit to Holy Man by Prince Salim (Jahangir as a Youth?), Hashim, 19th century. To the right:
Musicians playing a melody tambiird and a daf, c. 1630. © Courtesy The Metropolitan Museum of Art, New York.
13.228.39. © Courtesy Museum flir Islamische Kunst. Staatliche Museen zu Berlin - PreuRischer Kulturbesitz,
Berlin. I. 4593, folio 13

Court lady playing a drone tambiird positioned on the right shoulder. Jahdngir Celebrating the Hindu Festival of
Holi, c. 1635-1645. The Minto Album. Attributed to Govardhan

A royal woman, possibly Nur Jahén, holding a portrait of Jahingir, Mughal India, c. 1627. Nur Jahin, who
managed most state affairs, aspired to maintain her influence even after Jahangir’s death. She is often portrayed
in the elegance of her youth, although she was 50 years old at the time of his passing. © The Cleveland Museum
of Art, Cleveland. 2013.325

Musician playing a three-stringed tanbir. The person in front of him probably represents the young Akbar.
Moraqqa‘e Golshan, first half 16th century. ‘Abd al-SamAd. © Golestan Palace Library, Tehran. Moragqa®e Golshan.
Ms. 1663, p. 158

To the left: Musician playing a three-stringed fretless drone tambiird with a vind-like bridge. Prince with his
Courtiers and Musicians, Davis Album, early 18th century. To the right: A Lady Playing a Tanpura. Rajasthan,
Kishangarh, India. c. 1735, displaying the front and side view of the bowl. © Courtesy The Metropolitan
Museum of Art, New York. Theodore M. Davis Collection, Bequest of Theodore M. Davis, 1915. 30.95.174.18. ©
Courtesy The Metropolitan Museum of Art, New York. Fletcher Fund. 1996.100.1

To the left: Ensemble consisting of a ney, kemence, five-stringed (?) Kashmiri setdr, ddi’ra, and ganiin. Poets and
Scholars. Masnavi of Zafar Khan, c. 1640. To the right: Ensemble consisting of a five-stringed Kashmiri setdr, ddi’ra,
and kemdnce. Outdoor Festival, Masnavi of Zafar Khan, c. 1640. The fusion of the Persian setdr and Hindustan? sitdr
resulted in the creation of the hybrid Kashmird setar (sehtdr or saitdr), which features nine- or seven strings. The
instrument is one of the instruments of the spiritual classical music ensemble known as sifydna kaldam (‘s0fi
expression’). © Courtesy the Royal Asiatic Society of Great Britain and Ireland. Folio 25v, folio 20a. © Courtesy
the Royal Asiatic Society of Great Britain and Ireland. Folio 25v, folio 27a

Musician playing a drone tambird. Govardhén. A Garden Gathering with two Princes and a Sleeping Cat, The Minto
Album (Prince Parviz and Prince Khurram, the later Shah Jahan), c. 1630-1640. © Courtesy the Chester Beatty
Library, Dublin. CBL In 07A.8

To the left: The weighing of Shah Jahén. To the right: Musicians playing a rabdb, bin, and drone tambird. In
the upper gallery musicians playing karnds, sahndis, and naqqdras. The Weighing of Shah Jahdn on His Forty-Second

Lunar Birthday. Pddshdhndma, c. 1635. © Courtesy The Royal Library, Windsor Castle. Pddshdhndma. Folios 70B-71A..

Musician playing a drone tambiird. A Garden Party with a Prince in a Green Jama, The Minto Album (Shah-Shuja or
Dara shikéh?), c. 1615-1620. Bichitr. © Courtesy the Chester Beatty Library, Dublin. CBL In 07A.7,
Women singing to the accompaniment of a drone tambird. Prince Aurangzéb and a Young Woman on a Terrace, c.
1638. © The Aga Khan Museum, Toronto. AKM 00189

To the left: Jahdndrd Begum Aged Eighteen. Attributed to LAlchand, Agré or Burhanpur, 1632. To the right: Jahdndra
next to her father who was besieged by Aurangzéb in 1658. The Passing of Shah Jahan, 1902. Abanindranath
Tagore (1871-1951), the founder of the influential Bengal School, which led to the development of modern
Indian painting. © The British Library, London. Or. 3129, f.13v. © The Victoria Memorial, Kolkata, India
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Woman playing a tanpird. To the left, women playing dd’ires and a dholak. To the right, a woman playing a
tanpird. Prince Surrounded by Women Reaching for Fruit offered by an Attendant. Holi Festival. North Deccan, c. 1680-
1700. © Courtesy the Chester Beatty Library, Dublin. CBL 67.5

Musicians playing various Persian and Indian instruments: a kemdnche (Persian), rabdb (Persian), gdntin
(Persian), sdrangt (Indian), def (Persian), chang (Persian), dholak (Indian), musiqar (Persian), ney (Persian), jantar
(stick zither, Indian), and a six-stringed tanbiir (Persian). Illustrated Sdqindma, of Zuh{ri. Deccan, 1685. © The
British Library, London. Or. 338, folio 54b

Yogini playing a four-stringed tambiird. Golconda, Deccan, c. 1630. © The National Museum, New Delhi. 58.48
Sultdn ‘Adil Ibrahim Shahi I Playing the Tambir. Bijap(r, c. 1595-1609. Attributed to Farrukh Bég. © Courtesy
Néprstkovo Muzeum Asijskych, Africkych a Americkych Kultur, Prague. A. 12182

Two princesses being entertained by a group of female musicians and dancers, A Group of Women in a Garden,
Entertaining Themselves with Music and Dancing. Deccan, mid-18th century. The ensemble consists of two tanbiirs,
a ghijak, two dholaks, and several dd’iras, the dancing women are playing small pairs of tdlas. © Courtesy the
National Museum of Asian Art, Smithsonian Institution, Freer Collection, Gift of Charles Lang Freer, New York.
F1907.263

Musicians playing a small four-stringed long-necked lute (tanbiir?) and a bin. Shah J1 kisses the king’s feet
(Sultan ‘Adil Tbrahim Shahi 11?). Pén Ném, 1591-1604. © The British Library, London. Add. 16880, folio 171
Standing musician playing a four-stringed long-necked lute (tanbtir?) with an open middle section in the
pegbox and laterally positioned tuning pegs. Deccan, Golconda, c. 1640-1650. © Courtesy The Metropolitan
Museum of Art, New York. Rogers Fund, 1928. 28.159.2

Women playing a dholak and a drone tambird. Rdgini Vasanti. Rdgini celebrating the joy of spring, here
represented dancing with Krishna during the springtime Holi festival when people throw red powder and
liquids at each other. Amer, c. 1710-1730. © The Isabella and Vicky Ducrot Collection. JAI 7

Woman singing to the accompaniment of a drone tambiird. A Royal Couple Listening to Music on a Terrace.
Provincial Mughal, Lucknow, c. 1760. Attributed to ’Aqil Khdn. © The Nasser D. Khalili Collection on Islamic
Art, London. MSS 988

A couple embraces on a terrace under darkening monsoon clouds, as lightning startles cranes into flight.
Below, an ensemble of female musicians including a pair of drums (?), a four-stringed tanptird, a bin, and a
dai’ra heightens the romantic atmosphere. Lovers Watching an Approaching Thunderstorm, Kangra, Panjab Hills,
c. 1780-1790. The painting, inspired by the Barahmasa (The Twelve Months) by the poet Keshavdas (1555-1617),
symbolizes passion through rain clouds and lightning, a characteristic of the Kangra Rajput painting school,
which flourished in the 18th and 19th centuries. © Courtesy Minneapolis Institute of Art Collection. The
Margaret McMillan Webber Fund. 92.102

Musicians singing to the accompaniment of a drone tambird, chenda, and pakhdvaj. Ragini Vasanta. Rdgini
performed at any time during the spring season celebrating the joy of spring. Lucknow, c. 1780. © Courtesy
Museum fiir Islamische Kunst. Staatliche Museen zu Berlin - PreuRischer Kulturbesitz, Berlin. I 5062, Fo 32
A love couple sits beneath a maple tree near a stream, listening to a woman singing to the accompaniment
of a drone tambiird. Lovers in a Landscape, Mir Kaldn Khén, c. 1760-1770. © Courtesy The David Collection,
Copenhagen. Inv. nr. 50/1981, Pernille Klemp

Musicians playing a chenda (a cylindrical wooden drum), tanpiird, tabld, and sdrangi. Wajid Ali Shah in his Court
Entertained by Music and Dance. Ishqndmah, Lucknow, 1849-1850. © Courtesy The Royal College Trust, Windsor
Castle, London. RCIN 1005035

Qutub Ali Khan instructing Wajid Ali Shah the sitdr. Ishqnamah, Lucknow, 1849-1850. Behind Qutub Ali Khan sits a
woman playing a kind of drum (bayan?). In the verses of the Ishqg-ndmah, the Shah depicts himself as a Y{isuf,
a captivating figure attracting both men and women, as he explores the depths of his connection with art, as
well as the transformative power of music and dance. © Courtesy The Royal College Trust, Windsor Castle,
London. RCIN 1005035

Yogini playing a four-stringed melody tambiird. According to paintings, the tambiird continued to be played.
Portrait of a Yogini. Delhi/Lucknow, c. 1770. © Courtesy The Art Gallery of South Australia, Adelaide. HQ-0.1147
On the left, a tanpiird. On the right, a sitdr. Both from A Collection of Two Hundred and Fifty Coloured Etchings, 1799-
1808. © Solvyns, F.B. A Collection of Two Hundred and Fifty Coloured Etchings: Descriptive of the Manners, Customs and
Dresses of the Hindoos (1799). Sec. X1, No. 3 ‘A Tamboora’ and No. 4. ‘A Sittar’

Colonel Antoine-Louis Henri Polier Watching a Nautch, c. 1786-1788, featuring Colonel Polier observing a nautch
(“dance”) performance, a traditional Indian dance often performed at social gatherings. The female ensemble
accompanying the nautch consists of a tabld, tanpiird, and, partly visible, probably a sdrangi. © Courtesy Museum
Rietberg Ziirich, Rainer Wolfsberger

133

134
135

135

136

137

138

139

140

140

141

141

142

143

143

144

144



Foreword

The tanbir long-necked lute has long been an emblematic musical instrument in the Islamic world. Its popularity and
long tradition of use are best documented by the large number of depictions of the instrument found in the Islamic
painting traditions of the Persian, Ottoman, and Indian cultural spheres, where images of both earthly and heavenly
players abound. In an extraordinary labour of love, Hans de Zeeuw has spent many years searching for and compiling
the visual record of the instrument’s heritage, and has brought together in this beautifully-illustrated volume some
of the substantive results of his research. These images document an amazing paradox: in orthodox Islamic religious
law, only the music of the adhan or call to prayer and the recitation of the Qur’an are tolerated; this notwithstanding,
secular cultures across the Islamic world have produced a rich historical tradition of music of all kinds, in which tanbirs
play a widespread and popular role. Hans de Zeeuw has brought together the visual evidence for this musical tradition,
which in turn will hopefully lead to a wider interest in the music itself, music that brings its beauty through great
expanses of time and space to the eyes and ears of the twenty-first-century reader and listener.

Walter B. Denny
Distinguished University Professor Emeritus
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Preface and Acknowledgements

This book explores the depiction of tanbiir long-necked lutes in Persian, Ottoman, and Indian paintings, including works
from the Mughal, Deccan, Rjasthini, and Rigamala traditions. Previous research has demonstrated the significance of
these paintings as important sources for studying tanbiirs and musical instruments in general. The captions throughout
the study also aim to identify other musical instruments depicted in these works. Like the tradition of the tanbir
long-necked lutes, the painting traditions within Islamic art are characterized by a great variety, shaped by complex
historical and cross-cultural interactions across Western, Central, and Southern Asia.!

Studies on Islamic art are extensive in areas such as poetry, architecture, painting, and decorative arts. However, many
historians of Islamic art tend to overlook the subject of music, particularly musical instruments. This oversight may
reflect a broader tendency among art historians to show limited interest in music and musical instruments. Although
topics related to music and musical instruments have been explored by scholars like Henry George Farmer (1882-1965),
Emanuel Winternitz (1898-1983), Laurence Picken (1909-2007), Jean During, Alvyn Miner, John Baily, Mark Slobin,
Eckhard Neubauer, Bonnie Wade, Ann Lucas, Walter Denny, Antonio Baldassarre, Jota Ramirez, Nurhan Atasoy, and
Ersu Pekin, they remain underrepresented in the overall discourse on Islamic art. Additionally, encyclopaedias such as
Musikgeschichte in Bildern, The Garland Encyclopedia of World Music, The New Grove Dictionary of Music and Musicians, and Die
Musik in Geschichte und Gegenwart include discussions on Islamic music and musical instruments. Despite this, the field
remains underexplored compared to other art forms.

Persian, Ottoman, and Indian paintings have become more widely recognized due to numerous exhibitions worldwide
and the publication of various studies and catalogues related to museum exhibitions and private collections. Almost all
Islamic paintings we know of are created on paper, which makes illustrated manuscripts, as well as single and double-
folio paintings, particularly fragile and in need of special care. The remarkable preservation of many royal books and
paintings can be attributed to the enduring efforts of generations of librarians. However, only a small fraction of the
illustrated books and single and double-folio paintings that once existed have survived, resulting in significant gaps
in our knowledge. Moreover, a shocking number of paintings were lost due to war, natural circumstances, and ‘pious’

hands.?

The deeper spiritual dimensions of the paintings produced in the imperial and royal courts are often overlooked.
Many of these works were not merely secular; they were embedded within sacred texts that conveyed explicit moral
or mystical themes. A recurring metaphor in Islamic art is the River of Life, symbolizing the Spiritual Source, alongside
the Tree of Life or Cosmic Tree, often depicted as a plane tree (chindr, ¢inar), whose varied coloured leaves represent
different spiritual states. The flowing water nourishes the tree, allowing it to bloom, serving as a metaphor for spiritual
growth. Unfortunately, much of the symbolism that illuminates these metaphorical and mystical meanings, as well as
the significance of colour, seems to have been lost over time.?

Once kept in the libraries of Persianized rulers and princes in cities such as Tabriz, Shirdz, Qazvin, Isfahin, Mashad,
Herét, and Kabul, as well as Istanbul, Bukhari, Lahoré, Agra, and Delhi, illustrated manuscripts, often cut up for profit,
such as the Shdh-ndma-yi Shahi or so-called Houghton Shdhndma, and single or double-folio paintings are now widely
dispersed in museum and private collections around the world. Paintings were also disposed of by nobles and even
museums in the countries where they were produced.* Many are, however, still preserved in Cairo, Istanbul, Tehran,
Kabul, Lahoré, and Mumbai.

As with painting, our understanding of the history of musical instruments is also marked by significant gaps, largely
due to the scarcity of iconographic sources and surviving instruments. In The Iconology of Music: Potentials and Pitfalls,
Emanuel Winternitz, one of the founding fathers of music iconography, already pointed out the risks and pitfalls of
using iconology in the study of musical instruments. The risks and limits of iconographic and iconological research, an
academic discipline dating back to the 19th century, are therefore often discussed. Were the artists’ models accurate?
Which elements of the illustrations are imaginary, and which are real? To what extent were artists obliged or even
limited by the contemporary style and/or demands of their patron? In addition, depicting musical instruments

! Zeeuw, ]. Tanblir Long-Necked Lutes along the Silk Road and beyond.

2 Arnold, Th. Painting in Islam. A Study of the Place of Pictorial Art in Muslim Culture: 42.

®  Barry, M. Figurative Art in Medieval Islam and the Riddle of Bihzad of HerAt (1465-1535): 49-50; See Grube E.J. Religious Painting in the Islamic
World, in E. Sims Peerles Images. Persian Painting and its Sources: 132-152; See furthermore Papadopoulo, A. Islam and Muslim Art: 121-122.

¢ Barry, M. Figurative Art in Medieval Islam and the Riddle of BihzAd of Herat (1465-1535): 27.
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requires certain skills. A particular musical instrument can therefore differ in many aspects from a realistic sketch or a
snapshot. As a rule, the more detailed an instrument is depicted, the more likely it is to be accurate.’

Given Winternitz’'s comments, iconography remains an important part of the study of musical practices and musical
instruments, such as their organological forms, manufacturing, playing techniques, and environment in which they
were played.® In the absence or scarcity of literary sources and surviving musical instruments, images, regardless of
their artistic value, are important primary sources that offer an insight into the rich universe of musical cultures and
their musical instruments.”

Visual sources should be treated with the same care and caution as written sources. Both do not necessarily follow
principles of historical truth or credibility: “Especially within the research of music iconography, scholars should keep
in mind that the visual source with musical subject is rarely a means of musical communication, which means that
criteria of music are usually not the main guiding principle in the process of artistic creation. The image may not be
the result of a true copy of existing instruments, but rather the symbolic and ideological story embodied in the image”.?

Each image of an instrument raises the question of the relationship between the exactness and artistic expression.
Although numerous painters have attempted to depict musical instruments with some degree of accuracy, their
intention was obviously not to reproduce every detail in order to determine their organological characteristics.
Moreover, though musical instruments are depicted in detail, sources with which to compare them are absent or scarce
and in most cases insufficient to provide accurate dating or distribution of a particular instrument. For later periods,
instrument matching is usually easier although the lack of a nomenclature remains problematical.’ The development
of a nomenclature, a systematic classification, identification of iconographical sources, and descriptive terminology of
the musical instruments of the Islamic world remains to be undertaken.?

Before the advent of photography, paintings, visual art, and literary sources were the primary means for documenting
music and musical instruments, though these methods often lacked precision. With the invention of photography in the
19th century, this changed increasingly. Photography offered a new and more accurate method for capturing images,
providing researchers with reliable visual documentation. Consequently, photographic images of musical instruments
began to play an essential role in research due to their accuracy and ability to offer insights that were not previously
possible. More recently, the development of 3D imaging technology has taken this further, allowing for highly detailed
and interactive representations of musical instruments. This allows researchers to examine instruments from multiple
angles and gain a deeper understanding of their construction and acoustics.

A point of discussion that should not go unmentioned here is the issue of Islamic hostility towards painting and music.
There is no specific mention of images in the Qu'rdn. The religious basis for the condemnation of painting must therefore
be sought in the Hadith, traditions and sayings attributed to Prophet Muhammad by his close companions and collected
‘post-mortem’ by members of the ‘ulamd (Islamic theologians), in which the painter, by painting a being that has life,
appropriates the creative function of the Creator and thus tries to assimilate himself to God. Although the depiction of
human and animal forms had no place in a religious context, such representations flourished in the Persian, Ottoman,
and Indian courts, where a rich visual culture developed through encouragement and patronage.!

The legal status of music in Islam, like painting, is a complex and debated topic, with diverse opinions among scholars,
cultures, and communities due to the character of their relationship with the religion of Islam. Music has therefore
suffered to this day from the ambiguities and tensions resulting from Islam’s generally hostile attitude towards music
and musicians.”? The Qu'rdn does not explicitly condemn music, so the Hadith became the main source. Certain types of
music are associated with frivolity and sensuality, especially when women were involved in music making and dancing,
which led to the banning of music and dancing. Only the chanting of the Qurdn and the call to prayer, and a few
hymns for special occasions and holy days have an undisputed status, while certain forms of devotional singing are

° Winternitz, E. The Iconology of Music: Potentials and Pitfalls: 80.

¢ Guillaume André Villoteau (1759-1839) seems to have been the first scholar to apply visual sources within a music ethnographical study focusing
on historic and contemporary musical practices in Greece and Egypt.

7 Musical iconography as a discipline, covering the illustration of musicians, instruments, music-making, and the use of musical imagery.

® Baldassarre, A. “Music Iconography: What is it all about? Some remarks and considerations with a selected bibliography”. Ictus: Periédico do
Programa de Pés-Graduagio em Musica da UFBA 9/2: 77, 93, 95.

°  See also Farmer, H.G. Islam. Musikgeschichte in Bildern. Musik des Mittelalters und der Renaissance. Band 111, Lieferung 2.

1 Hornbostel, E.M. von and C. Sachs. Systematik der Musikinstrumente. Ein Versuch; Eichman, R, P. Piffgen and N. Beyer: 986; see for discussion
Wachsmann and M.]. Kartomi. Instruments, classification of: 418-428.

1 Shiloah, A. Music in the World of Islam. A Socio-Cultural Study: 18; Abraham, G. The Concise Oxford History of Music: 191.

12 See for discussion Al-Far{iqi, L.I. Music, Musicians and Muslim Law. Asian Music 17: 3-37.
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tolerated differently within the various Islamic legal schools. Although severely condemned by the ‘ulamd, literature is
full of stories about musicians and singers, and rich musical traditions emerged at the Muslim courts. Muslim rulers,
who were in general indifferent to Islam and often accused of sheer worldliness and impious behaviour, continued to
patronize music, which was also deeply embedded in the folk and popular culture of the Islamic world, and musicians.*

In various Siff orders, music and dancing serve as essential means of drawing the soul closer to God, particularly within
the Mevlevi order in Turkey, inspired by Mevlana Celalii’ddin Rami (1207-1273). Outside these orders, music also plays
a significant role in heterodox and syncretic Islamic traditions, such as the Ahl-e Haqq in Iran and the Bektast and Alevi
in Turkey. In southeastern Iran and western Pakistan, especially in Bal(ichestan, Sifi music is a form of devotion, while
in Central Asia, it is expressed through various spiritual forms accompanied by classical instruments. In India and
Pakistan, particularly in the Panjab and the Indus Valley, spiritual songs sung at Stifi shrines attract many pilgrims, and
in Kashmir, the urban elite perform siifydna misigi, which accompanies spiritual songs in a secular context.

This deep connection between music and spirituality in Islamic culture is further enriched by the philosophical
understanding that music embodies mathematical principles reflecting the harmony of the cosmos, as highlighted
by influential thinkers like AbQi Nasr al-Farabi (c. 872-950), Ab{i'l-Faraj al-Isfahani (897-967), and Ab{i Alf al-Husayn
ibn Abd Alldh ibn Sini (Avicenna, 980-1037). They emphasized that the numerical relationships found in musical
intervals mirror the Divine order of creation, suggesting that the pursuit of musical knowledge is intertwined with
the exploration of mathematical laws, thus emphasizing the unity of artistic and scientific endeavours as pathways to
understanding the Divine."

In this study, the terms ‘Islamicate-Persian painting’ and ‘Turko-Persian painting’ serve as frameworks to describe
distinct yet interconnected artistic traditions. The term ‘Islamicate-Persian painting’ encompasses a broader cultural
and artistic landscape that reflects the diverse influences of Islamic civilization, including important periods such as
the fl-Khanid and Timf{rid eras. This tradition is characterized by intricate details, vibrant colours, and allegorical
themes that often draw on Persian literary sources. In contrast, ‘Turko-Persian painting’ specifically refers to the
artistic expressions that emerged from the synthesis of Persian and Turkic artistic traditions. This synthesis was
especially evident during the reign of Turkic dynasties, such as the Safavids and the Ottomans, where artists blended
Persian techniques with Turkic motifs and themes. The incorporation of Indian painting styles further enriched this
tradition, especially during the Mughal period, when Persian artistic influences significantly shaped the development
of Indian painting. Both the Islamicate-Persian and Turko-Persian traditions illustrate how complex cross-cultural
interactions over centuries can result in unique visual languages.'

The book is organized in Chapter 1 Painting in Islamic Art, Chapter 2 Tanbirs Pictured in Persian Paintings, Chapter 3
Tanbiirs Pictured in Ottoman Paintings, Chapter 4 Tanbiirs Pictured in Indian Paintings. The selected Persian, Ottoman, and
Indian paintings show that the closely or distantly related long-necked lutes of the tanbiir family are only a piece of a
much larger puzzle of shared musical instruments in the Islamic world. The book concludes with a Glossary of Musical
Instruments,'® Bibliography, Select Discography, and an Index.

This study has greatly benefited from the contributions of numerous scholars across various scientific disciplines,
to whom I am deeply grateful. 1 especially want to acknowledge the work of Henry George Farmer (1882-1965) and
Jean During. For the broader background of this study I have benefited from the work of numerous historians such
as Marshall Hodgson (1922-1968), Robert Canfield, Richard Eaton, and art historians such as Oleg Grabar (1929-2011),
Martin Dickson (1924-1991), Alexandre Papadopoulo (1917-1996), Linda York Leach (1942-2006), Norah Titley (1920-
2010), Stuart Cary Welch, Milo Cleveland Beach, Eleanor Sims, Sheila Blair, Robert Hillenbrand, Andrew Topsfield,
Michael Barry, Walter Denny, Banu Mabhir, Filiz Cagman, and the Orientalists Wheeler Thackston, who translated
numerous Persian sources, and Annemarie Schimmel (1922-2003), a scholar of Islamic studies and mysticism.

13 See for discussion Arnold, Th. Painting in Islam. A Study of the Place of Pictorial Art in Muslim Culture. The Attitude of Theologians of Islam
towards Painting: 1-40; See also Allen, T. Aniconism and Figural Representation in Islamic Art, in T. Allen Five Essays on Islamic Art: 17-37; Neubauer,
E. and V. Doubleday. Islamic Religious Music, in S. Sadie (ed.) New Grove Dictionary of Music and Musicians 12: 599-610.

1 Schimmel, A. The Role of Music in Islamic Mysticism, in A. Hammarlund, T. Olson and E. zdalga (eds) Sufism, Music and Society in Turkey and the
Middle East: 9-17; Pacholczyk, J.M. Stifyana Musiql. The Classical Music of Kashmir: 8-9; See for further reading During, J. Musique et Mystique dans
les Traditions de L'Iran; Neubauer, E. and V. Doubleday. Islamic religious music.

15 See for discussion Blair, S.S. and J.M. Bloom. The Mirage of Islamic Art: Reflections on the Study of an Unwieldy Field. The Art Bulletin, Vol. 85,
No. 1: 152-184; Kadoi, Y. A twenty-year retrospect on ‘The Mirage of Islamic Art’: polarising Islamic art, consolidating Persian art. Journal of Art
Historiography, 28: 1-9.

16 Sources used Danielson, V., S. Marcus and D. Reynolds (eds) The Garland Encyclopedia of World Music. The Middle East Volume 6: 1077-1095; Wade,
B.C. Imaging Sound. An Ethnomusicological Study of Music, Art and Culture in Mughal India: 241-244.
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The Islamic world encompasses a wide range of languages, scripts, and transliteration conventions. As a result, names,
technical terms, and titles may appear in several forms. This variation is particularly evident in the terminology of
musical instruments. Although many instruments have widely recognized or relatively standardized names, sources
also contain numerous hybrid, regional, and transitional forms. These differences reflect cultural, geographical, and
linguistic diversity and can make it difficult to determine whether variant names refer to distinct instruments, local
forms, or the same instrument described according to different naming traditions.

I am deeply indebted to Walter Denny, Professor Emeritus in the Department of the History of Art & Architecture at the
University of Massachusetts at Amherst, for reading and commenting on the sections of the manuscript that discuss
painting, as well as for providing editorial advice on the manuscript as a whole. I am also very grateful to Dr Saskia
Willaert, curator of non-Western instruments at the Musical Instrument Museum (MIM) in Brussels, for her insightful
comments on the sections of the manuscript that discuss the musical instruments depicted in Persian, Ottoman, and
Indian paintings.

Finally, I'd like to thank my wife, Hiilya, for her loving support and encouragement.

The shortcomings and lacunae of this book pose significant challenges for future research on the musical instruments
of the Islamic world, both past and present. These instruments are not only vividly depicted in paintings but also
appear in a variety of other media, including wall paintings, tiled palace walls, textiles, pottery, and luxury vessels
crafted from bronze and brass. This book seeks to inspire further research and documentation, ultimately contributing
to a more comprehensive and nuanced understanding of musical instruments within the Islamic world, encompassing
both historical and contemporary contexts.

Istanbul, July 2026
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