THE METROPOLITAN
MUSEUM OF ART

"T'he Islamic World




S OB
THE METROPOLI'TAN MUSLEUM OF ART NEW YORK - THE ME
I'TAN MUSEUM OF ART NEW YORK « TIHE METROPOLITAN MU

FART NEW YORK - THE METROPOLI'TAN MUSLEUM OF ART N

K-THE METROPOLI'TAN MUSLEUM ()l"‘\l{'l’ NEW YORK - THE !
OLI'TAN MUSLEUM O ART NEW YORK - TIHL .\ll‘,'l’l{()l’()l.l'll\.\Tl
.’.\l OF ART NEW YORK - TIHL .\ll’,'l'R()l’()l,I.'l'.\.\' MUSLEUM OF ;\1’\{"
ORK - THLE METROPOLITAN MUSEUM OF ART NEW YORK - TH
OPOLTEYN MUSEUM OF ART NEW YORK - TT L METROPOLIT!
UM OF ART NEW YORK - TITE METROPOLI'TAN OF ART NEW Y
HE METROPOLITAN MUSLEUM OF ART NEW YORK - TTIL .\lliTi
TAN MUSEUM OF ART NEW YORK - THE METROPOLTEAN MU
F ART NEW YORK - THE METROPOLITAN MUSEUM OF ART N
K- TIHLE METROPOLITAN MUSEUM OF ART NEW YORK - THE |
OLI'TAN MUSLEUM OF ART NEW YORK - TIE METROPOLI'TAN
M OF ART NEW YORK - THE METROPOLITAN MUSEUM OF AR
ORK - THE METROPOLITAN MUSLEUN OF ART NFA&V YORK-TH

COPOLTTAN MUSLEUM OF ART NEW YORK - THL A\ll‘)'l‘l{()l’()ldl'l‘f




E\()l’()l‘l'll\.\' I,\lL'SF,L';\I OF AR_’I: NEW YORK - THE METROPOL
SEUN OF ART NEAW YORK - THE METROPOLI'TAN MUSEUM O
MW YORK - 'l’lll‘? METROPOLI'TAN MUSEUM OF ART NEW YOR
[TROPOLITAN MUSEUM OF ART NEW YORK - THE METROP
JUSEUM OF ART NEW YORK - THE METROPOLITAN MUSEU
CNEW \;( JRK - THLE METROPOLITAN k\lL’Sl’,l,_’Sl OF ART NEWY
S METROPOLITAN MUSLEUM ()l"-‘\l{’l‘ .\‘l*'.\‘; YORK - TIE METR
N MUSEUM OF ART NEAW YORK - THLE METROPOLITAN MUSE
DRK - TIHLE METROPOLITAN '.\l[.'Sli['.\I OF ART NEW YORK - T
{()l’()l.l"ll\.\' MUSLEUM OF ART NEW YORK - THE METROPOLI
UM OF ART NEAW YORK - THE METROPOLITAN MUSEUM O
W YORK - THE METROPOLI'TAN MUSLEUNM OF ART NEW YOR
IETROPOLTEAN MUSEUM OF .\R'l; NEW YORK - TTHE METROP
MUSLEUM OF ART NEW YORK - TIHE METROPOLITAN MUSEU
FNEW YORK - THE METROPOLITAN MUSLEUNM OF ART NEW Y

EMETROPOLITAN MUSEUM OF ART NEW YORK - TTIE METR

N MUSEUM OF ART NEW YORK - THE METROPOLI'TAN MUSE



THE METROPOLITAN
MUSEUM OF ART

The Islamic World




M E TROPOLI'TAN

The Islamic World




MUSEUM OF ART

INTRODUCTION BY

Stuart Cary Welch

SPECIAL CONSULTANT IN CHARGE
DEPARTMENT OF ISLAMIC ART

THE METROPOLITAN MUSEUM OF ART, NEW YORK



PUBLISHED BY

THE METROPOLITAN MUSEUM OF ART
New York

PUBLISHER
Bradford D. Kelleher

EDITOR IN CHIEF
John P. O’Neill

EXECUTIVE EDITOR
Mark D. Greenberg

EDITORIAL STAFF
Sarah C. McPhee
Josephine Novak

Lucy A. O’Brien
Robert McD. Parker
Michael A. Wolohojian

DESIGNER
Mary Ann Joulwan

Commentaries written by the curatorial staff of the Department of
Islamic Art: Plates 27, 62, 63, 70, 71, 73, 76, 81, 82, 101-104, 106,
107, 109, 111, 113, 114, 117, 120, and 121, by Stuart Cary Welch,
special consultant in charge. Plates I, 19, 20, 30, 37, 41, 50, 56, 57,
59, 85, 93, 98, and 118, by Annemarie Schimmel, consultant. Plates
2,3, 22, 34, 35, 5153, 58, 60, 69, 72, 79, 87, 89-91, 99, 100, and
105, by Marie L. Swietochowski, associate curator. Plates 4-6, 8—14,
16-18, 21, 23-26, 31-33, 36, 40, 42, 46, 54, 61, 66, 83, and 86, by
Marilyn Jenkins, associate curator. Plates 7, 29, 45, 47, 55, 68, 74,
75, 77, 78, 80, 84, 88, 92, 97, 108, 112, 119, and 122, by Carolyn
Kane, assistant curator. Plates 15, 28, 38, and 39, written jointly by
Annemarie Schimmel and Carolyn Kane. Commentaries on Plates
43, 44, 48, 49, 64, 65, 67, 9496, 110, 115, and 116, written by D. G.
Alexander, senior research associate, Department of Arms and
Armor.

Photography commissioned from Schecter Lee, assisted by Lesley
Heathcote: Page 6 and Plates 3, 6-11, 15, 19, 20, 22, 27, 28, 34,
39, 4547, 50, 51, 53, 55, 57-62, 64-66, 69-75, 77, 78, 80, 84, 87,
90, 91, 92, 94, 95, 97, 98, 100, 106108, 112. All other photographs
including the details on page 97 were taken by The Photograph
Studio, The Metropolitan Museum of Art.

Maps and time chart designed by Irmgard Lochner.

TITLE PAGE
Tile Panel Iran (Isfahan); Ist quart. 17th c.

Composite body, underglaze-painted; 78 x 40 in.
(198.1 x 101.6 cm.) Rogers Fund, 1903, (03.9¢c)

Library of Congress Cataloging-in-Publication Data

- Metropolitan Museum of Art (New York, N.Y.)
The Islamic world.

L. Art, Islamic—Catalogs. 2. Art—New York (N.Y.)—
Catalogs. 3. Middle East—Antiquities—Catalogs.
4. Metropolitan Museum of Art (New York, N.Y.)—Catalogs.
1. Welch, Stuart Cary. I1. Title.
N6263.N4M46 1987 709'.17'67107401471 87-11063
ISBN 0-87099-461-1 ISBN 0-87099-456-5 (pbk.)

Printed and bound by Dai Nippon Printing Co., Ltd., Tokyo.
Composition by U.S. Lithograph, typographers, New York.

This series was conceived and originated jointly by The Metropoli-
tan Museum of Art and Fukutake Publishing Co., Ltd. DNP (Amer-
ica) assisted in coordinating this project.

Copyright © 1987 by The Metropolitan Museum of Art




DI RECT O R’S F OREWORD

Carpet (detail)
Ist half 16th c.

T his volume, devoted to the arts of the Islamic world, is the eleventh publication in a series of
twelve volumes that, collectively represent the scope of the Metropolitan Museum’s holdings
while selectively presenting the very finest objects from each of its curatorial departments.

This ambitious publication program was conceived as a way of presenting the collections of The
Metropolitan Museum of Art to the widest possible audience. More detailed than a museum guide,
broader in scope than the Museum’s scholarly publications, this series presents paintings, drawings,
prints, and photographs; sculpture, furniture, and the decorative arts; costumes, arms, and armor
—all integrated in such a way as to offer a unified and coherent view of the periods and cultures
represented by the Museum'’s collections. The objects that have been selected for inclusion in the series
constitute a small portion of the Metropolitan’s holdings, but they admirably represent the range and
excellence of the various curatorial departments. The texts relate each of the objects to the cultural
milieu and period from which it derives and incorporates the fruits of recent scholarship. The
accompanying photographs, in many instances specially commissioned for this series, offer a splendid
and detailed tour of the Museum.

We are particularly grateful to the late Mr. Tetsuhiko Fukutake, who, while president of Fukutake
Publishing Company, Ltd., Japan, encouraged and supported this project. His dedication to the
publication of this series has contributed greatly to its success.

The collections of the Metropolitan Museum are particularly rich in Islamic art, and the collections
have grown through gifts of many generous donors, and by bequests and judicious purchases made
possible by the Museum’s acquisitions funds.

Among the many donors of objects, we must mention especially Edwin Binney, 3rd, George C. Pratt,
Richard Ettinghausen, Charles K. Wilkinson, J. Pierpont Morgan, Mr. and Mrs. Horace Havemeyer,
Beatrice Kelekian, Alice Heeramaneck, Alexander Smith Cochran, Arthur A. Houghton, Jr., The
Hagop Kevorkian Fund, and John D. Rockefeller, Jr. Many objects were given by bequest of Cora
Timken Burnett, Edward C. Moore, George C. Stone, Isaac D. Fletcher, Benjamin Altman, James F.
Ballard, Joseph V. McMullan, and William Milne Grinnel. Purchases were made possible by funds
available from the Fletcher Fund, the Rogers Fund, the Joseph Pulitzer Bequest, the Harris Brisbane
Dick Fund as well as by gift of Richard Perkins, the Vincent Astor Foundation, the Louis E. and
Theresa S. Seley Purchase Fund for Islamic Art, and Mr. and Mrs. Nathaniel Spear, Jr.

In preparing this volume, the editors drew on the expertise of the curatorial statf of the Museum’s
Department of Islamic Art. We are especially grateful to Stuart Cary Welch, special consultant in
charge, for having prepared the introduction to this volume as well as many of the commentaries, and
to Marie Lukens Swietochowski and Marilyn Jenkins, associate curators, Carolyn Kane, assistant
curator, and Annemarie Schimmel, consultant, all of whom wrote commentaries on objects and
paintings within their special fields of interest. In addition, the entire staff helped immeasurably by
selecting the objects to be reproduced, organizing the book, and reviewing its design.

Philippe de Montebello
Daurector

Northwest or central Iran; Safavid period,

Silk warp and weft, wool pile, ca. 550 Senneh knots per sq. in.;

16 ft. 4in.x 11

ft.2in. (4.97x 3.4 m.)

Frederick C. Hewitt Fund, 1910 (10.61.3) Page 104: text



Basin Iran; early 14th c.; Brass, inlaid with silver and gold; H. 5% in. (13 cm.) D. 20% in. (51.1 cm.)
Edward C. Moore Collection, Bequest of Edward C. Moore, 1891 (91.1.521)




I NT R ODUCTT O N

THE ISLAMIC WORLD

Verily God is beautiful and loves beauty.

—Saying of the Prophet Muhammad

T he pictures and objects shown in this book range in
style from the purely abstract to the naturalistic, and
their materials from humble clay to jeweled gold. Some are
stunningly “primitive,” others almost unapproachably re-
fined and subtle. Among them are delightfully vital yet seri-
ous characterizations of extraordinary people and of bound-
ing and roaring animals. However luxuriously ornamental
and worldly, many of these pictures and objects take spiri-
tual flight. Their provenances—from Spain to India and
far beyond—are as disparate as their styles and moods; yet
they come together harmoniously, unified by a touch of di-
vine fire—Islam.

Islam (“submission to God”) began in Arabia, a starkly
beautiful land of scrub and desert, of endless horizons and
starry skies, a land where survival was hard and required
discipline and order but that inspired poetry and thought.
With little water, few trees grow. Food was scarce and luxu-
ries rare. But camels trudged far between water holes; and
there were hardy men to guide them along desert trade
routes and protect them from sandstorms. Mecca—a cen-
ter of pilgrimage and fairs that also prospered as a cross-
road of trade—grew up around the holy Ka‘ba with its
sacred stone and Well of Zamzam, where worshipers per-
formed the rite of tawaf (circumambulation). Nearby in this
mercantile republic (ruled by a council of merchants and
notables) was the quarter of the aristocracy, beyond whom
lived lesser folk—the craftsmen, humbler merchants, tav-
ern keepers, visiting Bedouin tribesmen, singing girls, and
shamanlike soothsayers. Prior to Islam, there existed, beyond
the numerous idols, the notion of an all-powerful but very
distant deity, called Allah. Stone idols of his “daughters”
were revered at the Ka‘ba by country folk, who also paid
homage to tree or rock spirits. From this background came
Islam, the world’s last monotheistic religion, whose people
and culture now circle the world.

The seeds of Islamic art are found in the life and teach-
ings of Muhammad the Prophet, a historical personage very
much of his time and place. Little is known of the early

years of this extraordinary mystic and visionary who was
born in about A.p. 570 to a respected but poor family of
Hashimites, members of the Quraysh clan. Since his father
died before his birth and his mother, Amina, died when
he was about six, he was raised by an uncle, Abu Talib, a
tather figure who, however, never adopted Islam. Like most
Meccans, this orphan boy grew up speaking the pure and
direct language current at Mecca and believing in the city’s
sanctity as a spiritual center. He tended toward the mono-
theistic beliefs of many urban Arabs. As a young boy, he
helped his uncle in trade (bringing honor to the occupation
in Islam) and he was admired for his honesty and intelli-
gence. At twenty-five he married Khadija, the widow of his
employer; she was an older woman who bore him four
daughters and one or two sons who died in infancy.

During “the night of power” in the hillside cave of Hira
near Mecca, Muhammad, at the age of forty, experienced a
profound revelation. Although the awesome vision was fol-
lowed by a period of suffering (“the dark night of the soul”),
it was totally confirming and expanding. Muhammad real-
ized that the one and unique God had revealed Himself to
him as both the creator of the world and as its judge. As His
messenger, Muhammad knew Allah in a multitude of aspects
—as the Omnipotent, the Generous, the Provider, the Par-
doner, the Admonisher and the Merciful, the Fearful, the
Wrathful Punisher, and the Subtle—in all of which aspects
he was “closer than one’s own neck vein.” (Koran, Sura
50, verse 16.) At first, this profoundly humble but success-
ful man of affairs was extremely reluctant to follow Allah’s
mission; he accepted it only when the initial illumination
was followed by powerful messages from God through spir-
itual voices and the angel Gabriel. Even then, he saw him-
self not as the founder of a new religion but as a “warner”
bent upon reforming an old one by convincing mankind
that it faced the terrors of Judgment Day unless it obeyed
His commands.

The word of Allah was brought piecemeal from the same
primordial treasure of God’s wisdom and orders as had been



divulged to such earlier prophets, or “people of the Book,”
as Abraham, Moses, and Jesus. For the sake of clarity and
“so that he could communicate it to men,” the words came
in forceful Meccan Arabic, translated from God’s own vol-
ume of Heavenly Scripture. In the press of inspiration, lit-
tle was written down; but after the Prophet’s death in 632
his secretary Zayd b. Thabit was commissioned by Caliph (suc-
cessor of the Prophet) ‘Uthman ibn ‘Affan (r. 644—656) to
compile the definitive redaction of the Koran. He assem-
bled all the suras (chapters) he could find from sources that
included inscribed stones, shoulder blades of sheep, or palm
leaves. The gist of Allah’s message in the 114 suras of the
Koran is profound and elemental. To be spared the horrors
of the Last Judgment, one should assist one’s fellow men,
avoid love of wealth and cheating, live chastely, preserve the
lives of newly born daughters (contrary to current practice),
and follow a few simple religious duties: believe in God,
appeal to Him for forgiveness of sins, and offer Him prayers.

Although he was wholly convinced by this call from
God—as was his devoted wife, the first believer, who died in
619—most Meccans at first rejected his message. But Mu-
hammad was more than an inspired and charismatic man
of God. He was also a realistic, flexible, and practical leader,
a soldier, statesman, and diplomat. When Meccans not only
denied his apostleship but tried to prevent him and his fol-
lowers from praying, Muhammad, on the one hand, expe-
rienced the visionary nocturnal journey—*“to the remotest
place of prayer,” probably to heaven accompanied by angels
—while, on the other, he arranged to move to Yathrib, an
oasis city north of Mecca (soon known as Madinat an-nabi,
the City of the Prophet, or Medina) where he and his fol-
lowers were protected and respected as citizens. The Hijra
(Separation) of 622 not only marks the birth of Islam as
an independent religion with a national character but also
establishes the starting point of Muslim chronology.

Belief in Allah was soon accompanied by belief in the
Prophet, one of whose goals was to settle his account with
the Meccans. A new command—*“war on the path of Allah”
—came from above. Military successes wore down resis-
tance. Prominent Meccans became Muslims (“those who
practice Islam”), and the city soon welcomed Islam. Mu-
hammad and his ever-increasing followers pressed harder.
Before the Prophet’s death in 632, most of the tribes of
Arabia had been subdued. Islam was established not only as
a world religion but as a rapidly expanding community with
its own system of government, laws, and institutions.

Islam burst forth. Six years after Muhammad’s death,
Syria and Iraq were tributary to Medina; and ten years
later, Egypt was part of the Muslim empire. By 732, the
Muslim world included all of Arabia as well as Persia, Meso-
potamia, Sind, Egypt, and the rest of North Africa and
Spain. Islam could now draw upon cultures as disparate
as those of Samarkand, North Africa, and Spain, ancient
Greece, Persia, and India—all of which were transformed
under the new faith, and which, in turn, contributed to
its character.

Those who accepted Islam received several unifying fun-
damentals that permeated their lives and culture. Paramount
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are the word of God, the Koran—much of which was com-
posed in compellingly forceful rhymed prose—and its lan-
guage, Arabic, still the theological idiom of the Muslims.
Also important is their adherence to the Five Pillars of Islam,
the first being the profession of faith: La iaha illa Allah,
Muhammadun rasul Allah (“There is no deity save God, [and]
Muhammad is the messenger of God”). They vowed to ob-
serve five daily ritual prayers preceded by ablutions (at day-
break, noon, mid-afternoon, after sunset, and early in the
night) to be carried out with strictly regulated prostrations
either in the mosque or wherever the worshiper might be,
since the Prophet explains that the entire world is the same
to God, in effect a mosque. On Fridays, Muslims are ex-
pected to offer the noon prayer in the main congregational
mosque (jami‘), and if possible to devote the day to Allah.
They must also pay the tithe (zakat), as distinguished from
voluntary alms to the poor (sadaga) and those customary on
ending a fast. Moreover, Muslims must fast from the first
sign of dawn to the completion of sunset for twenty-nine or
thirty days during the month of Ramadan, abstaining from all
eating, drinking, and sexual excitement; and at least once in
their lives, if possible, they should make the pilgrimage (haj))
to Mecca. A visit to the Prophet’s tomb at Medina is often
connected with the hajj, although it is not a prescribed duty.

Although Muslims from Morocco to China are reminded
of their shared religion at least five times daily, another fac-
tor in Islam also profoundly unifies the community of faith-
ful: the mosque (masjid—*“place of prostration”), a center
for believers, hence basic to government, law, and the arts as
well as to worship. When Muhammad and his followers es-
tablished the first mosque in Medina, it was there that he
addressed the community on secular regulationsas well as
spiritual subjects.

The importance of the mosque in extending vital patron-
age and guidance to Muslim architects, calligraphers,
and artist-craftsmen cannot be overestimated. Although
mosques—Tlike all other artistic forms—vary in style accord-
ing to time and place, all include certain essentials, such as
the mihrab, the niche showing the direction of Mecca faced
by all Muslims during the five daily prayers; the minbar, on
which the preacher stands for a brief sermon each Friday
noon; and a stand for the Koran (see Plate 50), usually carved
from wood and one of the few pieces of furniture.

Mosques also contain smaller, movable objects of the sort
we isolate as “works of art,” objects that often influenced
(and were influenced by) the techniques, patterns, and styles
of comparable articles for secular use. Among these are the
hanging lamps of glass often decorated with colorful enam-
els and donated by rulers or wealthy patrons. Equally ap-
pealing to the eye, and therefore desirable for palaces and
homes, are the rugs stretched over the floor, since prayers
must be performed in a clean place.

Most mosques also include lofty minarets from which the
muezzin summons the faithful to ritual prayer. They re-
mind us of Bilal, an Ethiopian slave in Mecca who had been
tortured by his master for adopting Islam and who later
became Muhammad’s muezzin. In popular tradition, Bilal
symbolizes black people who embrace Islam and are taken
into the community without hesitation, since Islam knows



no differentiation of races. But Bilal also brings to mind
the Prophet’s request that he “refresh us with the call to
prayer,” which seems to imply Muhammad’s appreciation
of the beauty inherent in the muezzin’s vocalization of the
divine word.

S uch beauty is also markedly evident in calligraphy and
arabesque, the preeminently original expressions of Is-
lamic art, both of which are associated with the mosque.
Their qualities attest to the accuracy of the Hadith (tradition)
that reads, “Verily God is beautiful and loves beauty.” Writ-
ing the letters of the Koran beautifully is meritorious, and
thus the simple, unvocalized Arabic characters were soon
refined and embellished. Early Korans, written in the angular,
so-called Kufic style, possess an almost iconic expressive power
supremely suited to the word of God (see Plate 1). Stun-
ningly impressive, these forms were perfected at the hands
of professional scribes—always admired and encouraged in
Islamic countries—and of many amateurs: caliphs, sultans,
and emperors as well as lesser beings have reverently copied
out Korans, documents, and poetry in hands of great quality.

Although canons of proportion for letters and spacing
are dutifully followed, innovation and variation are admired.
Over the centuries throughout the Islamic world, many
scripts—Maghribi, Thuluth, Nasta‘liq, etc., as well as many
forms of Kufi—have been developed, most of which are
found not only on mosque walls and on such mosque fur-
nishings as glass lamps (often inscribed with the Light Verse
from the Koran, Sura 24, verse 35) and rugs, but also on
domestic objects, such as ceramics, salvers, basins, and on
arms and armor. Could an object be more noble than the
deep, creamy white bowl (Plate 11), whose thin walls are in-
scribed in Kufic letters long as writing reeds?

Also associated with the embellishment of mosques and
secular places is the arabesque, the second and equally char-
acteristic contribution of Islamic art. Many marvelous ex-
amples of many periods and styles enliven these pages with
their fascinating, never-ending progressions of stems, leaves,
and blossoms that sometimes substitute angelic faces, or an-
imal or dragon masks for flowers. Although based upon the
floral swags and scrolling tendrils of late classical and Byz-
antine ornament, under fresh patronage these once-decora-
tive vines took on the surging fervor of a pioneering culture.
In their energy they invite comparison to so-called animal-
style art, which, like Islamic art, crossed borders with light-
ning speed.

Closely linked to the organic, meandering forms of vege-
tal arabesques are the geometric patterns upon which
Islamic designers and artist-craftsmen composed infinite
variations. Thought provoking as the sight of night skies or
rippling sand, these rigorously logical, masculine patterns
often provide the skeletons to be fleshed over by the lyri-
cally feminine vegetal and floral arabesques. Compelling in
perfection of proportion, intricacy of rhythms, and in the
flickering changes seen in their interlocking shapes, these
crystalline configurations have affinities to scientific and
mathematical speculation, considered to be Islam’s greatest
contribution to human knowledge. Men capable of navigat-
ing deserts by the stars—or of locating the precise direction

of Mecca for prayer—also learned how to determine square
roots of numbers and devised decimal fractions, geometry,
and trigonometry. Indeed, the term “algebra” is derived
from the Arabic term al-jabr wa’l-mugabala, which means
“breaking and reconstitution,” and the scholar al-Khwarizmi
has lent his name to the term “algorithm.”

When Muhammad reconquered Mecca in 630, the idols
inside the Ka‘ba were destroyed as gravely sinful. For many
Muslims, this act of iconoclasm is seen as an implicit warn-
ing against the representation of living beings, although an
outright prohibition of figural art is found only in the Ha-
dith, sayings attributed to the Prophet. Islam’s position is
attuned to the starkly monotheistic doctrine according to
which, since there is no creator but God, the creation of
likenesses of living beings is an illicit arrogation. But the
many pictures of people in Islamic art—in which there are
virtually no figural sculptures in the round—support the
argument that this prohibition applies primarily to sculp-
ture, such as the pre-Islamic idols in the Ka‘ba, and not to
painting or to bas reliefs.

mong the early Muslims were some who wanted to see
the succession of the Prophet descend through his
daughter Fatima and cousin, ‘Ali, and their sons, Hasan and
Husayn. Hasan had been forced to yield the caliphate tothe
Umayyads, who then killed Husayn in the Battle of Kerbela
in 680. The Shia faction, who supported the succession
through ‘Ali, developed a piety around the passion of Hu-
sayn along with the expectation that the last of his descend-
ants, the twelfth imam, would reappear at the end of time
“to fill the world with justice as it is filled now with injus-
tice.” Various Shia groups grew in North Africa and Egypt
(the Fatimids, for example), in Iran, Iraq, and later in India.
With the beginning of the Safavid dynasty in 1501, Shia Islam
became the official religion in Iran. Although the Shiites
follow the sunna, or custom, of the imams, they, like the
Sunnites, also follow the sunna of the Prophet. Therefore,
the development of miniature painting predominantly in
Iran cannot be ascribed to a Shiite rejection of the Prophetic
sunna prohibiting the representation of living beings.
Just as there are informative and lively biographical writ-
ings in Islamic literature, so are there vital characterizations
of people in Islamic art, as is sparklingly evident from many
of the illustrations here, not only on paper but incised or
painted on pottery, carved into ivory, and in other medi-
ums. Like Muslim storytellers, Muslim artists evoke vivid
personalities through a few bold, deft strokes. Even the
simplified silhouettes of men and animals woven into car-
pets or of silver inlaid into bronze vessels (in Islam, solid
gold or silver vessels were usually discouraged if not forbid-
den as vainglorious) express moods ranging from the he-
roic to the sublime and the comical. Occasionally, too, varying
moods meet in exciting profusion, as in a fifteenth-century
tinted drawing on silk of glowering fire-born jinns (evil spir-
its) who are at once terrible, funny, poignant, ugly, threat-
ening, and wholly charming (see Plate 63).
When Islam spread from Arabia to places as distant as
Spain, western China, and India, a great many artists and
craftsmen came to accept Islam. Patronage usually contin-
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ued uninterrupted, even if traditional styles required adap-
tation or change. In Iran, for instance, the brilliantly vital
tradition of figural art still blossomed, with minor modifica-
tions, after the Muslim conquest in the years between 642
and 651. This is apparent in the generously illustrated Iran-
ian epic, The Book of Kings, which was codified by the poet
Firdausi in about 1010 for Sultan Mahmud of Ghazna. Al-
though the traditional exploits of Rustam the paladin—some
of whose attributes can be traced to ancient Near Eastern
mythology—lose nothing in their Muslim retelling, and even
the pre-Islamic religion of Zoroastrianism is treated with
respect, there is never any doubt as to the religious beliefs
of either the poet or patron. The illustrations, however—
whether painted in the fourteenth century or later (see Plates
52, 53, 73, 100)—are hearty survivals of a masterful, ex-
ceedingly long-lived artistic tradition. Whatever the date of
these small pictures with their jewellike color, minute work-
manship and spritely action, many of their qualities hark
back to ancient Iranian prototypes, demonstrating that art-
ists and craftsmen were so esteemed by the conquerors,
whom they usually outlived, that not only were their lives
spared but they were able to pass on techniques and motifs
down the centuries.

Thus, the zany yet serious animals painted by the extra-
ordinary Safavid artist Sultan-Muhammad in ca. 1520 (see
Plate 73), are descended from more stately ones known from
reliefs of the Achaemenid period. Although the arts of Islam
are zoomorphically rich, it could be argued that in depict-
ing goats, cows, deer, and bears the great animalier was as
true to his Near Eastern upbringing as to his religious tradi-
tion. Like most Muslim artists, he filled his work—whatever
the primary subject—with vignettes of everyday life. One
of those rare artists in world history who can be described
as a visionary and mystic, Sultan-Muhammad was also a ubig-
uitous reporter, whose pictures transport us back to sixteenth-
century Iran through captivating anecdotes of life in court,
camp, and village.

Insights into Muslim life await us in unexpected places,
often in objects Europeans and Americans forbiddingly
lump together as the “minor” or “decorative” arts (as com-
pared to the “major” arts of painting and sculpture). Bon-
bon dishes, vinaigrettes, and snuffboxes—hardly the domain
of “serious” artists—are, therefore, left to connoisseurly spe-
cialists. A quite different attitude prevails in traditional Islam,
where gardens are seen as tastes of paradise, offering re-
spite from the heat and dust, and where small, portable
objects are valued by people often on the move to hunt,
fight, or trade. Since there is no need for oil paintings on
walls or of sculptures on pedestals, the compacted beauty of
ewers, manuscripts, and foldable carpets makes them “major,”
and it is to them that those who wish to understand Islamic
art must refer. Once this is understood, the rewards are
infinite.

Another difference must also be accepted. Unlike West-
ern art, in which artists and viewers usually concentrate upon
the subject at hand—a crucifixion, portrait, still life, land-
scape, or even abstraction—Islamic art more often places
(one is tempted to write hides) its subjects within a network
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of appealingly dense ornament, although in objects such as
the bowl in Plate 11 there are austerely spare exceptions.
This network contains many focal points: arabesques and
inscriptions as well as trees, animals, flowers, or figures. Like
a bird-watcher eyeing a thicket, one must view the rhythmi-
cally patterned field or three-dimepsional shape as a whole,
and only then enjoy its parts. A superb Spanish ivory plaque
(Plate 17), belying its small scale, abounds in stately birds,
lively animals, and dancing figures. All are set within a pow-
erful system of arabesques, a wondrous microcosm suited
to any level of comprehension. If the niceties of its volutes
beguile some as delicious ornament, it inspires others to
speculate upon life’s cosmic fandango.

Sultan-Muhammad also brings to mind the mystical—or
Sufi—element within Islam. Sufism developed out of early
ascetic movements, when devout Muslims wanted to coun-
terbalance the growing worldliness of their prospering soci-
ety. Its heart was meditation on the Koran and an intense
life of prayer, as well as other forms of devotions and aus-
terities. The experience of unconditional love of God trans-
formed this movement, which slowly integrated foreign
elements from neighboring religious systems and which de-
veloped a refined language of allusions and symbols that
reached its highest form in the poetry of the Islamic peo-
ples, especially those under Persian influence: Everything
was seen as a witness to the divine unity and beauty, and
calligraphy, music—religious music and whirling dance—
and painting are permeated with this attitude. During Sul-
tan-Muhammad’s lifetime, Sufi thought and orders were
particularly admired in Iran and India. Visionary artists such
as he were encouraged to inspirit their pictures with idio-
syncratic fancies, and they concealed comical, mysterious,
and awesomely profound grotesques in tree trunks and
rocks.

Some of these amiable horrors, and elements of their set-
tings, are recognizably foreign. Just as Islam welcomes pros-
elytes, so does it welcome ideas and motifs from exotic
cultures. After the Mongols espoused Islam, for instance,
the arts of China—including dragons and other mythical
beasts and cloud bands—were imported and emulated in
Iran and in other parts of the Islamic world. Once accepted,
foreign motifs lingered enrichingly, as can be seen not only
in the orientalizing flowers and costumes of late fifteenth-
century Turkman miniature from Tabriz (Plate 62) but also
in the whiplash clouds, trees, flowers, and other configura-
tions excitingly recycled by Sultan-Muhammad.

As late as the second half of the seventeenth century,
Muslim ceramists and artists breathed new life into Chinese
motifs that had come west centuries earlier. Although they
never succeeded in emulating the hard purity of fabric
that had been achieved in Ming China through the use of
uniquely fine clays and remarkable techniques, their spir-
ited interpretations of Chinese floral and ornamental mo-
tifs are captivatingly original and, if less harmonious, usually
more vital than their prototypes. Occasionally, as in a cele-
brated Ottoman dish (Plate 91), Chinese palmettes were so
imaginatively caught up in a scurrying arabesque as to be
scarcely identifiable.

Islam’s cluster of styles, like most artistic traditions, wel-



comed only those ideas and motifs suited to the current
ethos and taste. In Hindustan, the naturalism of European
engravings coincided with Mughal delight in the world of
appearances. Emperors Akbar (r. 1556—1605) and Jahangir
(r. 1605-1627), collected engravings by such artists as Al-
brecht Diirer, George Pencz, or Marten de Vos and showed
them to their artists as sources of ideas and motifs. Muslim
artists, however, did not accept every aspect of exotic modes.
An early seventeenth-century Mughal artist might emulate
Direr’s folds of drapery or trace a Flemish Mannerist’s
study of a hare and yet reject European perspective, sens-
ing that it violated his essentially two-dimensional picture
plane. But art, like life, is always in flux, and by 1635, a few
Mughal painters not only understood and employed per-
spective but added trompe-l'oeil portrayals of still life, com-
plete with reflections and cast shadows, to their borrowed
accomplishments.

A wonder of Islamic art is its infinity of themes and vari-
ations. Flowers, for instance, burgeon during all peri-
ods, in every school, and in all mediums. Like the edges of
breaking waves, their forms never exactly repeat. Moreover,
each little stylized blossom symptomizes not only the cur-
rent state of its culture but the evolving nature of its artist-
craftsman. Boldly stylized Ottoman flowers woven into a
sumptuous brocade (Plate 88) reveal their descent from
Chinese prototypes, usually via Turkman Tabriz, while also
proclaiming Turkey’s dynamic earthiness and exemplifying
the innate aesthetic rightness of their designer and weaver.

Patronage in Islamic countries was as varied as in the West.
Although Islam possesses no clergy in our sense of the
word, the officials in charge of mosques and madrasas (theo-
logical colleges) commissioned buildings as well as manu-
scripts and objects. Most of the works of art here, however,
were made for rulers—members of Islam’s many reigning
dynasties, some of which still continue to rule—and for
other secular figures. Benefactors such as Emperor Akbar
—comparable to Frangois I or the Medici—gathered tal-
ented men not only within India but from abroad, and
guided them with such perspicacious delight that many of
their works should be seen as collaborative. Princes, cour-
tiers, well-to-do merchants, and other townspeople also com-
missioned or paid for works of art, as did humbler folk of
the villages and countryside.

Much of the direct appeal of Islamic art, even when cre-
ated for courtly circles, can be ascribed to its roots in tent
compounds and urban bazaars, from which ambiance Islam
emerged in Mecca. Sometimes as sensitively effective as
princely patrons were the creative and discriminating deal-

ers who commissioned and sold everything from manu-

scripts to textiles and metalwork and who influenced their
artists and craftsmen by selecting patterns and modes. Of
the bazaars, too, were the guilds of artists and craftsmen
who provided stability, a degree of patronage, and outlets
for work. As links in the mercantile information network,
they circulated invaluable news about employment, trade,
techniques, and many other matters of interest. Thus, when
patronage failed due to the death or fickleness of a prince
at Bukhara, his artists were more likely to learn of opportu-

nities for employment in Bijapur or Agra through the “car-
avan express” than by royal summons.

The family was at least as important to craftsmen and
artists as the courts, merchants, and guilds. Ordinarily, ar-
tistic skills were learned in early childhood through appren-
ticeship to a father or uncle. Each household treasured its
trade secrets, whether in the form of accumulated sketches
of designs or in ways of maintaining heat levels while an-
nealing silver. Artistic judgment was constantly sharpened
by frequent discussions of art at home as well as at court or
in the bazaar, and in families of artists dowries included
sketchbooks, tools, and examples of the creative prowess of
other family members or forebears.

Artists came from many social strata in Islam, where there
were no regulations to block movement up or down the so-
cial scale. Although most professional artists and craftsmen
came from families long established in such work, aristocrats
and even princes practiced art and crafts. In Ottoman Tur-
key, most of the sultans took pride in their accomplishments
as calligraphers, bookbinders, or as makers of archers’ rings.
Shah Tahmasp I (r. 1524—1576), the great Safavid patron,
was a talented painter and draftsman; and as a prince, the
Mughal emperor Akbar was instructed in painting by ‘Abd as-
Samad, one of Shah Tahmasp’s artists who had been in-
vited to India by Emperor Humayun (r. 1530—1556). Some
artists, such as Aga-Mirak, Shah Tahmasp’s great painter
and boon companion, cut wide swathes at court. Master art-
ists like Bihzad during the later Timurid period ranked high
for their intellectual stature and creativity as well as for their
extraordinary skill. Important patrons throughout the Is-
lamic world vied for the services of such geniuses, examples
of whose work were welcome gifts from one court to another.

Despile the disciplines of working within a traditional
artistic mode in which designs and motifs usually con-
formed to prescribed patterns, individuals—whether famous
masters or anonymous craftsmen—possessed a considerable
degree of freedom. Painters studied and drew from nature
as well as from art and were usually encouraged to impro-
vise as extravagantly and playtully as they pleased, as can be
seen in the joyous swirl of calligraphy and surrounding ara-
besques (see Plate 37) and in the enameled arabesques of a
glass mosque lamp (see Plate 36). These and many more
works of art here are imbued with the elusive quality often
known as “inspiration,” one unrelated to value in the mar-
ketplace, to prestige, or to “importance.” A few swiftly but
knowingly sketched lines by the great Safavid draftsman
Reza-ye ‘Abbasi (see Plates 81, 82) soar above most highly
finished miniatures. Like many other artists and craftsmen
represented here, he experienced the ecstasies that are the
highest reward of a creator and lover of art. Indeed, every
work of art, as well as the artist himself, bears witness to the
extra-Koranic divine word: “I was a hidden treasure and I
loved to be known, therefore, I created the world,” and thus
everything created, by its very existence, is a witness to God’s
creativity and fulfills the Koranic saying, “Everything that is
in the heavens and on earth praises God.”

Stuart Cary Welch
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PAGE FROM A KORAN

This Koranic fragment (containing Sura 2, verse 200 and
the beginning of verse 201) belongs to the finest early manu-
script of the holy book of Islam.

As with most of the Koranic manuscripts from the eighth
to the tenth century, this one is written on vellum, and the
pages are in broad format. The letters, in Kufic script, are
written with brownish ink; the diacritical marks and vowel
signs, which were added somewhat later, are in colored ink.




Typical of the best Kufic style, the letters are very extended,
and words are separated according not to grammar but to
space. Although we assume, because of the regularity of the
letters and the fine quality of execution, that the manuscript
may belong to the ninth century, it is difficult indeed to as-
certain where it was written, as apparently several centers
of Kufic calligraphy existed in the major cities of the central
Islamic areas.

I Page from a Koran

Egypt or Iraq; 9th c.

Ink, colors, gold on vellum;
6Yix4in. (17.1 x 10.2 cm.)

Gift of Philip Hofer, 1937 (37.142)




2 Ewer
Iran; 7thc.

Bronze, chased and originally inlaid;
H. 19%s6in. (48.5 cm.)
Fletcher Fund, 1947 (47.100.90)




BroNZE EWER

The Parthian and Sasanian dynasties in Greater Iran lasted
from 249 B.c. to A.D. 651, at which time the Sasanians were
overthrown by the Arab invaders carrying the banner of
Islam. Bringing with them the Arabic language and calli-
graphic script, the conquerors absorbed much from the ar-
tistic traditions of their new subjects and neighbors.

This noble bronze ewer, with its grand size, elegant pro-
portions, and controlled exuberance of design, bears clear
witness to its cultural antecedents. From the Parthians comes
the evidence of Greek influence, as seen, for example, in
the pattern of overlapping petals on the foot. The head of a
duck on the rim is reminiscent of a motif popular in Sasa-
nian art. Ewers of this shape are found in both Parthian
and Sasanian metalwork, and the abstract plant design that
covers the body is also of Sasanian derivation.

Ultimately, however, the ewer is neither Parthian nor Sa-
sanian; it is Islamic. The proliferation of surface decoration
is a universal characteristic of Islamic art. In Sasanian art
this plant motif is used with great restraint, but here it has
become a complex abstract pattern, particularly effective in
the diminishing scale as it rises toward the neck of the ves-
sel. The feline form of the handle has also become abstracted
and elongated, artistically distanced from its more natural-
istic Parthian prototypes. Finally, the duck’s head on the lip,
so easily overlooked, exhibits a tendency to artistic playful-
ness found elsewhere in Islamic art.

BroNZE THRONE LEG

The mighty Sasanian empire was organized as a centralized
state, with the monarch serving as the symbol of supreme
authority. Zoroastrianism, as the official state religion, had
a considerable impact on all aspects of society. The lion and
eagle, with their long history of solar symbolism, were found
in representational art, in such capacities as throne supports,
lending a semidivine aura to the royal presence. The throne
leg shown here is in the form of the forepart of a griffin, a
mythological beast that combined both lion and eagle. Placed
here, it served to reinforce the ruler’s association with the
power of the sun, the divine light of Ahuramazda, and sug-
gested the throne’s function as a vehicle of apotheosis.

In order to appear to their subjects as convincing succes-
sors to their royal predecessors, Muslim rulers not infre-
quently arrogated to themselves the familiar symbols of
power, and even when this was not deliberate, it often came
about simply because they had no tradition of royal insig-
nia. However, even here the beginning of a Muslim point of
view makes its tentative appearance where a curling hair
turns into a leaf form, exhibiting the playful use of natural
forms and an instinct for surface patterning that was later
to become a hallmark of Islamic art.

3 Throne Leg

Iran; late 7th—early 8th c.

Bronze, cast, chased; H. 2276 in. (57 cm.)
Purchase, Joseph Pulitzer Bequest, 1971
(1971.143)




BowL

The technique of wheel cutting was brought to a consum-
mate level in the relief-cut glass of the Early Islamic period.
Perhaps the only other artisans to apply this exacting tech-
nique to glass with such perfect skill were the fashioners of
the late antique so-called diatreta cups. Indeed, the Early
Islamic creators of relief-cut glass, together with the origi-
nators of luster painting on glass, can be credited with two
of the most important Islamic contributions to the technol-
ogy of this medium.

Before the decorating process of wheel cutting could
begin, the artisan would form either solid glass blocks or
blanks with especially thick walls to withstand the great pres-
sure of the wheel. The surface was then selectively cut away,
leaving the design in relief, with the highest point of the
decoration on each piece representing the original surface.

This six-lobed vessel, with horizontal flutes cut into the
interiors of alternate lobes, has parallels in stone, glazed
pottery, and metal, variously dated between the eighth and
the thirteenth century.

16

4 Cosmetic Bottle

Eastern Mediterranean; 8th—9th c.

Tooled and free blown, with trailed thread
decoration, pontil on base; H. 4% in. (12.1 cm.)
Gift of Mrs. Charles S. Payson, 1969 (69.153)

CosMETIC BOTTLE

Judging from the number that have survived, it is safe to
postulate that single, double, or quadruple glass cosmetic
tubes, usually elaborately decorated with trailed threads and
multiple handles, were extremely popular in the eastern
Mediterranean before the Arab conquest. Islamic adapta-
tions of these late Roman Imperial balsamaria have been
found in Egypt, Syria, Iraq, and Iran, attesting not only to
their continued popularity, but to an international vogue
for them in the Early Islamic period. Unlike their Imperial
Roman prototypes, the Islamic objects are almost invariably
in the form of pack animals that carry the tubes—or more
often, bottles—on their backs.

5 Bowl

9thc.

Mold blown and wheel cut;
H.2%s1n. (6.4 cm.)

Rogers Fund, 1970 (1970.20)



BEAKER

One of the most beautiful monochrome relief-cut objects
extant is this beaker belonging to a group of exquisite relief-
cut glass vessels with vegetal and figural decoration that are
related to magnificent pieces in rock crystal. Whether the
glass objects led up to or were made in imitation of the rock-
crystal ones is yet to be determined.

6 Beaker

10th c. or later

Free blown and relief cut; H. 5% in. (13.7 cm.)
Purchase, Rogers Fund and Jack A. Josephson,
Dr. and Mrs. Lewis Balamuth and Mr. and Mrs.
Alvin W. Pearson Gifts, 1974 (1974.45)
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Door

The city of Samarra in Iraq, upriver from Baghdad, was
founded in A.p. 836 by the caliph al-Mu’tasim to accommo-
date his unruly Turkish soldiers, who had made life impos-
sible in the capital city of Baghdad. Samarra was the second
and temporary capital of the Abbasid caliphs until near the
end of the ninth century.

Extensive ruins of the palaces and houses have revealed a
variety of decorative styles. One motif, called the “beveled
style,” is particularly well known. It has a symmetrical ab-
stract floral motif, highlighted, in this case, with volutes and
skillfully and deeply carved with a curving and slanted an-
gular cut emphasizing the contrast between light and
shadow. This door illustrates one variety of the design and
was probably originally painted and highlighted with gild-
ing. The door is said to have been found at Takrit, but it
probably came from Samarra.

The beveled style is found on many of the lavish, molded
stucco dadoes of the royal and domestic residences from
the once prosperous city and was the source for the design,
which is also found on woodwork, metalwork, pottery, and
glass. It developed in the late eighth century and, together
with later adaptations and modifications, was found in an area
ranging from the Maghrib—which corresponds roughly to
the area from present-day Libya to Morocco—to present-
day Afghanistan. It remained popular until the beginning
of the fourteenth century.

7 Door

Iraq (prob. Samarra); Abbasid period, 9th c.
Carved wood; 87%in. x 42 in. (222.9 x 106.7 cm.)
Fletcher Fund, 1931 (31.119.1,2)






8 Bowl

Iraq; 9th c.

Earthenware, glazed and stain painted;

D. 8in. (20.3 cm.)

Harris Brisbane Dick Fund, 1963 (63.159.4)

EARTHENWARE BowL

Ninth-century Iraqgi potters, in an attempt to imitate Chi-
nese porcelain, rediscovered a device used much earlier by
the Egyptians: tin oxide mixed with a clear lead glaze. This
combination, still used by Islamic potters as late as the six-
teenth century, provided a fine opaque white surface, which
they used for various types of decoration. The cobalt-blue
stain-painted decoration on this bowl, consisting of festoons
and the twice-repeated Arabic word ghibtah (happiness) in
Kufic script, was fixed in the same firing as the glaze. This
is the earliest ceramic type to employ Arabic inscriptions as
the principal decorative device, a feature that was to play a
very large part in the repertoire in the centuries to come.
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Two LUSTER-PAINTED BowLs FROM [RAQ

The technique of luster painting on pottery was one of the
greatest contributions of Islamic ceramists to pottery deco-
ration. Originating as a means of decorating glass, it was
first employed on pottery in ninth-century Iraq. From there
it spread to Egypt, Syria, Iran, North Africa, Spain, and the
West. The polychrome luster-painting technique, which is
illustrated by the bowl in Plate 9, was extremely short-lived.
The influence of Roman and later millefiori glass is evident
in the layout of the design as well as in several of the motifs.
The bowl in Plate 10 exhibits many of the design character-
istics of the monochrome luster-painted wares of tenth-
century Iraq: the caricaturelike quality of the seated man
holding a beaker in one hand and a flowering branch in the
other; the plain border surrounding him and the two birds
holding fish in their beaks; the speckled background; the
scalloped rim design; and the exterior decoration of a se-
ries of three concentric circles evenly spaced around the
wall on a field of dashes and dots. The foot bears the Arabic
word for “blessing” in Kufic'script.



9 Bowl

Iraq; 9th c.

Earthenware, glazed and luster
painted; D. 7% in. (19.7 cm.)
Rogers Fund, 1952 (52.114)

10 Bowl

Iraq; 10th c.

Earthenware, glazed and luster painted;
D. 9%s in. (32.7 cm.)

Gift of Edwin Binney, 3rd and Purchase,
Richard S. Perkins Gift, 1977 (1977.126)







11 Bowl

Iran or Transoxiana (Nishapur or Samarkand); 10th c.
Earthenware, white engobe, slip painted, incised and
glazed; D. 18 in. (45.7 cm.) Rogers Fund, 1965 (65.106.2)

BowL FROM NISHAPUR OR SAMARKAND

During the ninth and tenth centuries, potters in Khorasan
and in the region northeast of the Oxus River in Central
Asia, as well as in Iraq, eastern Arabia, Syria, and Egypt,
employed a new technique to decorate ceramic surfaces.

Like Iraqi inglaze-painted and overglaze luster-painted
pottery, this ware had a plain opaque surtace for decora-
tion. The body was covered by a white or colored engobe, a
thin wash of the body material. The design was then painted,
and the piece was glazed and fired.

The important ceramic centers of Nishapur and Samar-
kand in the provinces of Khorasan and Transoxiana, respec-
tively, produced a number of different types of underglaze-
painted ware in their attempts to attain total mastery over
their medium. Perhaps one of the most spectacular proofs
of their achievement can be seen in the clarity of the design
on the unusually large and deep bowl in Plate 11.

The decoration on the interior of this bowl consists of an
Arabic inscription in Kufic: “Planning before work protects
you from regret. Prosperity and Peace.” The elegance of the
letters has been enhanced by fine incisions. The perfection
of the design and potting in combination with the size of
the bowl makes this a true tour de force of the potter’s art.

OVERLEATLF:

BowL FROM NISHAPUR (Page 24)

Another variety of underglaze-painted ware, known as
“splashed sgrafhito,” bears designs incised through the en-
gobe to the red-clay body and then highlighted with differ-
ent colors. When the designs were covered with a colorless
transparent lead glaze, the colored dots and lines were likely
to run during the firing. The bowl in Plate 12—one of the
most successful examples of “splashed sgraffito ware”—has
a purely Islamic design of a palmette-filled arcade with span-
drels of vegetal rinceaux. The Chinese Tang “three-color”
ware that inspired this popular group of pottery, and shared
its color scheme of green, aubergine, and brown on a white
ground, may have appeared in the Middle East as early as
the eighth century.

BowL FroOM EGyYPT (Page 25)

Stylistic and iconographic changes took place in the deco-
ration of luster-painted pottery after this technique was
brought by artists from Iraq to Egypt. In most Fatimid art,
there was an increase in the use of human and animal mo-
tifs that appear more alive than their predecessors.

In the bowl in Plate 13, beneath the bird’s right talon and
again on the foot of the bowl is the artist’s signature, “Muslim.”
Active circa 1000, he is the only Egyptian potter of this pe-
riod who has been placed in a firm historical context.
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12 Bowl

Iran (Nishapur); 9th—early 10th c.
Earthenware, white engobe, incised, colored
and colorless glazes; D. 10% in. (26 cm.)
Excavations of The Metropolitan Museum
of Art, Rogers Fund, 1938 (38.40.137)

Page 23: text



13 Bowl

Egypt; ca. 1000

Earthenware, glazed and luster
painted; D. 10 in. (25.4 cm.)
Gift of Mr. and Mrs. Charles K.
Wilkinson, 1963 (63.178.1)

Page 23: text




Door PANEL

From the examples still in situ in Muslim and Christian
buildings in Egypt, which were built under the aegis of the
Fatimid dynasty (a.p. 969-1171), we know that this deeply
carved wood panel was one of a number of identical panels
set into a door comprised of two or more leaves.

In this beautiful example, the central design, which is com-
monly in the form of a split palmette, has been zoomorphized
into two horse protomes complete with bridles.
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TEXTILE

Arab historians and geographers mentioned the striped tex-
tiles from Yemen famed in Islamic lands from the ninth to
the fourteenth century. The pattern was formed before
weaving by dying and wrapping the warp yarns methodi-
cally—a technique called tkat or chiné, in which the wefts
may also be patterned. Made in a limited color range of
brown, blue, and undyed cotton, the woven design has ar-
rowheads or lozenges with fuzzy outlines.

Ernst Kiithnel, the noted Islamic scholar, has commented
on the epigraphy of Yemeni textiles, noting that calligrapher
and craftsman seemed to compete in making the text as
difficult as possible to decipher. With imagination, one might
be able to read the rich, floriated Kufic script as the basmala,
the introductory benedictory formula with which every chap-
ter of the Koran and every work begins, plus one or two
additional words, but the translation is by no means certain.

14 Door Panel

Egypt; 11th c.

Carved wood; 13%: x 9 in.
(34.9x22.9cm.)

Rogers Fund, 1911 (11.205.2)

15 Textile (tiraz)

Yemen; 10th c.

Plain weave cotton, inscribed in black ink and
applied gold leaf; 23 x 16 in. (58.4 x 40.6 cm.)
Gift of George D. Pratt, 1929 (29.179.9)
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16 Biconical Bead

Greater Syria; 11th c.

Gold, fabricated from wire and strips of sheet,
decorated with granulation; W. 50 mm.
Purchase, Sheikh Nasser Sabah al-Ahmed Sabah
Gift, in memory of Richard Ettinghausen, 1980
(1980.456)

FaTimip GoLp BEaD

This gold bead is an example of the finest and most decora-
tively complex type of Fatimid goldwork. The quality of the
execution of the objects in this group places them in a class
of their own. Because its closest parallel was found in Greater
Syria, it seems likely that this bead was made there.

Unlike earrings, pendants, bracelets, and rings, beads
made during the Fatimid period have survived in very small
numbers. There appear to be only five filigree-constructed
and granulated beads extant, including this example, and
only two shapes, spherical and biconical, are known.



17 Plaque

Spain; 11thc.

Ivory; 42 x 8in. (10.8 x 20.3 cm.)
John Stewart Kennedy Fund, 1913
(13.141)

Ivory PLAQUE

This charming plaque belongs to a group of ivories made in
Spain during the reign of the Umayyads. This dynasty ruled
from Damascus between A.p. 661 and 750, and when it was
overthrown by the Abbasids, its sole survivor escaped to
Spain. There he founded a new dynasty in 756, which lasted
until 1031.

These ivories are among the Spanish Umayyad dynasty’s
most outstanding extant artistic achievements. Many are in-
scribed, so we know that most.of them were made for the
royal family or its entourage, and also that many were made
in the capital, Cordoba, or the nearby town of Madinat az-
Zahra, the royal residence.

Because of this dynasty’s Syrian roots, it is not surprising
that many of the motifs found on these ivories can be traced
back to that area. The leaf arabesques seen here are a styl-
ized version of the vine-and-acanthus scroll so popular in
late antique ornament, while prototypes for the animated
figures can be found on Early Islamic Syrian or Egyptian
textiles, where birds, animals, and human beings of similar
character are also paired on either side of stylized trees.
Indeed, the influence of textiles in general can be seen in
the overall design of this piece, in the way the decoration is
repeated without change in alternating panels.
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EwERr

Glassmakers in the Early Medieval period attempted to imi-
tate relief-cut designs using several different and less time-
consuming techniques. This ewer appears to be an example
of such copying. The principal decoration, executed in
trailed threads, is suggestive of the undulating, stylized veg-
etal scrolls often executed in the relief-cut technique, which
we saw earlier in the beaker in Plate 6. The series of hori-
zontal rings on the neck and body are paralleled on relief-cut
glass ewers, as is the shape, except for the pedestal-like
modification to the foot and the very sharp return at the
bottom of the vessel.

18 Ewer

ilthec.

Free blown and tooled with unmarvered thread
decoration and applied handle and foot, pontil
on base; H. at spout 5% in. (14.3 cm.)

Rogers Fund, 1962 (62.172)

PAGE oF A KORAN

This page, which contains the last verses of Sura 48, “The
Victory,” and the title of Sura 49, is preceded by a short
description of the importance of this chapter according to a
saying of the Prophet. The page, written in a style similar to
the so-called Qarmathian Kufi on rather brittle paper, is
interesting because it emphasizes the sentence “Muhammad
is the messenger of God” in a highly decorative way by hav-
ing the shafts end in floral arabesques and heightening them
with a little bit of gold. Usually, only the name of God is
written in gold, but here, the emphasis is on the role of the
Prophet and obedience to him.

19 Page of a Koran

Iran; llthc.

Ink, colors, gold on paper;
127 x 9in. (32.7 x 22.9 cm.)
Rogers Fund, 1940 (40.164.2a)
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PAGE oF A KORAN

One of the most famous Koran copies in the world is the
one whose script has been called, without any clear reason,
“Qarmathian Kufi.” It is written on paper, and the pages
seem carefully planned. By the late tenth and eleventh cen-
turies, Kufic script had developed into a very elegant style
in which the shafts of the high letters were considerably
elongated. This elongation was a natural development be-
cause Korans in the central and eastern Islamic world were
no longer written on broad pages but had assumed the ver-

tical book format. As a result, aesthetic considerations led.

to an emphasis on high shafts. The letters assumed a more
triangular shape and resembled in many respects the deco-
rative Kufi used on ceramics and stone during this period.
A number of Koran fragments in this elegant style are ex-
tant, but there is only one example in which the background
has been carefully ornamented with arabesque scrolls in var-
ious colors; there, spiral forms contrast with and highlight
the slim letters of the text.

This page contains Sura 5, verse 21. It is remarkable how
the calligrapher has inserted the last letters of the closing
word into the upper free space at the end.

20 Page of a Koran

Iran; 12th c.

Ink, colors, gold on paper;

11% x 8% in. (29.8 x 22.2 cm.)
Gift of Horace Havemeyer, 1929,
H.O. Havemeyer Collection
(29.160.23)






Cupr

One variety of slip painting under a transparent lead glaze
employed in Early Islamic Iran is found during the Early
Medieval period on the so-called silhouette ware. Here, it is
represented by a cup with a band of gazelles striding across
its belly. Modifications to the earlier technique were neces-
sary because of the new body type: in this ware the design
was executed with a thinner version of the composite-body
material (known as “frit”) instead of being painted with a
clay slip. The vessel was then covered with a transparent
clear or turquoise glaze. In some examples of this type, the
whole object was covered with a thick layer of frit; when
dry, the frit was incised through to the body, creating a de-
sign, or it was carved away, leaving the design in relief.

The most common shapes among silhouette ware are
drinking vessels, although bowls are known as well. The
stripes on the lower section of this cup and on its short neck
are a device popular on these objects.

34

PREPARATION OF MEDICINE FROM HONEY

Early Islamic illustrated manuscripts were produced primar-
ily in the great political and cultural centers of the Islamic
world, such as Baghdad, capital of the Abbasid caliphate
(a.n. 750-1258). They were influenced by different picto-
rial sources depending on their subject matter. Scientific texts
were widely translated from the Greek, and illustrations were
primarily dependent on Greek and Byzantine prototypes,
transformed for Islamic taste by a predilection for the dec-
orative over the naturalistic and by the enlivening element
of genre scenes.

One of the most popular scientific manuscripts to be trans-
lated into Arabic was a herbal written in Greek in the sec-
ond half of the first century a.p. by Dioscorides, a physician
from Asia Minor in the Roman army. Going back to a scien-
tific tradition developed by the Greeks in the fourth cen-
tury B.C., these herbals give the name of a plant, its physical
description, habitat, and medicinal properties. From the first
century B.C. and continuing in the Byzantine period, the
Greek tradition of herbal illustrations, which provided the
immediate prototype for Islamic herbals, showed the plant,
roots, leaves, buds, flowers, and fruit. The Islamic herbals,
however, soon developed a stylized manner of illustration,
even adding whole genre scenes, as in this example.

Characteristic of the lively and appealing painting of the
Baghdad school is the two-dimensionality of the picture,
which is emphasized by the neutrally colored leaf itself serv-
ing as the background, the bright colors, the sprightliness
of the figures—in contemporary local dress, with the addi-
tion of halos to set off the heads—and the balance and bi-
lateral symmetry of the composition.

21 Cup

Iran; 2nd half 12th c.

Composite body, underglaze frit painted;
Max. D. 5% in. (14.3 cm.)

Purchase, Joseph Pulitzer Bequest, 1967
(67.104)

22 “Preparation of Medicine from Honey”: Page from the
Materia Medica of Dioscorides completed in Arabic by the
calligrapher ‘Abdullah ibn al-Fadl; Iraq (Baghdad); 1224
Colors, gold on paper; 12% x 9 in. (31.4 x 22.9 cm.)
Cora Timken Burnett Collection of Persian Miniatures
and Other Persian Art Objects, Bequest of Cora Timken
Burnett, 1956 (57.51.21)



-y
" >

¥

'\

1

%;;’ JM!MI%ILW 35, el
ﬁ" ‘/!éé.. \}u ,. \m & &%bm ~.
lleiidgaiakey ol e

&«.,i' 4 'E
‘—»‘ ol i o’gm_\rw“,m

‘//)

‘es




BowL

At about the time of the collapse of the Fatimid dynasty in
1171, luster-painted ware was being produced in Iran as
well as Syria. While it seems quite certain that migrating
Egyptian potters were responsible for bringing the technique
to Syria, their role in the appearance of luster-painted ware
in Iran is less clear. Certain features common to both wares
support a connection between Egyptian and Iranian luster,
particularly that associated with the Persian city of Rayy. Of
those features, this Iranian footed bowl exhibits two: a de-
sign reserved on the luster ground (in this case, an “Islam-
ized” Pegasus) and a gadrooned rim.

36

23 Bowl

Iran; late 12th—early 13th c.
Composite body, glazed and
luster painted; D. 8 in. (20.3 cm.)
Rogers Fund, 1916 (16.87)

24 Bowl

Iran; late 12th—early 13th c.

Composite body, stain- and overglaze
painted and gilded; D. 7% in. (19.7 cm.)
Henry G. Leberthon Collection, Gift of
Mr. and Mrs. A. Wallace Chauncey, 1957
(57.61.16)



BowL

In an attempt to increase the number of colors in their pal-
ettes, twelfth-century Iranian potters developed a technique
now known as mina’i (enameled). Stable colors were stain
painted in a lead glaze that was rendered opaque by the
addition of tin. After a first firing, less stable colors were
applied and the object was refired at a lower temperature.
This technique enabled the artist to paint in a greater vari-
ety of colors with complete control, lending a miniaturelike
quality to the designs not found on other pottery types.

Figural designs as opposed to stylized vegetal ones seem
to have been preferred by mina’i painters: indeed, some of
the vessels with figures bear scenes from the Iranian na-
tional epic, the Shah-nameh (The Book of Kings), written by
the poet Firdausi between a.p. 975 and 1010. The style of
these figures echoes that of those in the few Persian paint-
ings on paper still surviving from this period, and thus mina’t
ware serves to increase our knowledge of painting of the
Early Medieval period.
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GoLp ROUNDEL

This gold roundel enlarges our understanding of the na-
ture of Medieval Islamic jewelry. An object of marvelous
delicacy and beauty, it is important in that it combines fea-
tures associated with Iran with features previously thought
confined to work produced in the Syro-Egyptian region.

Most characteristically Syro-Egyptian is the filigree con-
struction laid on a backing of narrow strips of gold. The
strips in this piece, however, are very thin and arranged in a
regular radial pattern, whereas in Egyptian and Syrian Fati-
mid pieces the strips are thicker, they vary in their dimen-
sions, and they are placed strategically to support the filigree
but in such a way as to appear haphazard. Because of a
denser surface in Fatimid filigree, the backing strips are less
visible from the front than they are in the present piece.
Another distinction is that Fatimid filigree designs are typi-
cally composed of foliate arabesques of doubled twisted wire
filling variously shaped compartments, a technique that, com-
bined with the denser surface, gives a heavier and warmer
effect. There are, furthermore, no known Fatimid pieces
with an element comparable to the solid sheet-constructed
back or to the concentric rings of narrow sheet separating
front from back.

The original function of this roundel is not known. There
is a small hole laterally through each of the points border-
ing the perimeter through which a wire or string holding a
pearl or precious-stone bead was almost certainly threaded.
It is unlikely that the piece was a pendant since its design is
radially symmetrical, and there is no indication of how it
might have been attached; its extreme delicacy would seem
to rule out its having been attached to a belt. Possibly, it was
sewn onto some article of clothing through the holes in each
of its bordering points.

25 Roundel

Iran; l1thc.

Gold, fabricated from sheet and wire and decorated
with filigree and granulation, originally set with
stone; D. 71.5 mm., Max. thickness 5.6 mm.

The Alice and Nasli Heeramaneck Collection, Gift
of Alice Heeramaneck, 1980 (1980.344)

GoLD ARMLET

One of the most important pieces for the study of Early
Medieval jewelry in Greater Iran is the armlet reproduced
here. Each of the four hemispheres flanking the clasp bears
at its base a flat disk of thin gold that was decorated by
pouncing it over a coin bearing the name of the Abbasid
caliph al-Qadir Billah (r. 991-1031). The late George Miles
believed the style of the coins used was that of those minted
in the years 999-1000, 1007, and 1028, during the rule of
Mahmud of Ghazni, and that they were probably struck in
the mint of Nishapur. The gold disks were most probably
pounced over relatively new coins, and therefore a dating
to the first half of the eleventh century is secure, particu-
larly since this is corroborated by other related pieces.

OVERLEAF:

INCENSE BURNER IN A FELINE FORM (Pages 40-41)

One of the largest and stateliest of all Islamic bronze ani-
mals, this incense burner in the form of a stylized feline
expresses the power of the dynamic Seljuks, a Turkish peo-
ple from inner Asia who gained control of Khorasan in 1034.
From the late tenth century into the late thirteenth, Seljuk
dynasties controlled much of the Muslim East. Their art
was influential throughout the Islamic world and Europe.

Imbued with Seljuk animal vitality and humor, the head,
body, and limbs of this incense burner, which is dated 1181
or 1183, are abstracted into sleekly static forms, powerful
but not threatening. A guardian rather than an attacker,
the noble beast represents Seljuk art not in its dynamic
early phase but at a sophisticated later stage, in which
designers and bronze casters devised subtle variations on
the existing mode. Exquisitely proportioned ears, eyes,
tongue, and whiskerlike ridges are “streamlined,” and they
are admirable as units as well as in relation to the whole.
The pierced body, mask, and tail are adorned with elegant
arabesques; and the inscriptions in Kufic letters—bearing
the name of the patron, the date (a.H. 577 or 579), and
wishes for happiness and blessings—are clearly defined, with
no tentative strokes or manneristic flourishes.

26 Armlet

Iran; Ist half 11th c.

Fabricated from sheet with applied twisted wire
and granulation, originally set with stones;
Max. D. 4% in. (10.5 cm.), H. at clasp 50.8 mm.
Harris Brisbane Dick Fund, 1957 (5?.883{)
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27 Incense Burner in Feline Form
Iran; Seljuk period, 1182
Bronze; 36 in. (91.4 cm.)
Rogers Fund, 1951 (51.56)

Opposite: detail ~ Page 39: text







MIRROR BAck

On the outer band of this circular mirror is a simple well-
produced Kufic inscription on an arabesque ground, offer-
ing a series of good wishes for joy, happiness, strength,
victory, and authority to the owner. Next is a frieze, typical
of the Seljuk period, of six animals dashing in clockwise
rotation on a foliated scroll. A dog stalks a rabbit, whose
head is turned back to look at the dog; a dog pursues a fox;
and a lion chases a quadruped. A pierced boss in the center,
resting on eight lobes, is surrounded by crenellated motifs.
The rim is raised and slanted, and there is a flat surface on
the back.

The mirror was suspended from a ribbon or string in-
serted through the knob, following the Chinese style. Other
mirrors from this period have handles in the Western tradi-
tion.

28 Mirror Back

Iran; Seljuk period, 12th c.
Cast bronze; D. 7% in. (19.3 cm.)
Rogers Fund, 1942 (42.136)

42

EwWER

This elegant ewer, used for ablutions, is part of a group of
similar but not identical vessels attributed to the Khorasan
region. The type has a long spout, cylindrical body with
either fluted, flat, or angular sides, flattish shoulder and ring
foot, and squared handle.

During the twelfth century, inlay work developed into a
fine art, adding a splendid finish to simple brass or bronze
objects. The exquisitely inlaid surface of this ewer carries a
variety of subtle decoration from the spout to the waisted
ring foot. On the neck and shoulder, Arabic inscriptions in
Kufic and human-headed Naskh scripts express blessings
and good wishes to the unnamed owner. Such phrases are
found on other vessels in this series and are common in
earlier Islamic times on other objects, as are Kufic inscrip-
tions. Human-headed Naskh script became popular only in
the second half of the twelfth century and had a relatively
short life.

The cylindrical body has twelve flutes decorated with
bands of animal-headed scrolls. They surround medallions
that contain signs of the zodiac accompanied by a ruling
planet. These astrological symbols are frequently found on
metalwork, ceramics, and stone sculpture during this pe-
riod. The flutes are topped by a row of addorsed harpies in
relief, a motif also popular during this period. Near the
bottom is a row of repoussé birds. A frieze of coursing ani-
mals is located on the foot.

29 Ewer
Iran (Khorasan); late 12th—early 13th c.
Brass, incised and inlaid with silver;
H. 15%in. (39.4 cm.)
Rogers Fund, 1944 (44.15)
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30 Tile

Syria; 12th—13th c.

Composite body, carved and glazed;
10 x 6% in. (26 x 17.1 cm.)
Gift of Otto H. Kahn, 1910 (10.56.1)

CeraMic TILE

Designers of calligraphic architectural inscriptions concen-
trated more on the blessing power of the words from the
Koran than on legibility. Often, as in this magnificent sec-
tion from a series of panels, the artist-craftsman was inspired
to such imaginative heights by the curves and angles of the
alphabet that his work is virtually impossible to read. This
brilliantly composed, marvelously glazed and sculpted re-
lief from Syria contains just such a floriated Kufic script
—artistically composed but, unfortunately, indecipherable!

44

EARLY MEDIEVAL PERFUME SPRINKLER

The undulating threads flanking the lower neck are the
only decoration on this beautifully proportioned and aged
perfume sprinkler. These handlelike threads, the flattened
globular body, and the slender neck with its small opening
are all very characteristic of such vessels, which, when
shaken, dispensed drops of expensive perfume suspended
in a heavy oil base. There is an almost identical sprinkler in
the British Museum, and several executed in the marvered-
and-combed technique with a similar opening in the body
also survive. The shape of the vessel must have been de-
signed to facilitate dispensing the precious cosmetic.

31 Perfume Sprinkler

Early Medieval period

Free-blown and tooled with applied foot and
“handles,” pontil on base; H. 10%4 in. (26 cm.)
Purchase, Richard S. Perkins Gift, 1977 (1977.164)



45



Jar

Syria produced underglaze polychrome-painted ware dur-
ing the second half of the twelfth and first half of the thir-
teenth century. These pieces are closely related to those made
in contemporary Egypt and Turkey, all of which are cus-
tomarily decorated with figures, animals, or birds.

The abstract decoration on this jar is unusual for the type,
as it reflects the influence of contemporary metalwork in
the layout of its design and in the motifs (specifically, the
horizontal bands interrupted by large roundels). Costlier
metal objects often served as the inspiration for objects in
less expensive mediums.

32 Jar

Syria; late 12th—1st half 13th c.
Composite body, underglaze slip(?),
stain painted; H. 9% in. (24.8 cm.)
Rogers Fund, 1923 (23.162.1)

46

BEAKER AND BOTTLE

Decorating glass with trailed threads in a contrasting color
was popular in the Early Medieval period, but the variation
illustrated by these two vessels seems to have been quite rare.
After an initial blowing of each gather, threads—emerald
green and clear, colorless for the beaker, and cobalt for the
bottle—were trailed on the bodies. Then each object was
reblown, causing the threads to become further embedded
in the matrix but less so than if they had been marvered.
Finally, a coil base was applied to each, and the rim and neck
were also decorated with a trailed thread.

This type of beaker appears to have been quite common
during the first half of the Early Medieval period but was
later replaced by a variety with a more flaring rim that is
commonly decorated with enamel painting. Perhaps the type
illustrated here should be seen as a link between the early
eleventh-century beaker type and that which came into
vogue during the late twelfth century. The author knows of
no other Islamic bottle of the shape seen here, but it must
have been the precursor of a shape seen in a number of
enamel-painted bottles of the Mamluk period, such as the
type illustrated in Plate 34.

33 Beaker and Bottle

Eastern Mediterranean; Early Medieval period,
11th—mid-13th c.

Free blown and tooled with unmarvered thread
decoration and coil base, pontil on base; H. of beaker
4% in. (11.1 cm.), H. of bottle 4% in. (12.1 cm.)
Bequest of Mrs. H.O. Havemeyer, 1929,

H.O. Havemeyer Collection (29.100.83,87)






MAMLUK-GLASS BOTTLE

The term “Mamluk glass” is almost synonymous with the
magnificent enamel-painted mosque lamps that were pro-
duced in profusion during the rule of the Mamluk dynasty
in Syria and Egypt. However, as witnessed by this graceful
bottle, with its elegant shape and surpassingly rich and var-
ied decoration, the artists and craftsmen of that period were
capable of using their talents imaginatively and with a
breadth of vision that was open to foreign artistic influences
and innovations.

Around the neck of this bottle flies the Chinese feng-huang
(phoenix), which became identified pictorially with the Per-
sian mythical bird, the Simurgh. The long strands of its tail
stream around the neck until they touch its face. The shoul-
ders are decorated with two roundels filled with a dense
and vibrant arabesque pattern in gold on a blue ground

48

34 Bottle

Syria or Egypt; 14th c.
Glass; H. 17% in. (43.5 cm.)
Rogers Fund, 1941 (41.150)

Opposite: detail

with enlivening touches of red and white, while in the inter-
stices is a lush floral pattern in gold, again with touches of
red, white, and blue. At the area of the greatest bulge of the
bottle is a frieze of mounted warriors wielding swords, spears,
maces, and bows and arrows.

While the Mamluks were the archenemies of the Mongol
dynasty ruling in Greater Iran, they were not impervious to
artistic influences from that quarter. The Il-Khanid rulers
of Iran were a branch of the same Mongol descendants of
Genghiz Khan who established the Yuan dynasty in China,
and so at this period Chinese art had considerable impact
on that of Iran. The linear drawing of the dense leafy pat-
terns on the sloping shoulders is also indebted to Chinese
art while the frieze of horsemen is related to contemporary
Persian miniature painting.
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ELEpHANT CLOCK

A more playful work than the De Materia Medica, also
derived from the Greek scientific tradition inherited by
Byzantium, is the work about mechanical devices written by
an engineer in the service of the Artuqid sultan of Diyarbakr
and completed between 1204 and 1205. The Automata, as it
is usually called, was extremely popular in the Muslim world,
particularly among the Mamluks, for whom this manuscript
was made in Ramadan of a.H. 715 (December 1315), proba-
bly in Syria.

The treatise was divided into six categories: the construc-
tion of clocks; the fashioning of vessels and figures suitable
for drinking sessions; pitchers, basins, and other things;
fountains and perpetual flutes; machines for raising water;
and miscellaneous objects. Each section was heavily illus-
trated and diagrammed. The elephant clock, which belongs
to the first category, had the time marked at half-hour peri-
ods by the scribe sitting in the howdah. Then the bird at the
top of the dome whistled, the figure at the balcony on the
left would allow a ball to be released from the falcon’s mouth
into that of the serpent. The serpent would then discharge
it into the vase on the elephant’s shoulder. The mahout (el-
ephant driver) strikes the head of the elephant with his ax
and then his mallet, the ball then falls onto a cymbal in the
elephant’s body and comes to rest in a container between its
legs. The falcon, serpent, and vases are pairs, changing from
right to left with each half hour.

The style of the painting is basically a continuation of
that of the Baghdad school, largely unaffected by other ar-
tistic influences invading the Muslim world at this period.

35 “Elephant Clock™: Leaf from the Book of Knowledge
of Ingenious Mechanical Devices of al-Jazari

Prob. Syria; a.n. 715, a.n. 1315

Colors, ink on paper; 12% x 8% in. (31.5 x 22 cm.)
Rogers Fund, 1955 (57.51.23)

OVERLEAF:

MosQuE Lamp (Page 52)

Any number of European church treasuries bear witness to
the esteem in which the glass of the Muslim world was held
in the West. One of the most popular types was the enamel-
painted variety, which was often not only mounted in pre-
cious metal but also protected in beautiful leather cases. The
so-called Goblet of Charlemagne at Chartres and the Gob-
let of the Eight Priests at Douai are two well-known testa-
ments to the prestige of this enameled glass, much of which
found its way to Europe at the time of the Crusades.

In addition to such secular pieces, large lamps for specific
religious foundations were a very important part of the pre-
dominantly Syrian enamel-painting industry, particularly in
the late thirteenth and fourteenth centuries. Commissioned
by the sultan himself or his amirs, these lamps are charac-
teristically decorated with the name of the patron and his
blazon or coat of arms, as well as with the “Light Verse”
(Ayat al-Nur) of the Koran (Sura 24, verse 35):

God is the Light of the heavens and the earth;
the likeness of His Light is as a niche

wherein is a lamp

(the lamp in a glass,

the glass as it were a glittering star)

kindled from a Blessed Tree,

an olive that is neither of the East nor of the West
whose oil wellnigh would shine,

even if no fire touched it;

Light upon Light;

(God guides to His Light whom He will.)

This early example was commissioned for the mausoleum
in Cairo of the amir Aydakin, who died in 1285. His blazon,
repeated nine times on this lamp, consists of two addorsed
bows on a circular red field—indicating that he had served
as bundugdar (bowman) to a sultan.

OVERLEAF:

PAGE FROM A KORAN (Page 53)

This is the penultimate page of a Koran, containing the be-
ginning of Sura 114 in very soft, large Thuluth characters.
The chapter heading is in stylized late Kufic letters, as be-
came customary in the later Middle Ages.

Often, not only the frontispiece but also the last two pages
of valuable Korans were decorated with arabesque work and
colorful floral or geometrical designs. These final pages con-
tain the shortest suras of the Koran, often used in prayer
—the last two are especially important in averting evil.

In this manuscript, which can be dated to the thirteenth
century and was in all probability copied in Egypt, the final
pages are of special beauty, thanks to the lavish use of gold
for the lettering and part of the decoration.

51



37 Page from a Koran
Egypt; 13th—early 14thc.
Colors, gold on paper;
20 x 13% in. (50.8 x 33.7 cm.)
Fletcher Fund, 1924 (24.146.1)

Page 51: text

36 Mosque Lamp
Eastern Mediterranean; ca. 1285
Free blown and tooled with applied
handles, enameled and gilded, pontil
on base; H. 10% in. (26.§cm.)

Gift of J. Pierpont Morgan, 1917
(17.190.985)

Page 51: text

22
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INCENSE BURNER

Four repeated inscriptions in simple Arabic Thuluth script,
typical of Medieval—and especially Mamluk—metalwork are
found in the borders where each half of the spherical in-
cense burner is joined. These inscriptions contain the usual
blessing formulas for an Arab ruler, beginning with “glory
to our lord, the sultan, the ruler, the knowledgeable, the

just, the one helped by God, the victorious, the victor.”

Other formulas have been added: the one on the upper
half reads, “the pillar of Islam and the Muslims,” and on

the lower half, “the ... of the kings and sultans, the tamer of

heathen and” (the word “polytheists” is missing).
Interconnecting rows of medallions decorate the walls, and
the surrounding ground is filled with interlocking Y designs.
Gimbals in the interior of the vessel contained fragrant
resins or incense, which were sprinkled on the lighted char-
coal placed in the small bowl. The rings at the top would

- indicate that the object was probably suspended for hang-

ing or else swung like a censer to disperse the smoke.

38 Incense Burner

(exterior and interior views)
Syria; Mamluk period,

end 13th or beginning 14th c.
Pierced brass, mnlaid with gold
and silver; D. 6 in. (15.2 cm.)
Gift of J. Pierpont Morgan, 1917
(17.190.2095a,b)



BRAZIER

Braziers served a dual purpose, first as portable heaters, but
also as portable grills. Following the pattern of other do-
mestic metalware made during this time, this brazier is beau-
tifully adorned wtih patterns inlaid with silver. A flat pan,
now missing, would have held the charcoal.

The brazier was made for the second ruler of the Rasulid
dynasty of the Yemen, al-Malik al-Muzaffar Shams ad-Din
Yusuf I (r. 1250—1295). The brilliant Rasulid dynasty was a
prosperous one for two centuries. The country was an im-
portant trade crossroads with connections to India, Arabia,
and Africa and had strong cultural and commercial ties to
the Mamluk kingdom of Egypt.

39 Brazier

Egypt; second half 13th c.

Brass, inlaid with silver; Gr. H. 1374 in.
(35.2cm.), Gr. W. 15% in. (39.4 cm.)
Edward C. Moore Collection, Bequest
of Edward C. Moore, 1891 (91.1.540)

The brazier is decorated on the sides with a wide band of
Thuluth inscriptions in Arabic, placed on an arabesque and
leaty scroll. The inscriptions begin with the phrase “glory to
our Lord,” and continue with the titulature normally used
for a Medieval ruler. A band of coursing animals is found
under the rim, which has conical finials at the corners. There
are intertwined dragon heads between each finial. On the
side near the corners are five-petaled rosettes, often de-
scribed as the blazon or heraldic device of the Rasulid
dynasty. Suspension rings, hanging from the mouths of fe-
line heads, were used for rods to carry the heated brazier.
Animallike feet support the vessel.




40 Lintel

Morocco; 14th c.

Wood, carved and painted; 121 x 19 x 2% in.
(307.5x48.3x 7 cm.)

Mr. and Mrs. Isaac D. Fletcher Collection,
Bequest of Isaac D. Fletcher and Rogers Fund,
by exchange, 1985 (1985.241)

LINTEL

During the Marinid period (1196-1549), elaborately deco-
rated religious schools were built in the major cities of what
is now Morocco. One of their principal features was the sahn,
an open courtyard surrounded by a covered ambulatory,
where the students could escape the sun and assemble in
groups for religious instruction or simply sit in quiet con-
templation. This shaded area was separated from the court-
yard by a series of pillars connected by arches. Spanning
these were carved and painted rectangular wooden lintels.

The strength and vigor of Arab art in general, and Arab
architecture in particular, is embodied in this especially ma-
jestic lintel. It carries a design (repeated four and a half
times) that consists of a large arch alternating with a smaller
arch and still retaining much of its original paint. Each of
the large arches contains a calligraphic decoration consist-
ing of the word yumn (happiness) written forward and back-
ward on either side of a shell design. The final letter (nun)
of each pair of words, in both its forward and backward
version, frames the shell and interlaces above it in a manner
that bisects the large arch itself. The shell design in a re-
duced form fills the smaller arches. The spandrel and back-
ground designs consist of vegetal motifs interspersed with
pine cones. The motifs and design layout are characteristic
of contemporary decoration in other mediums as well, in
Spain and North Africa.
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PAGE FROM A KORAN

The Maghribi style of Arabic script is in many ways different
from the classical style developed in Iraq and Iran during
the tenth and eleventh centuries. There the student learned
the exact measurements of each letter and its relation to the
first letter of the alphabet and was obliged to repeat single
letters for months until he had mastered them in every pos-
sible single and combined form. But in the Maghrib, the
calligrapher wrote the whole word immediately. Conse-
quently, the relationship between the letters themselves, the
thickness of the pen, and the heights of the letters, etc.,
were partially blurred. Maghribi is easily recognizable by its
rather thin, high letters, which sometimes end in buttonlike
rounds, and also by the long, swinging endings of certain
letters. Vellum was used longer in the West than in the East,
and a number of Korans written completely with golden
ink are extant. Other copies bear colorful vowel signs and
diacritical marks. In this page, two round designs at the mar-
gin mark verses, a leaf-shaped decoration bears the word
khams (five), for the page contains verses 2 to 6 of Sura 39.

41 Page from a Koran
North Africa; ca. 1300

Ink, colors, gold on vellum;
21 x 22in. (53.3 x 55.9 cm.)
Rogers Fund, 1942 (42.63)






ELEMENTS OF A GOoLD NECKLACE

In the Late Medieval period, Mamluk Syria and Nasrid Spain
are better represented by extant jewelry than other regions
of the Islamic world. The Nasrid necklace illustrated here
consists of four pendant elements, one circular element, and
five beads of three different sizes. The pendant and circu-
lar elements show a particular indebtedness to Fatimid jew-
elry in their boxlike construction, their combining of gold
and cloisonné enamel as well as of filigree and granulation,
and (on the four palmette-shaped elements) the use of gold
loops on their edges for stringing pearls or stones. As might
be expected, the strong Fatimid influence on Spanish jew-
elry appears to have begun not in the Nasrid period but in
the earlier Spanish Umayyad period, when Baghdad was
setting the vogue for most of the Islamic world.

The flat wires are laid on a gold sheet. The background
is handled in two ways: it is filled with randomly strewn
grains, as on the outer areas of the circular element, and as
in the center of the circular element as well as on the four
leaf-shaped pendants and four of the five beads, the areas
between the flat wires are filled with granules, and the
background is, for the most part, punched out.

The elements comprising the Nasrid necklace are not ex-
ecuted as laboriously as the best Fatimid pieces, and the
work involved has been further simplified by pouncing a
gold sheet over the decorated front side of the pendant to
produce a decoration on the back, a peculiarity of Nasrid
jewelry. Granulation, however, which does not appear on
the Mamluk objects, is an important feature of Nasrid work.

In spite of the Latin inscription on the circular element,
which indicates that the necklace was made for the Chris-
tian market, the style of each of the elements, as well as the
technique employed in the construction of this finest of all
Nasrid jewelry pieces, is without doubt purely Islamic and
specifically Nasrid. The original arrangement of these neck-
lace elements is not known.

42 Elements of a Necklace

Spain; prob. 15th c.

Gold, fabricated from sheet and wire, pierced,
decorated with granulation and cloisonné enamel;

Max. D. circular element 76.2 mm., L. pendant
elements 82.6 mm.; L. beads 50.8 mm., 38.1 mm.,
25.4mm. Giftof J. Pierpont Morgan, 1917 (17.190.161)
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Ax HEap

The Mamluk sultans and amirs, probably in imitation of
the Varangian (Viking) guard of the emperors of Byzan-
tium, employed a special corps of ax bearers, who accompa-
nied them on ceremonial occasions and into battle.

" The cup within a circle decorating the socket of this ax is
the blazon of a Mamluk amir and indicates that he was orig-
inally a cupbearer to the sultan. Mamluk “heraldry” was not
codified to the extent it was in Europe, and it is not possible
to attribute this blazon to a specific individual. Axes of this

43 Ax Head

Syria; Mamluk period, 2nd half 15th c.

type were often inscribed with the names and titles of the
ruler, but unfortunately in this case the Arabic inscription
around the blade’s rim is too worn to read.

An approximate dating for the ax can be based upon
the arabesque design within the roundel. It is in a contour
reservé technique, which is exactly paralleled by decorations
on sword blades made during the reign of Sultan Qaytbay
(r. 1468-1496). For this reason, the ax is dated to the second
half of the fifteenth century.

44 Mulitary Standard
Syria; Mamluk period, ca. 1500
Steel; L. 20%4 in. (51.4 cm.)
Bequest of George C. Stone, 1935
(36.25.1961)

Steel inlaid with gold; blade H. 10V in. (26 cm.)
Bashtord Dean Memorial Collection, Bashtord

Dean Memorial Fund, 1969 (69.156)
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MILITARY STANDARD

Standards like this one are called ‘alam and were used to
identify units of the army in battle and in ceremonial re-
views of the troops by the sultan. Many examples from the
Mamluk period (1250-1517) have survived, mostly in Is-
tanbul where they were taken as booty after the Ottoman
conquest in 1517. These standards are generally inscribed
with verses from the Koran and with the names, titles, and
often the heraldic blazon of the amir or sultan to whom
they belonged. Many also include makers’ signatures and
specify the region in which the particular amir governed.
This means of identification is important because the ob-
jects were probably made locally and can therefore be used
to isolate local schools of metalwork.

The Museum’s example is engraved on either side with
intertwining floral designs and cartouches containing in-
scriptions and the base is supported by two gaping dragons.
It is inscribed on one side with the “Throne Verse” from the
Koran—the Ayat al-kursi (Sura 2, verse 255); and, on the
other, with the name and title of the Mamluk amir al-Sayfi
Tarabay, who held a governorship in Syria during the early
sixteenth century.

OVERLEAF:

MAMLUK CARPET (Pages 62—63)

Cairo was first noted in Islamic and European documents
as an important carpet-weaving center in the last quarter of
the fifteenth century, under the Mamluks, and this type of
carpet continued in production probably until the mid-
sixteenth century, even after the fall of the dynasty.

This remarkable rug, called the Simonetti Carpet after
an earlier owner who exhibited it in the famous Munich
exhibition of Islamic art in 1910, reflects the technical, sty-
listic, and coloristic traits of the Mamluk group. They were
woven in square, rectangular, and round configurations, and
the main designs are geometrical, inspired by parallel con-
cepts of Mamluk art. The five-unit field in the Simonetti
Carpet is less common than the simpler one or three units.
Mamluk carpets are distinguished by the limited but rich
combination of red, light blue, and green, and sometimes
the rarer khaki brown and yellowish beige. They were gen-
erally woven in wool, although one outstanding example in
the Vienna Museum of Applied Arts is in silk.

There is a great interplay of designs on the Simonetti Car-
pet, with the usual Mamluk combination of eight-pointed
star or eight-lobed rosette radiating into an octagon and
then into a square. Each development is emphasized by the
constantly changing outlines of the concentric octagons in
the square. A lively mixture of forms covers every surface
with stars, leaf forms, papyrus plants, lancet leaves, pal-
mettes, chalicelike motifs, cypress trees, vines, tear drops,
arabesques, and bead-and-reel motifs. A typical Mamluk bor-
der of cartouches and rosettes encloses the field.
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45 Carpet (detail)

Egypt (Cairo); Mamluk period, end 15th or beginning 16th c.
Wool, Senneh knot, ca. 100 per sq. in.; 29 ft. 7 in. x 7 ft. 1% in.
(9.02 x 2.43 m.) Fletcher Fund, 1970 (1970.105)
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46 Deep Dish (brasero)

Spain; ca. 1430

Earthenware, glazed, stain and luster painted;
D. 17%in. (45.1 cm.)

The Cloisters Collection, 1956 (56.171.162)




DEeeP DisH

The luster-painted ware of Nasrid Spain ultimately owes its
existence to the objects produced in that technique in ninth-
century Baghdad. Moving westward from Baghdad, first to
what is now Tunisia and then to Algeria, the technique ap-
peared subsequently in late eleventh-century Spain, where
it gave rise to an important center in Malaga. Production in
this city led directly to the so-called Hispano-Moresque
luster-painted wares.

This deep dish, or brasero, bears witness to the long Is-
lamic tradition behind its production. Its major motifs—the
cobalt-blue palmette tree, the pseudo-Kufic designs in the
cartouches surrounding the central roundel, and the tightly
coiled spirals on the wide flat rim—are all drawn from the
[slamic repertoire.

TEXTILE

Under the Nasrids, the last ruling Islamic dynasty in Spain,
weavers created a great variety of textile patterns based on
a vertical succession of bands bearing geometric and vegetal
motifs as well as inscribed designs in Kufic and Naskh scripts.
The interplay of line and color, and the forceful combina-
tion of gold and red in harmony with black, yellow, white,
green, and blue, enrich and enliven a somewhat formal
scheme. The patterns recall the tile and painted stucco dec-
orations on the walls of the Alhambra in Granada, the seat
of the Nasrid government.

47 Textile

Spain; Nasrid period, 14th—15th c.
Silk, compound weave;

40% x 14% in. (102.6 x 37.5 cm.)
Fletcher Fund, 1929 (29.22)







PARADE HELMET

This helmet is traditionally said to have been that of Abu
‘Abd Allah Muhammad (r. 1482—-83, 1487-92), the last
Nasrid king of Granada. The Nasrids ruled over the last
Muslim kingdom of Spain and are remembered chiefly for
their having built the Alhambra. Two other helmets, also
European in form but with Islamic decoration, are preserved
in the Royal Armory in Madrid. Together, these constitute
the only surviving examples of armor from the Nasrid
period. The Museum’s helmet is of gilt steel elaborately dec-
orated with tooled designs and stylized inscriptions. It is set
with cloisonné enamels. This kind of decoration has close par-
allels with sword fittings and jewelry of the late Nasrid period.

48 Parade Helmet
Spain; Nasrid period, late 15th c.

Steel overlaid with gold and silver and set
with cloisonné enamels; H. 77 in. (20 cm.),
W. 8% in. (20.7 cm.), L.. 10% in. (26.7 cm.)
Purchase, The Vincent Astor Foundation
Gift, 1983 (1983.413)

49 Sword and Scabbard
Spain (Nasrid); late 15th ¢
Steel, copper gilt, enamel, scabbard
embroidered with silver; sword: 37 in.
(95.3 cm.) scabbard: 30V, in. (76.8 ¢m.)
Roger’s Fund, 1904 (04.3.459ab)

SWORD AND SCABBARD

The ceremonial nature of this sword is evident in the luxu-
rious nature of its fittings and in the use of dragon heads
at the tips of its quillons. “Dragon swords” were popular
throughout the Islamic world from at least the fourteenth
century. Ceiling paintings in the Sala de Justicia of the Al-
hambra in Granada depict elaborate weapons of this type
held by a number of Nasrid princes. Very likely, the one
reproduced here was once owned by such a nobleman.
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50 Koran Stand

West Turkestan; 1360

Wood;

51%4x 16%1n. (130.2 x 41 cm.)
Rogers Fund, 1910 (10.218)

Opposite: detail
For Koran on stand, see Plate 37

KORAN STAND

This beautiful object tells the viewer a great deal about its
own history. It bears an inscription that identifies its patron,
who had it made for a madrasa (theological college) that he
had endowed. The master carver was one Hasan ibn Sulay-
man from Isfahan, who finished it in the year 1360. A superb
fourfold Allah in slim, elegant Thuluth covers the upper part
of the stand; on the lower part, above a poetically shaped
cypress tree, are inscribed the blessings upon the Prophet
and the twelve imams. Small quadrangles contain in square
Kufi short sentences about God’s power and rule.

As the reference to the imams shows, the patron was a
Shiite, and his school may have been founded for the prop-
agation of the Shia persuasion of Islam, which, 140 years
later, was made the official religion by the Safavid ruler,
Shah Isma'il.
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51 “Pair of Eagles”: Leaf from the Manafi-ye Hayavan
(The Usefulness of Animals) of Ibn Bakhtishu*

Iran; beginning 14th c.
Colors, gold on paper; 5% x 6%16 in. (14.6 x 15.7 cm.)

Rogers Fund, 1918 (18.26.2)
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52 “Bahram Gur Entertained by the Daughters
of Barzin”: Leaf from a Shah-nameh

Iran; Mongol school, early 14th c.

Ink, colors, gold, silver on paper;

2% x 4% in. (6 x 12.1 cm.)

Rogers Fund, 1969 (69.74.6)



PAIR OF EAGLES

The Book of the Usefulness of Animals, a tenth-century Arabic
treatise written in Baghdad, is the animal equivalent of
Dioscorides’ Herbal. The birds, animals, serpents, fish, and
insects are described; their habitat given; their properties,
habits, peculiarities noted; and their various uses for man-
kind catalogued. The treatise was translated into Persian,
and an early illustrated Persian manuscript, dated to the
late thirteenth century and made in Maragheh in north-
western Iran, survives and is in the collection of the Pierpont
Morgan Library. A second dispersed manuscript, to which
our leaf belongs, also survives and on stylistic grounds can be
placed close to the Morgan manuscript in date and location.

This is one of the earliest manuscripts to show the influ-
ence of Far Eastern art. The Mongols had conquered Bagh-
dad and put an end to the Abbasid caliphate in 1258. They
settled down as dynastic rulers in Iran but retained ties with
their Mongol brethren, the Yuan rulers of China. For the
first time, therefore, we see in Persian painting flowers such
as lotuses and peonies from the Chinese pictorial repertoire,
a softening of the palette to reflect Chinese washes, and the
attempt at a calligraphic approach to drawing. And yet, the
picture remains rooted in the Islamic painting tradition.
There is a two-dimensionality reinforced by the use of the
page itself as the background. The standing eagle, the little
hills, and the foliage all rest on a ground line at the bottom
of the picture, while a conceptual vision of the sky stretches
like an inverted canopy across the top of the painting. Most
of all, for all their lively and almost intense interaction, the
pair of eagles are highly decorative birds, forming a central
part of a composition basically designed to please the eye
rather than instruct the mind.

BAHRAM GUR ENTERTAINED
BY THE DAUGHTERS OF BARZIN

The Shah-nameh, the Persian national epic, written by the
poet Firdausi in the late tenth to early eleventh century,
recounts the history of Iran from the dawn of civilization to
the extinction of the Sasanian dynasty at the hands of the
Arab invaders. History blends with myths and legends.

In this epic, Bahram Gur, the Sasanian ruler Bahram V
(r. A.0. 420—438), is the ideal king; a great hunter, a great
lover, a lavish host, and a fearless warrior. In the episode
illustrated here, Bahram’s favorite black falcon, a gift from
the emperor of China, has flown away while out hunting
and has been tracked by the shah to the estate of a local
landlord, Barzin. There he finds his lost falcon and is enter-
tained in the garden by Barzin and his three daughters, as
depicted in the miniature. The shah is so delighted with
the daughters and their talent for playing the harp, singing,
and dancing that he asks for their hands in marriage.

This enchanting miniature exhibits an indigenous picto-
rial spirit that has inhaled a light breath from the Far East.
There is a grassy ground line studded with flower heads
along the base of the picture. It also encircles the garden
pool, which in turn is drawn from a bird’s-eye view for con-
ceptual clarity. The trees, with their twisting branches and
patterns of individual leaves, look more like compositional
fillers than integral landscape elements. In a less developed
pictorial phase, the figures would all be placed along the
ground line, but here there is an attempt to place them in
space even if the sky and ground planes are not differenti-
ated. The maiden on the far side of the pool seems to dance
precariously at its rim. The dense floral patterning of the
costume with the inclusion of peony blossoms and the soft
pastel palette are the result of influences from China.
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53 “The Funeral of Isfandiyar”: Leaf from a Shah-nameh
Iran (Tabriz); ca. 1330-35

Colors, gold on ﬂaper; 8% x 11%in. (22 x 28.9 cm.)
Purchase, Joseph Pulitzer Bequest, 1933 (33.70)

Below: detail

THE FUNERAL OF ISFANDIYAR

The Shah-nameh ranks among the most frequently illustrated
works of literature in Persian culture, particularly in the
fourteenth and fifteenth centuries. In the miniatures that
survive in this particular manuscript, there is a discernible
preoccupation with death. The deaths seem to be the result
of fate, but at a deeper level, they are linked to the ambi-
tions, betrayals, intrigues, sacrifices, and loyalties that are
inexorably bound to the role of rulers. The transitory qual-
ity of life and inevitability of death are also threads that link
the illustrations with what appear to be the preoccupations
of a particular patron, possibly Ghiyath ad-Din, the son of
the vizier of the Il-Khanids, Rashid ad-Din, who was exe-
cuted in 1318. Having managed to put his own royal candi-
date on the throne, Ghiyath himself became vizier in 1328,
and was in turn executed in 1336.

The miniature in Plate 53 illustrates the funeral of Isfan-
diyar, one of the great prince-heroes of the epic, slain by

the hand of Rustam, the greatest warrior-hero in the poem,
in a duel that neither, by a combination of circumstances,
character, and fate, could avoid. The artist has vividly de-
picted a Mongol royal funeral: The coffin, carried by mules,
is topped by the costume and accoutrements of the de-
ceased, preceded by his mount, with the saddle reversed.
The mourners, with unadorned garments and uncovered
heads, are tearing their hair and robes as they lament. A
close look at the individual faces reveals the multiplicity of
ethnic types that made up the population in this period of
northwest Iran, the center of II-Khanid culture and power.
The prominence of calligraphic lines in the drawing and
the wash colors reveal the impact of Chinese artistic influ-
ences, as does the shape of the clouds beneath the arc of
the sky. The three geese are derived from the Buddhist tra-
dition with which the Mongols had frequent contact; they
were thought to transport the soul to heaven.

73






BowL

Chinese influence during the Late Medieval period was not
confined to iconography. Chinese celadon-glazed wares were
highly valued and imitated in Iran and in Egypt, although
their color was only rarely duplicated successfully.

The decoration on the interior of this bowl—three fish
encircling its base—closely parallels that on the Chinese pro-
totypes. The hemispherical shape of the bowl, its low nar-
row foot, and the radiating petal patterns in relief on the
outside reflect the shape and exterior decoration of the
celadon-glazed petal-backed bowls from the Lung-ch’uan
kilns. The shape was found among bowls of various decora-
tive techniques during the late thirteenth and early four-
teenth centuries, especially in Iran.

54 Bowl (two views)

Iran; st half 14th c.

Composite body, applied(?) decoration
and glazed; D. 11%1n. (28.6 cm.)

Gift of Mrs. Horace Havemeyer, in
memory of her husband, 1959 (59.60)

TILE

Luster-painted tiles generally appear to decorate mosques
and tombs in Iran. Records indicate that this dated tile and
others from the same now-dispersed frieze came from the
shrine of ‘Abd as-Samad in Natanz. It has been attributed
as the work of Yusuf, the last recorded luster potter from
the prominent Abu Tahir family in Kashan, a city in central
Iran.

The Koranic inscription, formed by molded blue relief
letters, is in Arabic Naskh script; it is placed on a rich brown
luster ground on an opaque white glaze. Birds inhabit the
leaty ground and are frequently found on such tiles. It is
unusual to have the heads defaced, though, and probably it
is the result of an act of iconoclasm.

55 Tile

Iran (Kashan);

II-Khanid period, dated March 1308
Composite body, molded, glazed, luster
painted; 14V x 144 in. (36.2 x 36.8 cm.)
Giftof Emile Rey, 1912 (12.44)
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PrAYER NICHE

This prayer niche (mihrab) from Kashan is extraordinary
not only for its fine tile work but also for its variegated in-
scriptions. The outer panel contains in bold Thuluth char-
acters a Koranic saying (Sura 9, verses 18—22) that speaks of
the duties of the faithful and the heavenly recompense of
those who build mosques. The actual niche is surrounded
by a hadith in a Kufic-like style in which the five Pillars of
Islam are enumerated: profession of the faith, ritual prayer,
alms tax, pilgrimage to Mecca, and fasting during the month
of Ramadan. Another hadith in the center of the niche
states that “the mosque is the house of every pious person.”
The introductory formula and the four texts are each done
in a different style of calligraphy.

56 Prayer Niche

Iran; ca. 1354

Composite body, glazed; 11 ft. 3in. x 7 ft. 6 in.
(3.93x2.89m.)

Harris Brisbane Dick Fund, 1939 (39.20)

TOMBSTONE

This tombstone in the shape of a prayer niche is dated “4.
Muharram 753” (February 22, 1352). It was made for a spir-
itual guide, Mahmud ibn Dada Muhammad al-Yazdi, who is
described with high-flown titles, such as “mightiest shaykh,”
“connected with the Lord,” and “perfect spiritual guide of
eternal rank.”

The epigraphy on this tombstone of whitish limestone is
impressive: the outer border contains Sura 112, the profes-
sion of God’s Absolute Unity, in an elegant, slightly foliated
Kufi on an arabesque ground; the second panel gives the
name, qualities, and date of death of the master in good,
very rounded Thuluth; and the inner border contains Sura
3, verse 18 and part of verse 19 in square Kufi. The square
in the upper part above the niche has the profession of faith
in its Sunni form in quadrangular Kufi, and the inscription
inside the niche quotes, in the same style, Sura 40, verse 16:
“And to whom belongs the kingdom today? To God the
One, the Overpowering.” Thus, the central sentences of the
Muslim faith are inscribed in this stone, reminding the visi-
tors of the truth that everything on earth must perish, and
only God’s reign endures throughout eternity.

The stone bears a small signature of the master, which,
however, cannot be read due to some lacunae in the text.

57 Tombstone

Iran; A.H. 753/A.0. 1352
Limestone; 32¥ x 21¥% in.
(83.2x55.2cm.)

Rogers Fund, 1935 (35.120)
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58 “Jonah and the Whale”: prob. Illustration of the

Jami ‘al Tavarikh (Universal History) of Rashid ad-Din
Iran (prob. Tabriz); ca. 1400

Colors, gold on paper; 12¥i6 x 18'%i6 in. (21.9 x 48.1 cm.)
Purchase, Joseph Pulitzer Bequest, 1933 (33.113)
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JONAH AND THE WHALE

Together with the Medieval Islamic tradition of grandly pro-
portioned illustrated histories, there was a parallel tradition
of monumental paintings on cloth or paper that were held
aloft while the story or poem was recited to a spellbound
audience. Since there is no text accompanying this painting,
it probably belonged to the latter category. While the story
of Jonah and the whale, referred to in the Koran, was pop-
ular in the Islamic world, this picture was probably based
on illustrations of Rashid ad-Din’s famous history, which,
following the pattern of Islamic historiography, began with
Adam and finished with the author’s own contemporary
world. Rashid ad-Din was a vizier of the Il-Khanids in the
early fourteenth century and a great scholar and patron
of the arts as well.

In this painting, the whale, actually in the form of a carp,
is in the act of disgorging Jonah onto the shore under a
gourd vine. This scene can also be found in Western Medi-
eval illustrated manuscripts. The sea with its neatly overlap-
ping arcs of waves is, like the carp, derived from Chinese
prototypes, but there is nothing Far Eastern about the spirit
of the painting. The curving body of the fish fills the center
of the composition, while the massive angel above it runs
through the air with spread wings, seeming to emphasize
God’s power and dominance over the world. Jonah, submis-
sively reaching for his clothes, reveals his awareness that his
fate is dependent on the beneficence of the Lord. The core
of Islam, submission to the will of God, is dramatically
brought forth in this appealing picture. The artist has em-
ployed the bright palette, strong outlines, and decorative
details basic to Persian painting.

OVERLEAF:

FRONTISPIECE OF QAZWINI’S
COSMOGRAPHY (Pages 80 81)

Qazwini, who died in 1283, was the first author to compose
a cosmography in Arabic, and his work was copied time and
again in the Islamic world. This frontispiece to his work,
‘Aja’th al-makhlugat, contains the name of the author and the
title of the work in two roundels surrounded by some of the
mythical creatures with whom the work deals. A Persian
verse in powerful Thuluth script also indicates the subject
matter of the book: the first things created were Intellect
and Soul, then the sphere, the four elements, and finally
the mineral, vegetable, and animal kingdoms.

The quality of writing and the fine arabesque decoration
suggest that the manuscript must have been copied for a
high-ranking patron. Most probably, the page belongs to a
Qazwini manuscript dated 1421, which was produced in
Shiraz during the reign of Prince Ibrahim Mirza (d.1433),
the artistically minded grandson of Tamerlane, who him-
self was an excellent calligrapher.
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59 Frontispiece of Qazwini’s

‘Aja’ib al-makhlugat (Cosmography)
Iran; 1414-35

Ink, colors, gold on paper; overall,
9% x 12% in. (23.2 x 30.5 cm.)
Fletcher Fund, 1934 (34.109)

Page 79: text
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THE EAVESDROPPER

The subject matter of this idyllic scene may resemble a fairy
tale, but the scene reflects the sort of garden pavilion set-
‘ting actually enjoyed by the Timurid princes in their capital
of Herat in Khorasan (the eastern Iranian province partly in
present-day Afghanistan). The gardens often had a variety
of trees bordering their walls; part of the garden was kept
wild and filled with a variety of fruit trees, shrubs, flowers,
and whenever possible, running water. The Timurids then
constructed pavilions within these serene spaces and used
them for both leisure and official pursuits.

The tale illustrated here recounts the strange adventures
of a youth who found himself locked out of a surpassingly
beautiful garden he owned. From within, he could hear
music, singing, dancing, and laughter. After he had suc-
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ceeded in breaking in and had proved that he was indeed
the owner, the beautiful nymphs he found there led him to
an attic from which he was permitted to gaze upon them as
they frolicked in the pool, danced, and sang. In the end,
and only after a number of mysterious mishaps, he was per-
mitted to marry one of the nymphs and live happily ever
after in the garden. In the Museum’s miniature, the youth
can just be seen peeping from an upper window.

This story was told to Bahram Gur by one of the seven
princesses from the seven climes of the world with whom he
had fallen in love after looking at their portraits and had
later married. He visited each one on a different day of the
week. The story illustrated here was told by the Persian prin-
cess in the White Pavilion on Friday.

60 “The Eavesdropper”: Leaf from the Haft Paykar

(Seven Portraits) of the Khamseh (Quintet) of Nizami
Iran (Herat); ca. 1426

Colors, gold on paper; 9x 5 in. (22.9 x 12.5 cm.)

Gift of Alexander Smith Cochran, 1913 (13.228.13 {.47a)

61 Bowl

Iran; 2nd half 15th c.

Composite body, underglaze painted and
incised; D. 12% in. (31.4 cm.)

Mr. and Mrs. Isaac D. Fletcher Collection,
Bequest of Isaac D. Fletcher, 1917 (17.120.70)



BowL

This hemispherical bowl belongs to a series of wares made
from the second half of the fifteenth through the seven-
teenth century and now known as Kubatchi, from the name
of the town in the Caucasus where many of these pieces
were found in the nineteenth century. This bowl is one of a
rare early group in the series characterized by a design of
ogee panels encircling a central roundel—all of which bear
vegetal motifs—reserved on a black ground distinguished
by incised, predominantly spiral designs. A brilliant tur-
quoise glaze covers the entire bowl. The four known dated
pieces of this group range from 1469 to 1495. They consti-
tute the only three-dimensional ceramic objects that can be
securely placed in fifteenth-century Iran.




LOVERS AND ATTENDANTS IN A LANDSCAPE

Under the Mongol and Turkman dynasties, Tabriz was a
major crossroads of trade for merchants from China, Cen-
tral Asia, Europe, and India. Because of this, Chinese bronzes
and textiles, European prints, a Hellenistic bronze mirror,
Byzantine and Indian textile patterns all provided motifs to
Tabriz artists.

In this miniature, the boldly ornamental flowering tree
and plant (seen in the lower right) and the dragons and
phoenixes embroidered on collars and shoulders were based
upon Ming patterns. The Tabriz artist, however, entirely
transformed them, surcharging the forms and thus aban-

62 “Lovers and Attendants in a Landscape”
Iran (‘Tabriz); ca. 1480

Opaque watercolor on silk; 8% x 117 in.
(21.6 x 30.2 cm.)

Cora Timken Burnett Collection of Persian
Miniatures and Other Persian Art Objects,
Bequest of Cora Timken Burnett, 1956
(57.51.24)

doning traditional Chinese harmoniousness. Although un-
der the Aq-Qoyunlu Sultans Uzun Hasan (r. 1457-78) and
Ya‘qub (r. 1478-90) Tabriz painting is as marvelous as that
of Herat under Sultan Husayn Bayqara, it is far more ex-
cessive, visionary, and audacious. Whereas the restrained
and cerebral Timurid master Bihzad of Herat disposed his
penetratingly observed, portraitlike figures logically in space,
the freely expressive Turkman artist—probably Shaykhi or
Dervish Muhammad—painted far more broadly and floated
his lively but unspecific characterizations in a dramatic never-
never land.




63 “Four Captive Demons”
Iran (Tabriz); ca. 1465
Opaque watercolor on silk;
7'%h6 x 13%in. (20 x 34 cm.)
Harris Brisbane Dick Fund,
1968 (68.175)

Four CaprTivE DEMONS

Should one laugh or flee on seeing these apparently captive
but gloweringly dangerous jinn (fire-born evil spirits)? Re-
luctantly attending to daily chores, they might be wild slaves
of the elegant lovers seen in the preceding picture, which is
traceable to the same tradition and was painted on almost
identical silk. Exemplifying the attraction of an orderly elite
to the lowly and chaotic, these wrinkled, spooky, and hir-
sute creatures, capable of shamanistic exorcisms, represent
the city’s fascinating heterogeneity.

The germinant art of the cosmopolitan Ag-Qoyunlus of
Tabriz spread far in time and space. It greatly enriched not
only the ornament and figural painting of the Safavid suc-
cessors at Tabriz—and through them influenced Mughal
art—but also provided talent and ideas to the Ottoman
Turks and to the Indian sultanate of Golconda, a cadet
branch of the Turkman house in the Deccan. Golconda, in
turn, sparked continuations of the Turkman style in Rajas-
than well into the nineteenth century.

OVERLEAF:

SHIRT OF PLATE AND MAIL AND HELMET (Pages 86-87)

Armor and helmets of this type were popular in Anatolia,
Iran, and the Caucasus from the fourteenth to the sixteenth
century; surviving examples are inscribed with the names
of Ottoman, Agq-Qoyunlu, and Shirvani rulers. A Venetian
ambassador to the court of an Aq-Qoyunlu who ruled from
1457 to 1478 wrote that they wore armor made of “iron in
little squares and wrought with gold and silver, tacked to-
gether with small mail.” In addition to the helmet and shirt,
a warrior would have been equipped with arm and leg guards
and would have been mounted on a horse protected by a
bard of mail and plate armor.

It is often difficult to determine where specific pieces were
crafted, but these examples are probably Iranian. The hel-
met is signed by Ustad (master) Husayn and, in addition to
a series of generalized royal titles, is also inscribed with part
of a verse by the poet Sa‘di.

The large helmet was designed to be worn over a turban
or with considerable padding, and originally it was fixed
with an aventail of mail that covered the warrior’s entire
neck and face so that only his eyes were visible behind this
cloak of iron. Perhaps it is for this reason that warriors thus
armed are described as looking like young lions.
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64 Helmet

Anatolia or northwest Iran; 2nd half 15th c.

Steel or iron; H. 12¥%1in. (32 cm.)
Rogers Fund, 1904 (04.3.215)

Page 85: text

65 Shirt of Plate and Mail

Anatolia or northwest Iran; 2nd half 15th c.
Steel, gold, silver; overall H. 31 in.

(78.7 cm.), waist plate: H. 10% in. (26.7 cm.)
Rogers Fund, 1904 (04.3.456a,b)

Page 85: text
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GoLbp RING

The cast gold and jade seal ring illustrated here may have
developed out of a type of ring current in Early Medieval
Iran since they have several important features in common:
the technique of casting followed by a significant amount of
chasing; shanks that have zoomorphic terminals and are dec-
orated on two levels; and a lozenge adorning the exterior
center of the shank. Miniatures of the Late Medieval Period
attest to the fact that rings with a large bezel whose lower , h )
.. . . set with nephrite sealstone;
section is in the form of an inverted cone were in vogue at H. 1% in. (3.5 cm.), D. Lin. (2.5 cm.)
that time. The great similarity of the dragons, here flanking Rogers Fund, 1912 (12.224.6)
the bezel, to those on the handles of a series of brass and
jade jugs dated or datable to the fifteenth century and the
first quarter of the sixteenth, provides further evidence for
the dating of the ring to this period. Additionally, the in-
scription on the sealstone contains a prayer to ‘Ali, son-in-
law of the prophet Muhummad, that appears on several
objects of the later fifteenth century and early sixteenth.
The type of sealstone in this ring represents the earliest
Islamic group made of jade, and is associated with the fif-
teenth-century school of jade vessel manufacture perhaps
at Herat.

66 Ring (two views)
Iran or Transoxiana; early 16th c.
Gold, cast and chased,

67 Quillon Block

Samarkand; Timurid period, ca. 1450
Nephrite;

1'6x4x 1% in. (5x10.2x 2.9 cm.)

Gift of Heber R. Bishop, 1902 (02.18.765)

88



N A2l Womep e

68 Jug

Iran (Khorasan, prob. Herat); Safavid period, early 16th c.
Cast brass, inlaid with silver and gold, black paste;
H.5%in. (14 cm.), D. of top 3% in. (9.2 cm.)

Edward C. Moore Collection, Bequest of Edward C. Moore,

1891 (91.1.607)

QuiLLoN Brock

The quillon block is that part of a sword hilt that runs
horizontal to the blade, protecting the hand from a cutting
blow. This example would originally have been fitted to a
faceted grip of nephrite and to a small slightly curved blade.
Several sabers of this type are preserved in the Topkapi
Saray Museum in Istanbul; and all were probably made at
Samarkand in the court workshops of the Timurid ruler
Ulugh Beg (r. 1417—49). Jade carving was well developed at
his court, and the finely carved dragon heads were no doubt
executed by a master craftsman working in the Chinese style.
Dragons were a popular motif for Islamic craftsmen at this
time and can be interpreted as symbols of royal or even
divine power.

Although they are particularly apt when used on a sword
hilt, they were also carved on a variety of other objects. One
can be found on a tankard made for Ulugh Beg, now in the
Gulbenkian Collection in Lisbon.

Juc

Pot-bellied drinking jugs with this easily recognizable shape
were a feature of the Herat school under Timurid rule in
the second half of the fifteenth century, and also under the
succeeding early Safavid period. The features of these jugs
are the globular belly resting on a ringfoot, and the cylin-
drical neck separated from the body by a torus molding,
and accented by the molded top. Many jugs still retain their
distinctive dragon-shaped handle as well as a small rounded
cover. In this example, fine inlays of floral and vegetal scrolls
and rows of lobed medallions decorate the surface. A black-
ish substance highlights the finely hatched ground. An Ara-
bic inscription in cursive Naskh contains an invocation to ‘Ali.
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69 “A Funeral Procession”: Leaf from the Mantiq al-Tayr
(Language of the Birds) by Fanid ad-din ‘Attar, calligraphy
by Sultan-'Ali al-Mashhadi, miniature prob. by Bihzad

Iran (Herat); 1486

Colors, gold on paper; 9 x 5% in. (23.5 x 13.7 cm.)
Fletcher Fund, 1963 (63.210.35)

Below: detail

A FUNERAL PROCESSION

Whereas painting under Prince Baysonghur had been much
concerned with court ceremonial and royal ways, under the
last Timurid to rule in Iran, Husayn Mirza Bayqara, and the
school of the great painter Bihzad an interest in the natu-
ral world and everyday life was added to the artistic reper-
tory without in any way diminishing the perfection demanded
of this miniature world.

Like many other mystic poets, ‘Attar (d. ca. 1220) wrote
primarily about the yearning of the mystic to become one
with God, but he added a wealth of anecdotal material to
elucidate and illuminate the meaning of the mystic experi-
ence. Here he writes of a son grieving at the coffin of his
father. A sage tells the son that his father had suffered the
same experience at his own father’s death. When it comes
to death, said the sage, the glories of this world are as mean-
ingful as holding the wind in one’s hand. In illustration of
this touching passage, the artist has depicted just the sort of
burial ground in widespread use in his native Khorasan dur-

ing the fifteenth century and has given a detailed rendition
of a funeral in progress and the preparation of the grave
site. There are some extraordinary tombs in the Islamic
world, such as the Gur-i Amir, tomb of Timur in Samarkand,
or the Taj Mahal in Agra, usually consisting of a domed
edifice. But in much of Khorasan a simpler practice pre-
vailed. Tombs were simple structures on a platform, left
deliberately open to the sky, but generally within a walled
enclosure, and frequently surrounding or in close proxim-
ity to the shrine of a saint.

In drawing, coloring, and composition, the rendering of
figures, architecture, and landscape setting, this painting is
a superb example of the school of Bihzad and was probably
painted by the great master himself. As can be seen, the
painting has been carefully remounted on a colored gold-
sprinkled leaf. This was done around 1600, when the manu-
script was refurbished as a gift to the family shrine at Ardabil
by the Safavid ruler Shah ‘Abbas the Great.
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THE Di1van oF SULTAN HusAayN BAavyQarA

This unusually appealing manuscript in Chaghatay Turkish
was copied at Herat for its royal author, Sultan Husayn
Bayqara, the last great Timurid ruler, a notable poet, states-
man, and patron of the arts and literature. The superb
Nasta’liq script is the work of Sultan Husayn’s most gifted

92

calligrapher, Sultan-‘Ali of Mashhad, who completed it in
1500, six years before Herat and its ruler fell to Shah Isma‘il,
founder of the Safavid dynasty.

The joyous borders are masterpieces of ornamental paint-
ing. If not attributable to the great painter Bihzad, they are



nonetheless unique in their lyrical washes of color and vig-
orously lyrical design. Among the more stunningly inven-
tive are several pairs of zoomorphic fantasies. Boldly rhyth-
mic, with surprising animal, bird, and dragon masks, they
bring to mind the incident often described in Muslim litera-

ture related to Alexander the Great: Supposedly, during
the course of his apocryphal Eastern adventures, Alexan-
der came upon the oracular talking tree, the waqwag, from
the foliage of which sprouted masks similar to those seen
here, warning him against trying to conquer India.

70 Double Page from the Divan of Sultan
Husayn Bayqara

Iran; 1500

Ink, colors, gold on paper; 10% x 7V4 in.
(26.7 x 18.4 cm.)

Purchase, Richard S. Perkins and Margaret
Mushekian Gifts, 1982 (1982.120.1)
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PORTRAIT OF A SUFI

Portraits as telling as this are rare in the Turko-Iranian tra-
dition, which usually avoids piercing completeness. Impelled
by the sitter’s evident spiritual power—or by the patron’s
guidance—the artist has focused upon his muscular, com-
pact body and singular profile, tracing every sinuous curve
of eye, nose, mouth, and curling hair, and defining him as
scholarly, intellectual, and devout. The very existence of the
miniature implies that this intense man telling his prayer
beads was revered at court, while his pointed cap identifies
him as a Sufi. His eminence and dignity bespeak orthodox
affiliation; and it is likely that he was a Pir, an elder of a Sufi
order, probably of the Nagshbandis, a strictly orthodox Sufi
order to which most of the members of the Herat and Cen-
tral Asian aristocracy belonged.

This remarkable portrait is in the style of the Uzbek school
of Bukhara, where Sultan ‘Abd ul-‘Aziz (r. 1530—-40)—a rival
to the Safavids in the realm of the arts as well as in politics
—employed followers of the wizardly artist Bihzad, whose
influence is evident in the polished and exacting view of the
world presented here. Color, line, ornament, and pose indi-
cate that this picture is probably by Shaykh-Zadeh, a pupil
of Bihzad at Herat who carried the Timurid style to Safavid
Tabriz, where he painted and also taught younger artists
before joining the ateliers of the Uzbek sultan. Shaykh-Zadeh
was greatly talented and original, and his influence was felt
in Mughal and Deccani India. As represented here in the
only portrait believed to have been painted by him, he was a
man of extraordinary personality.

71 “Portrait of a Sufi” prob. by Shaykh-Zadeh

Central Asia (Bukhara); ca. 1535

Colors, gold on paper; 1% x 7% in. (28.3 x 19.2 cm.)
Cora Timken Burnett Collection of Persian Miniatures
and Other Persian Art Objects, Bequest of Cora Timken
Burnett, 1956 (57.51.27)

THE NIGHT JOURNEY OF MUHAMMAD

The Mi‘raj or Night Journey of the Prophet on his human-
headed steed in an angel-filled sky had become, during the
fifteenth century, part of the standard pictorial repertoire
and often appeared as an illustration for the first poem of
the poet Nizami’s Khamseh (Quintet). This version differs
from the usual rendition in that the angels in their curling
clouds are considerably smaller in scale than the figure of
Muhammad who appears to move in his own space, separate
from theirs. This phenomenon brings him in closer prox-
imity to the mosque and the figures within it, the second
and most unusual part of the composition. The three holy
men are in a deep mystic trance, which not only enables
them to envision the scene above them but has such spiri-
tual power that the Prophet is actually drawn nearer to them.
Adding to the feeling of religious intensity is the holy light,

72 “The Night Journey of Muhammad on His Steed Buraq”: Leaf from
the Bustan of Sa‘di, copied by calligrapher Sultan-M uham<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>