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PREFACE

HE present work was planned some years ago and is comnecled with the official

duties of the author of the first part of the book, when in 1918 and 1919 ke had
to make a thorough examination of the whole of the well-known Archduke Rainer
coffection of Papyri in the National Library, Vienna. On this occasion, a number
of pieces among the finds from the Fayyim and al-Ushminayn came to light, con-
sisting of fragments of minialures, pem-drawings, skelches, book-ormaments, spe-
cimens made from engraved blocks, inlaid filigree works and book-bindings, — of
great importance for the history of the art of book-making in the [slamic world —,
a treasure that called for publication. In this collection all the pieces belonged to the
eariiest centuries of the Muslim era, and wherears the student of painting had hitherto
been wnable to find any cxamples from MSS. earlier than the thirfeenth century,
specimens could mow be made available from the ninth and tenth centuries, whick
throw light on the development of this branch of art and offer parallels from Egypt
to the frescoes of Sdmarrd, veproduced inm Professor E. HErzZFELD'S admirable
publication. Materials of the same kind for the history of Islamic art had also
to be sought for in other collections, and some slight, but important, resulls were
obtained by means of similar researches in the Papyrus collections of the Staatliche
Museen in Berlin, as well as in the Library of the Unsversily of Heidelberg and in
the Royal Library of Cairo.

Some progress had already been made in the preparation of a monograph dealing
with these materials, when the Panthzon S. 4., which kad already expressed its
readiness to undertake the publication. suggested that the whole period of Islamic
art should be covered, and that examples should, wherever possible, be obtained from
collections outside Austria and Germany. Under these civeumstances, it was found
desivable to divide the whole work into two periods, (1) the early Dslamic, from
the seventh to the twelfth century inclusive, and (1) from the thirteenth io the eight-
eenth century. The latter period was undertaken by Sir Twosas W. Aavoro,
and thus a comprehensive account is furnished by our joint labours, fo which we
have given the title of The Islamic Book.

The publishers have generously provided iflustrative material in the form of
plates, and tllusirations in the text, len of whichk are wn colowr. The reader is hereby
not only enabled to form a clear idea of the magnificent colouring of the Persian
miniatures, but a special difficulty is removed in connection with the examples be-
longing to the early lslamic period. In their case, the colours have suffered severe
chemical changes, partly in consequence of the process of disintegration to which
they have been exposed for almost & thousand years, 5o that it is not possible in every
instance to be sure of the original shades of colour. Wherever possible, a description
of them has been given in the text. Buf since even the most minute description, which
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in spite of all efforis must leave voom for uncertainly, cannof entirely replace the
shades of colour themselves, the most important picces kave been given here in co-
lowr, and the firm of Max [AFFE of Vienna has in a masterly manner succeeded
in reproducing the appearance of the originals.

In the case of the references to MSS., when only a number is given, the recto
is meant; the verso is indicated by b, In note 71 only, a and b denote the columns
of the ftext.

For the spelling of oriental words and names we have followed, in the German
and English editions, the system of fransliteration adopted in the oriental journals
of these respective countries. [t was originally proposed to add o bidliography of
works on Islamic art that have appeared since 1914, but the comprekensive crifical
bibliograpky by W. ByOrksan and E. KURNEL has made this superjluous. So the
reader will find on p. 116 merely a list of the most important bibliographies. The
work by Dr. H. IpscHER, mentioned at the end of note 178, has been published now in
Berichte aus den preup. Kunstsammiungen XLIX (1928), pp. 86—90, under the
heading “Koptische Bucheinbinde aus Agypten™. Here are discussed:

No. 1, P. Bérol. 14022 (with reconstruction), p. 871, (¢f. here p. 40)

v 2 i 14021 (with picture of the original and reconstruction), p. 88
(cf. here p. 41)

e A . 14023 (with picture of the original and reconstruction), p. 88,
(ef. here p. 40)

' dF, - 14016 (with reconstruction), p.88-90 (c¢f. kere p. 42).

Finally, it is our pleasant duly to express our gratitude to all those who have
in various ways promoted the course of this work. In the first place acknowledgement
must be paid to the munificent and appreciative assistance rendered fo the author
of the first part of this book by the President of the Republic of Cseshoslovakia, Pro-
Sessor Dr. T.G. Masaryx, who enabled him to remain for several months in Egypt.
Thanks are due to him for making it possible to acquire for the present book valuable
material from the Royal Library in Cairo. The Ministry of Education in Prague
kindly grantsd leave of absence from academic lectures during this visit and made
an extra allowance for the expenses of the journey. For oblaiming materials from
Berlin and Heidelberg, the author of the first part of the present work recesved from
the Notgemeinschaft der deutschen Wissenschaft a grant for kis Papyri studies in
Germany, and desives to express his grateful thanks to His Excellency Staatsminister
Dr. Scasrre-Ozr and to Kultusminister Professor Dr. C. H. BEckER, who has
always shown the liveliest interest in these studies. Thanks are also due lo the au-
thorities of the Nationalbibliothek in Vienna, Director-General Professor Dy, J.
Brcx, as well as to Professor Dr, O. Smrraz, Dr. H. GERSTINGER and Dr. E.
WALLNER for facilities in the use of the collections vonder their charge,— to Prival-
Dozent Dr. Th. SEir _for information which ke readily provided on several occasions,
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— to Professor Dr.A.S1ix and Dyr. K. RATHE for thetr assislance in defermining
the colours. Further, we desire fo thank the authorities of the Austrian Museum
of Art and Industry in Vienna, the Directors of the Oriental Department and De-
partment of Manuscripts of the Prussian Staatsbibliotheke tn Berlin, — Professor
Dr. W. ScHUuBART, Keeper of the collection of Papyri in the Staatliche Museen in
Beriin, Conservator Dr. H, [85cHER; — Professor Dv. F. Breager, in charge
of the Schott-Reinkardt collection of Papyri in the University Library, Heidelberg,
and Professor Dr. W. S11tin, Direclor of the same Library, the Directors Dr. E.
Grarzr and Dr.G. LEIDINGER of the Bavarian Staatsbibliothek, Munich; Apov
Hair-BEy, Director of the Royal Library, Catro,— who unfortunately refired so
soon —, Conservator ALy Fixrr and Librarian Aumep Ramy; Dr, R. Noyax,
Keeper of the Library of the Museum of Arts and Crafts in Prague —; and the
Directors of the following Libraries, Universily of Edinburgh; British Museum,
India Office, Royal Asiatic Society, and Victoria and Albert Museum, London;
Bibliothégue Nationale, Pavis; Accademia dei Lincei, Rome ; and Royal University,
Upsala, for the use of photlographs of objects in their respeclive collections; — to the
Austrian CGovernment Press, Vienna, Caplain A. CRESwWELL, Casro, Director H.
Norzer, Professor Dr. F. SarrE and Professor Dr. [. STRZYGOWSKT for the use
of photographs and plates; — Mr. J. Nirratany for kis careful drawings of the
reconsiructions, — the self-sacrificing publisher for his willing acquiescence in our
wishes i regard o the gel-up of our book, — the printing-press of A. PRIES tn Leipsig
and the art-establishment of F. BRUCKMANN tn Hmﬂr&, as well as M. JAFFE of
Vienna, for their careful and admirable technical work. — Lastly the authors desire
to acknowledge thetr indebledness fo Mr. . ALran for the excellence of his trans-
lation of the first part originally written in German and to Mrs. M. GROHMANN,
Mr. [. Arran, Dr. Th. SEiF and C. WILKINS for reading of proofs.
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10,

- 2

I2.

13.

LIST OF PLATES

. Fragment of an illustrated manuscript of the IX—X cent. A. D. (Vienna,

Rainer Collection, Inv. Chart. Ar. 25612).

. Fragment of an illustrated erotic manuscript of the IX—X cent. A. D. (Vienna,

Rainer Collection, Inv. Chart. Ar. 25613a—=).

. A. Fragment of an illustrated collection of anecdotes IX—X cent. A. D.(Vienna,

Rainer Collection, Inv. Chart. Ar. 25615).

B, Pen-drawing on vellum (Vienna, Rainer Collection, Inv, Gr. Pap. jo511).
A. Fragment of an illustrated manuscript of the X cent. A. D. (Vienna, Rainer
Collection, Inv. Chart. Ar. 13682).

B. Frontispiece of an illustrated manuscript of the X cent. A. D. (Vienna,
Rainer Collection, Inv. Chart. Ar. 25751).

. Fragment of a literary text of the X—XI cent. A. D. (Vienna, Rainer Col-
lection, Inv, Chart, Ar. 7322).

. Design for an Ornament, pen-drawing on papyrus, IX-X cent. A. D. (Vienna,

Rainer Collection, Inv. Ar. Pap. 10047).

. A. Design for Ornaments, pen-drawing on paper, X—XI cent. A. D. (Vienna,

Rainer Collection, Inv. Chart. Ar, 25641).
8. Design for an Ornament, pen-drawing on paper, [rom al-Ushmiinayn,
XI-XIT cent. A. D. (Vienna, Rainer Collection; Inv. Chart. Ar. 25620).

. Pen-sketches from the Rainer Collection, Vienna. A. Inv. Ar. Pap. 10033,

IX—X cent. A. D. B, Inv. Ar. Pap. 10052, [X cent. A. D. Studies for arabes-
ques from the Fayyim. C.—D. Inv. Chart. Ar, 12514, XII cent. A. D. Studies
for flowers, arabesques and birds.

A. Amulet of the X cent. A. D. (Vienna, Rainer Collection, Inv. Chart. Ar.
25616). B. Amulet of the XI cent, A, D. (Vienna, Rainer Collection, Inv. Perg.
Ar. 322). c.—D. Fragment of a work on Tradition, XI-XII cent. A.D,
(Vienna, Rainer Collection, Inv. Chart. Ar. 1924 +25647)-

Vellum leaf of a Qur'an manuscript of the VIII cent. A. D. with ornamental
Siira divisions (Vienna, National Library, Mixt. 814, fol. 14).

Ornamented page from & Qur'an on vellum of the VIII-IX cent. A. D.
(Vienna, National Library, Mixt. 814, fol. 6b).

A. Ornamented page from a Qur'an on vellum of the VIII-IX cent. A. D.
(Cairo, Egyptian Library, Masdhif No. 194, fol. 62b),

8. Title page of a Ms. of the Hurda of al-Biisiri, dated 1345 A, D, (Vienna,
National Library, A: F. 4, fol. 1).

Title page of a Ms, of the Burda of al-Biigiri, dated 1340—41 A. D. (Vienna,
National Library, N.F. 381, fol. 1).

Amulet of the X cent. A. D. (Vienna, Rainer Collection, Inv. Chart. Ar, 7265).
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14.

16.

17.

18,

19.

20.

2%Y.

22,

23.

24.

25.

A, Vellum roll with Amulet text of the X cent. A. D, (Cairo, Egyptian Library,
P. Inv. 89).

8, Amulet of the X cent. A, D. (Vienna, Rainer Collection, Exhibition No.g42).
€. Amulet of the X cent. A, D. (Berlin, Staatliche Museen, Papyrus Col-
lection, P. 11970).

. Vellum roll with Amulet text of the X cent. A. D. (Heidelberg, University

Library, Schott-Reinhardt Collection, No. 1126),

Coptic leather binding of the VIII-IX cent, A. D, (Vienna, Rainer Col-
lection, Inv. No. 34).

A, Fragment of a Coptic shoe (Vienna, Rainer Collection, Inv. Ar. Pap.
10150).

B, Fragment of a shoe of the X—XI cent. A. D, Arabic. (Vienna, Rainer
Collection, [nv, Chart. Ar. 28003).

€. Coptic binding of the VIl cent. A. D. (British Museum; Department of
Manuscripts, Papyrus IV).

p. Coptic hinding of the VIII-IX cent, A. D, (Vienna, Rainer Collection,
[nv. Gr, Pap. 30502).

Coptic binding of the VIII-1X cent, A. D. (Berlin, Staatliche Museen, Papy-
rus Collection, P. 14018).

A. Copric binding of the [X cent. A. D, (Berlin, Dr. H. Ibscher’s Collection),
B, Coptic binding of the IX—X cent. A. D. (Briish Museum, Department
of Manuscripts, Or. 5000).

€. Fragment of a Coptic binding of the [X—X cent. A. D, (Heidelberg, Uni-
versity Library, Schott-Reinhardt Collection, No. 1240).

Coptic binding of the IX cent, A. D. (Berlin, Staatliche Museen, Papyrus
Collection, P. r4019).

Fragments of painted vellum end-papers of Coptic bindings. A. P. 14020,
VII cent. A. D. (Berlin, Staatliche Museen, Papyrus Collection). B. Inv. Gr.
Pap. 30504 (Vienna, Rainer Collection),

Arabic bindings of Qur'an manuscripts of the IX cent. A. D. in the Egyptian
Library in Cairo. A. Masahif No. 188, 8. Masahif No. 1g2.

A. Fragment of an Arabic binding of a Qur'an X—XI cent. A. D. (Vienna,
Rainer Collection, Inv. Chart. Ar. 14100b—c).

8. Reconstruction of the binding.

A. Fragment of an Arabic binding of a Qur'an. X—XI cent. A. D. (Vienna,
Rainer Collection, Inv. Chart. Ar. 28002). B. Reconstruction of the binding.
A. Arabic binding of the XI-XII cent, A. D). (Vienna, Rainer Collection,
Inv. Chart. Ar, 28001).

B. Reconstruction of the binding.
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26,

27.

28,

29.

30.

31.

3z.

33-

A. Fragment of a painted Coptic binding (Vienna, Rainer Collection, Inv.
Perg. Ar. 336). '

B, Fragment of an Arabic end-paper X—XI cent. A. D. (Vienna, Rainer
Collection, Inv. Chart. Ar. 25630).

€. Reconstruction of the circular ornament of Iny. Chart. Ar. 25630,

D.—E. Fragments of vellum end-papers of Arabic bindings X cent A. D.
(Vienna, Rainer Collection, Inv, Perg, Ar. 333, 357).

Fragments of Arabic end-papers X—XI cent. A, D. (Vienna, Rainer Collec-
tion). A. Inv. Chart. Ar. 25629. 8. Inv. Chart. Ar. 25627. . Inv. Chart. Ar.
25631.

Fragments of Arabic end-papers X—XI cent. A. D, A. Berlin, Staatliche
Museen, Papyrus Collection, P. 12802, 8. Reconstruction. ¢. Vienna, Rainer
Collection, Inv, Chart. Ar. 25653, D. Reconstruction.

Fragments of Arabic end-papers X—XI cent. A.D. (Vienna, Rainer Col-
lection). A, Inv. Chart. Ar. 14100. B. Inv. Chart Ar. 5604. . Inv. Chart.
Ar. 25640b, filigree work. D. Inv. Chart. Ar. 256404, filigree work.
Fragments of Arabic end-papers X cent. A, D. (Vienna, Rainer Collection).
A. Inv. Chart. Ar. 25636. B. Inv. Chart. Ar. 25654. ¢. Iny. Chart. Ar, 25639.
D. Inv. Chart, Ar. 25635. E. Inv. Chart. Ar. 25638.

Frontispiece of a translation into Arabic, ascribed to Johannes Grammaticus,
of the first book of Galen's treatise on Electuaries (Vienna, National Library,
A.F. 10, fol. 1).

The reverse of the same fol. gives the portraits of nine physicians who from
time to time compounded the theriac,

A. (id. fol, 2b). A boy bitten by a snake, cures himself by means of the berries
of the laurel-tree, and thus gives Andromachus the first idea of the composition
of the theriac.

B. (id. fol. 12b). A man bitten by snake calls two labourers to his rescue.

. A, (id. fol. 15b). Snakes being made to bite images of men, £ as to extract

their venom.
B, (id. fol. 128b). The story of a snake that rotted away when shut up in a

glazed jar of wine

. AlLQazwini, ‘d/a'sd al-Makhiagat. Munich, Bayerische Staatsbibliothek, Cod.

arab. 464, dated 678 A.H, (1279 A. D.),

A, (fol. 16b). The planet Jupiter represented as an old man reading a book.
B. (fal. 50b). Wild hairy men who live in the tops of the trees on an island in
the China Sea.

€. (fol. 60b). The queen of the island of Waqwiq, in the China Sea, with her
artendants.

XV



30.

37-

39:

A1,

42,

43.

45

46

-

From al-Athér al-Bigiya by al-Bironi. Edinburgh, University Library,
No. 161, dared 707 A. H. (r307-8 A. D.).

A. (fol. 7b). Muhammad preaching his farewell sermon.

B. (fol. 102b). Abraham destroying his father’s idols (Qur'dn, XXI, sg).

A. (id. fol. 111b). The false prophet, Bahafrid, telling a peasant that he had
just come down from heaven and had been commissioned by God to teach
a8 new religion.

B. (id. fol. 153b). Hindus sitting together in a pleasure-garden on a festival
day.

. A. (id. fol. 17). Physicians performing the Caesarian operation.

B, (id. fol. 105). The dead body of Mani exposed after his execution outside
the gate of the city of Jundi-Shapiir,

(id. fol. 194). Muhammad declaring ‘Ali, who carries his celebrated rwo-
pointed sword, his successor,

. A modern copy (probably of the XVII cent.) in a MS, of the same work,

Paris, Bibliothtque Nationale, Fonds arabe 1489, fol. 87.

Rashid ad-Din, /é@mi" at-Tawairikh. Edinburgh, University Library, dated
714 A.H. (1314 A.D.).

A. (fol. g). The Annunciation (Qur'dn, I, 37—43).

B. (fol. 14). The birth of Muhammad.

Mu'izzi, Diwan. London, India Office Library, Ethé¢ No. g12, dated 714
A.H. (1314 A.D.).

A. (fol. 1b)., The poet Mu'izzi who was court-poet in the service of Sultan
Sanjar (ob. 1157 A. D.), going out with his royal master to see the new moon
at the end of the fast of Ramadan.

B. (fol. 14). The poet Mu'izzi reading his poems ro the Sultan.

(fol. 1). Al-Hariri, Magamd?, frontispiece. Vienna, National Library, A.F. g,
dated 734 A.H. (1334 A.D.).

. A. (id. fol. 6b). Abni Zayd, after preaching a sermon against self-indulgence,

is found feasting on a roast kid and white bread, with a jar of wine.

B, (fol. 8b), Abl Zayd discussing poetry in the public library of al-Basra.
A. (id. fol. 42b). Abd Zayd among the revellers in the wine shop of ‘Ana.
B. (fol. 44b). AbG Zayd asking for alms, in the disguise of an old woman
with two starving children.

A, (id, fol. 48). While the narrator is on the pilgrimage to Mecca, Aba Zayd
and his son beg for food and a camel, to enable them to continue their journey,
B. (fol. 59); The merchant of Sinjar bidding farewell to the guests he had
entertained at a banquet.

47- A. (id. fol. 64b). Abd Zayd recovering from fever, is visited by his friends;

his son stands behind his father's pillow.

XVl



48.

49.

50,

51.

52.

33

55

56.

57-

58,

B. (fol. 87b). The narrator, having fallen into great poverty, secks assistance
at the tent of a wealthy traveller, whom he discovers to be Aba Zayd, who
had been richly rewarded for composing a eulogy on the governor of Tiis.
Amir Khusraw Dihlawi, Kkamsa. Berlin, PreuB. Staatsbibliothek, Or. fol. 187.
A. (fol. 41), Khusraw in the guise of a shepherd, meeting his rival, Farhid.
8. (fol. 112). The conflict with the elephant-eared hosts of Gog and Magog.
A. (id. fol. t8). A young man visiting a hermit.

B. (id. fol. 61b). Shirin and an attendant mourning over the dead body of
Khursaw, while the murderer escapes through the door of the bedchamber.
Farid ad-Din ‘Auar, Manfig at-Tayr. Berlin, PrenBische Staatshibliothek,
Or. oct. 268 (1456 A.D.).

A. (fol. 96b). The phoenix burning in the fire, while the other animals look on.
8. (fol. 114). The brethren of Joseph, suffering from famine, come to beg
corn from their brother in Egypt.

Nizami, Haft Paykar. New-York, Metropolitan Museum, Persian MSS.
No. 10.

(fol. 17b). Bahrim Gur exhibiting his skill in shooting to his lutist, Fitna,
who is seated on a horse in the centre of the picture.

Hauifi, Layld and Majniin. Berlin, PreuBische Staatsbibliothek, Or, oct. 149,
dated 941 A.H. (1534 A. D)),

A. (fol. 13b). A prince visiting a hermit.

B, (fol. 44). Majniin rubbing his face on the foot of a dog that had trodden
on the path along which Layla had walked.

Nizami, Khkamsa. London, British Museum, Dep. of. MSS., Or. 2263,
fol. 15b. Niishirwdn and his minister, Buzurjmihr, riding past a ruined

palace,

. Nizami, K/amsa. London, Library of the Royal Asiatic Society, MS. 246.

A, (fol, 227), Alexander and Plato,

B. (fol. 246). Alexander and Socrates.

Nizgami, Haf! Paykar. Berlin, PreuBische Staatsbibliothek, Diez. A. fol. 7,
fol. 201, probably of the early XVI cent. A.D. Bahrim Gir visiting the
Princess of India in the Black Palace.

Husayn al-Kashifi, Rawdat ask-Skukadd. Berlin, PreuBische Staatsbiblio-
thek, Diez. A. 5, fol, 28. The sale of Joseph in Egypt.

(id. fol. 141b). The wife of Harith imploring her husband to spare the lives
of the children of Muslim, the envoy of Imam Husayn.

Album of Sultan Murad III. Vienna, National Library, Mixt, 313.

A. (fol. 6). A young man, probably intended to represent Joseph, seated in
a pavilion in a garden, with men and women in attendance.

B. (fol. 8). Female musicians and attendants.
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59. (id. fol. 36). A Safawid prince, wearing a gown of figured velvet, leaning
on a staff and reading a book.

6o, (id. fol. 20). The entrance to the harem of a palace, the front of which is
decorated with coloured tiles; the ladies are looking out of a balcony, while
a female servant at the door speaks to one of the door-keepers.

61. (id.fol. 48, 51). Two lacquered pictures, one representing ten persons practis-
ing archery, and the other, lions in various attitudes,

62, Ishiq b, Ibrihim b, Mangir b. Khalal an-Nishapuri, Qisas al-Anbiya (Bio-
graphies of the Prophets). Berlin, PreuBische Staatsbibliothek, Diez. A.
fol. 3, fol. 23, dated 985 A.H. (1577 A. D.). Noah in the ark,

63. (id. fol. 41). Abraham, just about to sacrifice Ismael, is checked by the angel
who brings a ram.

64. (id. fol, 55b). Joseph discovered in the well by the servants of the merchant
travelling to Egypt

65. Firdawsi, Shdk-ndma. Berlin, PreuBische Staatsbibliothek, Diez. A. fol. 1,
fol. 197, dated 1001 A.H. (1593 A.D.). Rustam at the court of the Shih.

66. Nizami, Khamsa, copied about 1590 A.D. Rome, Accademia dei Lincei,
A. B.g, fol. 303.

Alexander comes upon the auditory of a religious teacher who has smitten
his hearers with insensibility as a punishment for their lack of attention,

67. Mirkhwand, Rewdat as-Safd. Berlin, PreuBische Staatshibliothek, Or. fol. 169,
fol. 110, copied 1604 A.D.

Marriage rejoicings in the reign of Alp Arslan (1063-1072 A. D.).

68, (id. fol, 148b). When Sultan Tukush, the Shih of Khwirizm, in 1192 march-
ed on Rayy to attack the Saljiq Sultan Tughril, Bahd ad-Din Mubammad,
great-grandfather of the historian Juwayni, recited a quatrain in his honour;
this so delighted the Shah that he had it sung to him while he sat drinking
wine, until he emptied a whole wine-jar.

6g. (id. fol. 256). A convivial gathering.

70. An old man, resting, by Riza ‘Abbasi, dated 1031 A. H. (1621 A, D.). Paris,

 Bibliothéque Nationale, Suppl. Persan 1572.

71. Nigimi, Khusraw and Shkirin. South Kensington, Library of the Victoria

and Albert Museum, dated rogr A, H. (1680 A.D.), illustrated by Riza

"Abbasi.

(fol. 73). Khusraw entertained by Shirin.

(fol. 88). Khusraw in battle makes his elephant trample on the body of the

fallen enemy.

73. (fol. 134). Shirin giving Farhad a cup of water to drink.

74. (fol. 166). Khusraw, on a hunting expedition, visits the castle of Shirin.

75. Portrait of Rizd ‘Abbasi, by Mu‘in Musawwir.

72
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76. Naw", Séz w Gudaz. Paris, Bibliothique Nationale, Suppl. Persan 13572,
about the middle of the XVII century,

A. (fol. 15). Prince Daniyal, son of the Emperor Akbar, trying to dissuade
the Hindu girl from her intention of self-immolation.

B. (fol. 17). The Hindu girl throwing hersell of the blazing pyre of her dead
betrothed.
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I
MINIATURES

Hithen:u very little has been known about early Islamic painting. H. Lam-
MENS has, it is true, shown in his brilliant essay La#titude de I'Islam primitif
ent face des arts figurés® that primitive Islam was by no means so hostile to pictures
as was originally supposed. Frescoes and mosaics continued to adom the houses of
the young Muslim aristocracy for several decades after Muhammad’s death and even
the pious did not refrain from adoming their walls in this way, and even portraits
of Persian kings and pictures of the Virgin were sometimes found in the dwellings
of Muslims. Of all this, however, nothing has survived. Only the frescoes dating
from a late period in the country palace of Qusayr "Amra?® discovered by Arois
MusiL, which according to E, HERZFELD? was built between 712 and 715 A. D.
by al-Walid I, and the no less splendid wall-paintings of Simarra (begun in 836
A.D.)* may perhaps enable us to imagine what the [rescoes in the palaces in the
city of the Prophet may have looked like and give an idea of how the palace of
al-Mukhtar, built and adorned with pictures by al-Mutawakkil (857—861 A. D),
may have been decorated.* But al-Mu'tasim and al-Mutawakkil were not the only
‘Abbasids to embellish their palaces with pictures; for, if we may rely upon the
roor Nights, Hariin ar-Rashid before them had built in the midst of the garden of
his palace in Baghdad a grear hall which was adorned with pictures in the Persian
fashion, the work of Persian painters summoned to the court of the Caliph for this
special purpose.* When art had found a new home at the court of the Fatimid Caliph
al-Mustansir billah (1035—94 A. D.), the latter's minister, the artistic al-Hasan b.
‘Ali b."Abd ar-Rahmén al-Yaziiri, a connoisseur of books and pictures, became the
most notable patron of a series of distinguished artists, among them al-Qusayr and
the "Iraqi [bn "Aziz, who were considered to rank as artists with the celebrated calli-
graphers [bn Mugla and Ibn al-Bawwab, AL-MAaQriz! has given us in detail the
story of the rivalry berween these two and & propos of this work made some mention
of a third master, al-Kutami.” We should probably know more about this school of
painting and its artists, if his “Book of the Classes of Painters” had survived to us.®
We have therefore to be satisfied with the meagre list of artists' names, which
H. Lavoix has put together, and we enly know further that the Fatimid Caliph
al-Amir bi-ahkam Allah (1101—1129 A. D.) had the portraits of various poets placed
in the arches of his mangara of lacquered wood in Cairo.W

If we know very little about the painting of the first six centuries of the Hijra,
i.e., 1o the end of the twelfth century A. D, the state of our knowledge of miniature-
painting of this period has been even worse. AL-MAS'0D! tells us thar he saw in
Istakhr in 303 A.H. (915—16 A. D.) a manuscript which contained the portraits of



27 Sasanian kings, painted on paper or parchment™ and perhaps it was the same
work that HAMzZA B, AL-HasaN AvL-IsrarAN] (d.967 A, D.) mentions in his Aistory®
as "the Book of the Portraits of the Sasanian Kings". To judge from his account®
these portraits must have been executed in colours and illuminated with gold leaf,
and, as A, v, Lt C0OQ suggests !* were probably closely connected in style with Mani-
chaean miniatures, precious relics of which have been brought back by the German
expedition to Turfan. When we further add that towards goo A, D. the Basri lbn
Wahhab, an Arab, was shown at the court of the Emperor of China, a whole set
of pictures, representing a series of Prophets including Muhammad,*® we see how
the products of Muslim painting had already travelled, and how early the art of
the miniaturist had already seized upon religious subjeets, in contrast to the attitude
of strictly orthodox circles, but no conclusions beyond the actual facts can be drawn
from this story. We do not know whether these pictures were still executed in the
spirit of Hellenistic art or were rather in the style of the Sasanian-Persian or Central
Asiatic schools. One suggestion may, however, be made in this connection, namely,
that the Manichaean school of painting must almost certainly have had a strong,
if not exactly deciding, influence on these early Muslim specimens of the painter’s
art, although | would not go so far as A. v, LE Co0,"® who calls the Manichaean
miniatures the basis of almost all Islamic miniature painting. The influence of Mani-
chaeism was fought by Muslim orthodoxy with means no less barbaric than were
used in the West; and St. Augustine surely never thought thar his challenge Coniva
Faustum Lib. X111, Chap. 18 tncendite omnes illas membranas elegantesque tecturas
decords péllibus exquisitas would one day find an echo in the Muslim east; yet in
311 A.H. (923 A.D.) at the public gate of the palace in Baghdad, Mani’s portrait was
burned with 14 sacks of heretical works, out of which fell gold and silver.’® The pro-
secution some two years before of al-Halldj and his sect, which was much influenced
by the Manichaeans, certainly inflicted a heavy blow on painting, which in “Iraq was
probably still influenced by Manichaean art, and whatever other manuscripts with
miniatures still existed perished for the most part in the catastrophes that fell with
increasing frequency upon Muslim states after the fall of the ‘Abbasid Empire.*

It is therefore intelligible that even the earliest codices with miniatures in the
domain of Muslim art that have so far become available for study do not date
beyond the thirteenth century A. D.* But as not one of these manuscripts comes
from Egypt it was concluded that mediaeval Arab book-illumination was apparently
confined to Syria and Mesopotamia.® Why Egypt in particular should have had no
share in this “Arabic” book-illumination was really not obvious on the face of it, If
anywhere fragments of early Islamic illuminated manuscripts had escaped destruc-
tion, this was most likely to occur in Egypt, the soil of which has faithfully preserved
memorials and documents of its history and culture thousands of years old, which
have been yielded up in increasing numbers in recent decades from the protection
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of its soil; and in fact the find in the Fayyfim® which created such a sensation at
the time, actually gave us several fragments of Arab miniatures of the early middle
ages, to which FRIMMEL called attention in a brief notice in September 1885% and
which are preserved with the no less valuable documents from al-Ushmiinayn in the
Erzherzog Rainer collection of papyri in the National Library of Vienna.

The oldest specimen of these fragments PER. Inv. Chart. Ar. 25612 (Plate 1),
16X 14,5 cm, represents the remains of the last quire, folded in the middle, of a
paper manuscript which had perhaps had miniacures throughout. The right leafl
still shows in recto the remains of four lines in Arabic, which are probably in the
same hand as the rest of the text but wnitten rather more hastily. In verso are
twelve lines continued in four lines on the left leaf, the reverse of which is empry.
Below as an end-vignette is a tree in strong bright colours with vermilion fruits
between two low hills sloping down in three stages, which like the bLranches and
trunk are painted dull green edged a dull yellow. The coarse wavy lines which fill
the separate stages as ornaments remind FRIMMEL of the conventional hills in il-
luminated manuscripts of Spanish provenance of the eleventh or rwelfth centuries
A. D. Below this picture there was originally the colophon of the writer as the con-
clusion of the manuseript, of which there only survives the beginning Addka "/-kitid
and the illegible first word of the second line, The vigorous, educated hand of the
text written throughout in dark brown ink, the contents of which can unfortunately
no longer be ascertained, points to the third century A. H. (ninth-tenth century
A. D.®). FRIMMEL had also dated the fragment in the tenth century, apparently
on the authority of |. KARABACEK, who, it is remarkable to note, seems to have paid
no particular attention to the fragment.

The miniature, which is hurriedly done with coarse strokes of the brush and in
technique recalls the paintings in Greek papyri® is as essentially different from the
pictures of trees in Greek manuscripts, such as the Vienna Dioscurides Cod. Med.
Graec, 1, as from those in late Arabic translations of medical or botanical warks,
for example the Vienna manuscript of Galen, A.F. 1o (cf. Plate 31), and the re-
presentations of trees on Syrian glass of the twelfth and thirteenth century A. D,
e.g. on the fragment of glass, said to come from Aleppo (Inv. No. 2440) in the
Kaiser Friedrich Museum in Berlin. It recalls Egyptian pictures® by the primitive
style of composition, which makes the tree look like a pressed plant, and makes
the branches come out to right and left of the straight trunk in the middle at ap-
proximately equal angles, with the foliage, indicated by thick dots and the fruit
scattered among the leaves, apparently without any connection with the tree.

If it is not possible in the case of the fragment just described to make our a con-
nection between text and picture, it is very different with the fragment Inv. Chart.
Ar. 25613 a—e (Plate 2), which is also said o have come from the find in the Fayyiim.
It consists of five scraps of paper turned yellow, which I only found piece by piece
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in the collection of the Erzherzog Rainer papyri, and when united they give a leaf
14,1 X 16 cm, The text which is written with dark brown ink in a heavy vigorous
hand of about the end of the third cent. A, H. (c. 900 A. D.) is arranged in recto
in three and five lines, enclosing a representation of a symplegma of a long-hair-
ed woman and a bearded kneeling man, and continued in 14 lines on the verso,
gives a portion of the 46th chapter of an erotic manuscript. It gives first a brief
description of the scene represented by the picture below and then adds the full
description of an amorous adventure. The picture, the
coarse clumsy sketchy drawing of which is in keeping
with the heavy hand of the text and which is perhaps by
the writer of the manuscript, has obviously only been
added after the text was written. The space left for the
picture was, in any case, too small, so that the two heads
almost touch the last line of the text and the outlines of
the foor go over the top of the lim of al-mithdlu.

Here we have a picture of a woman presumably to
be imagined sitting, who thrusts her legs adorned with
anklets, straight up so that the roes approach the fore-
head, Her left hand holds the man, kneeling on the other
side, firmly by the shoulder, her right is presumably laid
on his left fore-arm, the hand of which grasps her breast
while the man’s right hand is round her right shoulder.
The man's hair and beard and the woman'’s locks which
hang down to the seat are painted a vigorous black; the
undulating treatment of the woman’s hair recalls in tech-
?gﬁmﬁ nique t.hﬂ very simi.larif drawn head ﬂffi wnrship;f-e.r by

(Pazts. Louvre), a Coptic artist, which ]. KARABACEK illustrates in the
Fiikrer durch die Ausstellung der Papyrus Ershersog

Ratner, p.93.* The woman's hair is probably meant to be parted in the middle,
as worn by the noble ladies praying represented in the miniature illustrated by
A.v. LE Cog,* Kar. No.I B, 4937 from Chotscho (ninth century ?). As in the latter
there are two ringlets hanging down over the forehead, on left and right. In the
physiognomy the strong emphasis on the eyebrows and the large eyes are striking,
They give life to the expression of the head, in the way we are accustomed to; not
only in old Egyptian paintings but also in Coptic® and Ethiopic® miniatures and
in Hellenistic portraits.® The peculiarity that the two figures, although facing each
other, are represented with breast and face facing while the feet are drawn in pro-
file, so that only the eyes directed to one another indicate they are facing each
another, is a feature our picture has in common with Coptic and Ethiopic paint-
ing. The drawing which borders the black outlines with parallel contours, ori-

4



ginally vermilion but now reddish brown,™ while only the hair and cheeks of the
woman are painted in a black or reddish brown colour, does not enable one to
- make any deduction about the kind of original. It is very probable that it was one
of the kind of obscene pictures which we know from Pompeian wall paintings,
which also adorned the obscene books of the hetaira Elephantis®® In view of the
Egyptian provenance of the piece, however, the suggestion must not be rejected
off-hand thar the painter had perhaps before him a model, which had at least vague
connections with the well-known erotic papyrus of Turin of the period of the Ram-
asids, of the twelve pictures of which R0ss1® has given three in a modified form.
The fragment is in any case important, for text and picture alike, as the sole sur-
vival of the older erotic literature of the Arahs®

The same technique as in the pen and ink drawing just discussed is seen in
PER. Inv. Chart. Ar. 25615 (Plate 3a), although arristically it is on a much higher
level than Inv. Chart. Ar, 25613. The very yellow paper, 9,8 13,1 em, came from
the find of al-Ushmiinayn and forms the left half of a leal which may have belonged
to an illustrated collection of anecdotes. In recto seven lines of text have survived,
which are continued in verso in two lines below the drawing. The writing, in parts
much faded but originally dark brown, points to the end of the ninth or beginning
of the tenth century A, . The standing bearded male figure in long clinging robes
on the left side of the page, which unfortunately is more than hall destroyed, is
sketched in with bold vigorous strokes in black, outlined with vermilion, the dress
done in chrome yellow, changing to greenish, mixed with vermilion. Only the right
half can still be seen of the long face, placed almost perpemdicular, set in black hair
and a pointed beard, in which again the strongly emphasised large eye strikes the
observer. The figure looks up at a flat object strongly drawn with the brush, and
points towards it with the outstretched fore-finger of the right hand, but it can no
longer be identified as the upper part is torn away. On the right is an area enclosed
in sharp black lines edged with vermilion drawn with a ruler, divided into two halves
by a line down the middle. The left is filled by spiral flourishes, the largest of which,
twisted in the form of an S, recalls the ornament on a carved Arabic board in the
Louvre (ninth-tenth century A. D.) which J. STRZYGOWSK1® has published (fg. 1),
although the latter much more strangly emphasises the bird’s head termination.

The right half portion has at the top an endless network of lozenges, unfortunately
only partly preserved, formed of sets of parallel wavy lines intersecting one another,
In the centre of the compartments formed by the intersections, a small trefoil is
placed. The same pattern i3 seen on the lower garment of a figure wearing 2 long
robe on a Coptic fresco of the temple of es-Sebii'a in Nubia, transformed into a
church.® The endless criss-cross pattérn is terminated by a frieze which has in its
centre a heart-shaped leaf with a trefoil inlaid, which is contained on right and left
by an acanthus leaf forming a kind of arabesque with spiral involutions. The whole
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pattern seems to be cut out of an intermittent undulating series and is found again
on the intrados of an arch of the north-eastern aisle of the Mosque of 1bn Tiilan
in Cairo (fig. 2).%

The lower part of this frieze i1s formed by a square which shows a flower motive
formed of spirals, such as are found again on the carved wings of a south-western
gate of the Haram of the Mosque of Ibn Talin (fig. 3).%

The drawing therefore shows the same principles—creating a whole ornament
by a few spiral lines and filling the entire surface—that E. HERZFELD® has described
as the characteristic features of the Tiliinid ornamentation. The date above sug-
gested on palaeographical grounds is thus supported by considerations of style.

I should like next to discuss the Arabic picture of a horseman on PERF, No. g54
(fig. 4), which J. KARABACEK in 1892 made the subject of a thorough study,* which
he reprinted in shortened form in the Fikrer durch die Ausstellung der Papyrus
Erzherzog Rainer, p.2511. It also belongs to the tenth century, and represents a
bearded warrior in a flowing robe and a peaked head-dress, leaning forward with
the upper part of his body, holding out his round shield for protection with his left
arm and his sunk lance in the right, KARABACEK suggests that the picture was
perhaps intended to be placed as an illustration to the text in a hippological work or
one on military science. The yellow-brown strong paper 9,4 X 7,1 cm has below the
picture the explanatory note a/-faras bi-'s-sadi] m) *‘the horse vigorous in onslaught'’;
the other side contains five effaced lines of Arabic running parallel to the margin,
below them a knot as ornament (fig. 5), half of which however only survives.

Below is a quotation from the Qur'an Siira 11, go;

wa-md faufigi "1l My success is

billahi waalayhi in God alone and in Him

tawakkaltu have | placed my trust,
and below it:

al-famdu lillihi shukran al-hamdu lillihi wahdahu
[mimma sawwalra Adi Tamim Haydara.
Praise be to God and thanks; Praize be to God alone.
Abi Tamim Haydara painted this.®

The text on both sides is obviously by one and the same hand and, like the draw-
ing, is done in deep black ink. We have here the signature of the artist, the only one
that has survived to us of the tenth century, to which the hand shows it to belong.
From the point of view of style, in the drawing of the horse on PERF. No. 954
we are at once struck by the peculiar treatment of the joints and the clumsy position
of the thigh, while the drawing of the head and mane are quite in keeping with
the type which we know from Coptic pictures of mounted saints.# These qualities
are found in a much higher degree in a drawing which we must esteem one of the
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best of the early Muslim period and which has also already been reproduced by
J. KARABACER® PER. Inv. Chart. Ar. 13682 (Plate 4a). The dingy white piece of
paper 5,7 % 8,1 cm, which probably came from al-Ushmiinayn is the very well pre-
served remnant of a manuscript with pictures in the text, the contents of which can

Fig. 2. Stucco ormammt
from the intrados of an
arch of the N. E, nave
of the Mosque of Ibn
Tolin m Cairo.

Fig. 3. Middle ornament

in the carved wings of a

south-west door of the Fig. 4. Arabic picture of & horseman of the tenth
Haram of the Mosque century. A. D. (Vienna, Rainer collection of papyr,
of Thn Talin in Caire. Exhibition, No. g54.)

Fig. 5. Ornament on the back of the pen drawing PERF. No, 954 (completed).

no longer be ascertained, as there only survive five lines of the text in verso and the
remains of two lines above the picture in recto, the second of which was perhaps
the title of the picrure and below the picture the remains of one line. The text is
written in dark brown ink in an extraordinarily careful hand: the end of the third
or beginning of the fourth century A. H. (tenth' A, D.) is indicated as its probable
date by a series of characteristic peculiarities™ The drawing, which reveals the
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hand of a skilled draughtsman, perhaps the writer of the text, shows a dog squat-
ting on its haunches, which, as Professor C. CORr1 tells me, is of a breed closely con-
nected with the pariah dog. Before it is a slender clay jug with a broad mouth of
the typical form with which we are familiar from Upper Egypt.** The outlines of
the dog and of the jug are drawn in black ink and given a little life with dark yellow
and ruby parallel lines. The haunches and stomach are done in a dull white colour,
as is the large goggle-eye which is drawn in exactly the same way as in the bird on
the Greek parchment Inv, Gr. Pap. 30511 (Plate 3b) from the Fayyim. The hair of
the head and of the tail are done in grey and the rest of the body and the jug is
bright yellow ochre. The various parts of the body were obviously drawn with
separate lines, which show a marked preference for curves; thus, for example, the
head is clearly made up of three strokes one of which makes the head proper while
a sécond forms the snout and a third adds the ears. The body of the animal is
evidently too small. The strongly marked muscles of the legs recall specimens of
Mesapotamian plastic art; the joints which resemble scale-like excrescences, show
here, as on PERF, No. g54, a style of representation very similar to what we find on
the dragon-pattern in the drapery of the equestrian statue of Chosroes 1 at Tag-i-
Biistdn,** where we also find the figures so to speak dissected in a remarkable way,*
which together with the fondness for flourishes in the drawing of the mane and tail
recalls the work of Eastern Asiatic schools:** If H. GLUCK’S suggestion is correct,
that it was the Turks who brought the dissecting principle from the East to nearer
Asia, its appearance in our miniature from Egypt is all the more intelligible, if we
remember that just at the time we have suggested for the date of this picture, the
Turkish element with the Taliinids and Tkhshidids had begun to prevail,

Another specimen of the Rainer Collection, Inv. Chart. Ar. 25751 (Plate 4 b) seems
also to point to the east; it may unquestionably be described as artistically the most
valuable of the early Muslim period, The very yellow paper, 12,5X 11,8 cm, which
is unfortunately much worm-eaten was found by me rolled up in a shapeless ball
among the documents from al-Ushmimayn, then carefully unfolded and cleaned and
put under glass by Dr. H.IBscHER. [t comes from the central part of the first page of
a splendid MS. the subject of which can no longer be ascertained, as the few remnants
of the three lines of Arabic written in brown ink in recto, which I suppose were the
title of the manuscript, are now completely faded. The recognisable remains of
letters belong to a hand which we know to be usual in the third century A. H. Below
is written by another hand in a script related to that of PERF, No. g61 but rather
later, still however of the tenth century A. D.:

[da)sbung Alldhw wa-ni " ma " wakilu)
[salld *ldhu) "ald sayyidind Mukammadini n-nalbiyyi wa’a)l[& dliki)
God is [suf]ficient for us and the best [helper].
[God bless] our Lord Mubammad the Pro[phet and his family].
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The reverse of the first page was originally completely filled except for a narrow
margin with a picture, which perhaps if we may make a deduction from the analogy
of A. F. 9 and 10 (Plate 31, 43) represented a dedication scéne. The frame of the
picture consists of polygonal areas enclosed by dark green horders, black outside
and bright red inside, of which two alone in part survive, the tops of which are
joined together by a knot decorated with a crimson rosette. The inner surface of
the better preserved hexagon has a dark green background covered with yellowish
green and against it are seen two parrots facing each other,® significantly free
from any floral accompaniment, the right one of which probably had originally
dark greyish-green wings, dull white tail-feathers and a head and breast of the same
hue; the left had crimson wings and pale red head-and breast-feathers. The wings of
both were originally covered with gold leaf on which the feathers were indicated
in bright red. In a triangular corner on the left beside the rosette is a third bird
on a dark background with dark green wings with a touch of gold, and dull white
breast and body, the feathers of which are indicated by bright red lines. On the
right above on a crimson background is a richly clothed male figure, seated with
folded legs on a dark green low couch, which has short square legs and a dull
yellow wicker pattern. The face, set in black locks, probably with a pointed
beard, still has traces of gold leaf on the chin. The figure wears a tight-firting
robe, originally dark dull green, with short sleeves trimmed with gold and of a rich
pattern which is indicated, like the drapery, by dull white lines. The under-garment
which is seen on the left arm is pale crimson of a simple lozenge pattern. The righe
hand holds a dark dull green beaker, the left hand apparently grasps the dagger
in the narrow girdle. On the left beside the figure is a vessel painted dark dull green
on a stand, the object of which is not clear to me.

Below this figure, which probably represents a distinguished individual, im-
mediately adjoining the somewhat conventionally represented couch, is an only
partially preserved border perhaps representing quatrefoil. This consists, of a fairly
broad dark dull green band, which has black edges, which are the result of the
original broad border done in a dark colour with thick strokes of the brush being
coloured over with dark dull green so that only the edges remain of the original
colour. Inside, parallel to this band, is a narrower dull white strip enclosed in
two crimson lines, which encloses a surface probably originally painted over a dull
green out of which rises the picture of a beardless, etill more richly dressed man.
He wears a tight-fitting dark grey-green under-garment with sleeves which are
ornamented on the upper arm with firde edging and show the remains of gilding.
This under-garment leaves the neck free, on which remains of gilding can also be
seen, which apparently belonged to 2 necklace. Over this he wears a erimson
tunic with a lozenge pattern with short sleeves. The right hand holds a dark dull
green heaker of the same form as the upper figure; the left hand, which is wanting,
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probably gripped the dagger in the belt as in the latter, an aritude which is also
found on the coin with the portrait of the Caliph al- Muqtadir billah (go8—g932 A.D.)
in the coin-cabinet of the Kaiser Friedrich Museum® in Berlin (fig. 6).

Another possibility is sug- on a seat supported by short
gested to us by the dedication pillars, as in Plate 43 or in the
picture in the Vienna Ms. of upper figure, orin fig. 6. The
al-Hariri, A.F. g, fol. 1 (1334 beardless face represented di-
A. D. Plate 43), on which we rectly facing is surrounded by
see the left hand of the prince flatly smeared hair which falls
resting on the upper thigh. down on the shoulders, a style
That the legs are folded is Fig 6. Pormit-coin of which is familiar from Hel-
evident from what remains of the Caliphal-Muqtadic  1op5ic representations.® The

billih (Berlin, Kaiser
the contours of the upper gar-  ~po iy Muceum).  traces of gold below the ears;
ment, They rested presumably ‘which are almost entirely
covered by the drooping locks, may belong to ear-rings, such as the Sasanian princes
too used to wear (fig. 7).5* On the head is a round cap with a brim curving upwards,
and two dingy-white bands hanging loose at the side. It is drawn in carmine-red
and shows clear traces of gilding. There can therefore be no doubt that we have
here a kind of crown. The connection with the crown or tiara of the Sasanians, as

Fig. 7. Sasaran silver coins. &) A half drachima of Artaxerxes V (before 226 A. D).
b} A drachma of Hormisdas [ (271—z252 AL D). ) A drachma of Artaxerxes 11 (370—383 A.Th),

we find it in various forms especially on coins and silver vessels, does not seem to be
established by the loose hanging band smerely, A very similar form of crown with
a smooth round cap and a brim of a volute shape, is shown on a drachma of Hor-
misdas |, surmounted by a globe-shaped knob (hg. 7 b), though this does not always
forin part of the crown (fig. 7a). We find an interesting example of the borrowing
of a Sasanian form of crown by an "Abbasid in the silver portrait-coin of the Caliph
al-Mutawakkil of the year 241 A, H. (855A. D, fig. 8),* and of this ruler we know
that he dressed in Persian fashion.® The round cap with a string of pearls; is of just
the same form as on the drachma of Artaxerxes 11 (fig. 7¢); moreover, al-Muta-
wakkil wears the same pendant ear-rings, as we see in fig, 7b.
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The deliberate way in which the figure is made to stand omt from the rest of
the picture by the frame, which is further emphasised by the choice of colours;
the rich garment, the crown and not least the typical, almost hieratic attitude,

obviously done under the in-
fluence of earlier pictures of
rulers, leave no doubt that we
have here a ruler, in all pro-
bability a Caliph, His attitude
and to some extent the dress
also recall at once not only
the already mentioned ttle-
picture of A.F.g and the coin
of al-Mugtadir but also the
fresco of Ajantd thar possibly
represents Chosroes 11, and

Fig. 8. Porimit-coin of
the Caliph al- Mutawak-

kil of the year 855 A, D,
(Viemma, Kunst-

historisches

Muzeum).

the seated prince on the post-
Sasanian silver dish in the
Stroganoff Collection in the
Museum of the Hermitage in
Leningrad (fig. )%

A further link with the lat-
ter seems to me to be found
in the couchant dog done in
crimson with a bnght red col-
lar, and [ would suggest that
the latter takes the place of the
lion at the feet of the prince

and for some reason was placed by the artist not below but beside the Caliph. It
seemns not impossible that there was also a dog on the right, facing in the opposite
position. Of the few representations of the “Commander of the Faithful" that we
possess this is undoubredly not only one of the earliest but certainly also one of the

Fig: o. Post-Sasanian silver dishin the Stroganofl’ Collectinn
(Lenmgrad, Muscum of the Hermitage).
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most interesting. The technical execution is admirable. The outlines of the figures
are drawn partly in red and pantly in black, the folds of the garments stand out in
brighter lines from the darker background. The colours are carefully done with a
fine brush, the drawing is firm and shows the skilled hand of an undoubtedly quite
important artist. If any comparison is possible; 1 should like 1o call attention to the
miniatures and wall-paintings of the Buddhist and Perso-Manichaean school of Cen-
tral Asia,* which the picture, which is undoubtedly essentially different from the
hitherto known specimens of Islamic art, rivals in colouring. Whether the manu-
script to which it belonged was prepared in Egypt or was perhaps brought thither
from the east™ cannot be established,

If, in conclusion, we attempt briefly to characterize the miniatures we have
discussed according to the technique applied in them, the first statement that can
be made is that only one by its composition and frame can be considered a typical
decorative page, Inv, Chart. Ar. 25751, The others are sim ply text-illustrations without
any background, which are either simply drawn in outline or coloured, just as we
know them from ancient Egyptian papyrus texts downwards. Among them Inv.
Chart. Ar. 25612 clearly stands out on account of its technique which recalls
Hellenistic models; the representation of the tree is here daubed in colours in quite
an impressionistic style, without the outlines having been previously drawn in.

Among the colours, red is most frequently used, which we find in a pale red
shade, a brilliant vermilion, crimson or ruby. At the same time yellow is also
found, as a dingy yellow, chrome yellow and bright ochre, and green in the shades
of dark dull green, yellowish-green and dark green, as the dominant colours.
That these are the colours most used seems to show a certain dependence on the
traditions of Coptic art. In Coptic manuscripts yellow and red are of course the
predominant colours, usnally associated with some green.® In the decorations in
the early Muslim Qu’rins the combination red-yellow-green continually oceurs,
and even to-day there is still an undeniable preference for these colours, Any one
who takes the trouble to look around among the Arab carpenters at the Bab
Zuwéle in Cairo, for example in the Shari® Taht er-Reba'a, will very often come
upon trunks painted in bright red, yellow and green, which are part of the furnish-
ings of a bride of the people, Next to these main colours we have a dingy-white,
a bnght crimson to represent flesh and for outlines usually a deep black. We therefore
have the same colours used in the Arab period as were contained on the palettes
of Egyptian painters and Greek masters of the Hellenistic period.®

Only two of our miniaturists have attempted to tackle the problem of light and
shade: the painter of the dog on Inv. Chart. Ar. 13682, who put bright lights in
the goggle-eye, and enlivened the bright parts of the body with dull white colours,
and the painter of Inv. Chart. Ar. 2 5751, who endeavoured to bring out the folds
of the drapery by brighter strokes of colour. The latter also used gold leaf to re-
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present gold ornaments. Its use in painting goes back to ancient Egyptian times.
The splendid Baok of the Dead, Eg. 10110 of the Rainer Collection in the National
Library of Vienna, shows Osiris in the judgment scene outlined in black, and the
pattern of his garment indicated by bright red dots. The golden neck-ornament
and the crown are inlaid in gold and the outlines are drawn in black ink which also
marks the borders. Here we have already the same technique which was later in
use among the Manichaeans™ and with which Muslim illustrators also show them-
selves familiar, as we shall see (p. 19). Our miniaturist, it is true, does not seem
to have used this technique but simply to have imitated the trinkets by laying on
thin gold.
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1
DECORATION AND ORNAMENTATION

In discussing the pen drawing PERF. No.954 above (p.6) we have seen thar the acti-
vity of the miniarurist was not confined to the production of illustrations for books
but that he also carried out the decorations of the manuscript; and in the case of Inv.
Chart. Ar.25613(p. 4) at least it is possible to assume that the same hand did text and
ilustrations. This may well have been frequently the case in the early centuries, We
actually have, to mention only the earliest dated examples, two manuscripts with
miniatures of the first half of the XIIIth century A, D., in which the scribes expressly
state that they also did the pictures. One is the MS, (referred to in note 19) of 619 A H.
(1222 A.D.) of the translation of the third treatise by Dioscurides on medicine and
botany;* the other is the famous and valuable codex of al-Hariri from the Ch. Sche-
fer Collection in the Bibliothéque Nationale in Paris of 634 A.H. (1237 A.D,) which
was written and provided with miniatures by Yahya b. Mahmiid b.Yahya b. Abi'l-
Hasan of Wasit.#* We may safely assume that the scribe, the miniaturist and certainly
also the artist who made the omaments in the titles, the beginnings of the chaprers,
on the margins and the decorative leaves etc. were often one and the same person.
The art of making a book had not yer become the work of a number of specialists, as
it became in the later period so fully described in the Mendgib-i-Hiinerwerin,® which
mentions besidesthe painter (musawwir)the leaf-cutter (gasi"), the gilder (mudhahiib),
the draughtsman (farrdk), the binder (migjallid), the preparer of the gold-sprinkled
paper, the designer of the lined borders, the restorer of old manuscripts, and the ma-
ster who put together the wonderful albums called muwragga‘dt, as separate craftsmen.
The art of cutting out paper in the period with which we are concerned was, as we
shall see, much used in the service of the book-binder and the draughtsman covered
not only the whole field of decoration but was also a calligrapher and painter.® Spe-
cimens of his skill are preserved in a series of pen-drawings which are preserved in
Vienna in the Rainer Collection in Nos, Inv. Ar, Pap. 10006, 10047, Inv, Chart. Ar.
25620, 25641, 25656. We shall discuss and reproduce the three best pieces here. Iny,
Ar. Pap.10047, a leaf of papyrus, 10,9 X 21,6 cm, of the third centuryA. H. (I Xth-Xth
A.D.) contains in verso the rather hurriedly drawn ornament shown on Plate 5 which
was probably intended to be reproduced in wood or stone, mosaic or glazed tiles, An-
other splendid design perhaps also intended for a tile, also drawn with a free hand in
black ink, is found on the piece of paper, 14,5 % 5,2¢m, Inv. Chart. Ar. 25641 (Plate6a).
Only about & quarter of the design has survived. What it looked like originally may be
seen from the reconstruction drawn by J. NITTMANN on fig. 10, Inv.Chart. Ar. 25620
(Plate 6b) which was found in al-Ushmiinayn is drawn with the help of the ruler.
This paper 20X 10 cm, which from the Arabic calculation on the front must date
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fromasearlyasthe XIth-XIIth century A. D,
gives only a part of a dawing, originally
probably 29,3 X 19,7 cm. But as fortunately it
i3 a corner piece thar has survived it can be
reconstructed, with fair certainty (fig. 11). In
addition to such designs as we have just dis-
cussed, the Raner Collection possesses a few
sketches which are probably studies for de-
signs. The oldest one, Inv. Ar. Pap, 10053
(Plate 7a) shows two intersecting quadrilate-
rals—one with loops at the corners—and a
bird in the centre drawn in black ink on a piece
of papyrus, 5.8 x 6,6 cm. If we compare it with
the relief from the Acropolis published by J.
STRZYGOWSKI in Atai-fran und Vilkerwan-
derung, p. 77, fig. 69, the idea suggests itself
that our drawing is a cursory sketch for a
similar design which was to be carried out in
reliel, on a mosaic or a tile. The sketch was
probably made in the IXth—Xth century, Of
particular importance in the history of deco-
ration, is an insignificant looking piece of pa-
pyrus from the Fayyim, Inv. Ar. Pap. 10052,
which the Coptic text on one side shows to be
of the IXth century A, D, This piece of pa-
pyrus, 12,1X 10,1 cm, has on the other side
#Plate 7b) studies for arabesques which were
done with a reed pen. Among themtwo rapidly
drawn sketches stand out. The one, on the left
in the second place, consists apparently of the
body of a bird without feet drawn in straight,
curved and zigzag strokes; the other above on
the right is a head of an animal rising out of
a half palm-leaf. This heralds the free use of
the bodies of animals in decoration, which later
became unexpectedly popular® in the mar-
ginal decorations and initials of Coptic and
Armenian manuscripts. Compared with the
almost contemporary carved board in fig. 1 on
which the bird’s head still forms part of the
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seroll-work the animal’s head is here deliberately treated as a separate part, and
does not for example seek to adapt itself to the involutions of the palm-leaf, for
which the horns of the animal might have afforded an opportunity.

In another casethe artist has
not been so unassuming. The
bird which was pressed in rows
with a pattern dipped in black
ink on a piece of prepared
reddish-brown linen (fig. 12), of

. Fig, 12
which the Rainer Collection  Ormament from
possesses a piece in 14,5 Xgcm, 8 piece of Arab linen

has its head adormned with a
tendril of arabesques which re-
calls the motif of our pen-draw-

in the Rainer collec-
tion of papyri. (Inv.
Ar; Lin, No: 30).

‘::“f

ing. A counterpart to this is
found on the plate from Rayy
which CH.VIGNIER, published
in The New Excavation at Rha-
ges in the Burlingfon Maga-
zine XXV (1914), pp-212—213
(Plate 11 D) and discussed. The
tail of the animal here ends in
a forked palm leal divided into
several lobes. The picture ob-
viously follows an ancient type.

The piece of linen just mentioned probably came, like Inv. Ar. Pap. 10052, from
the Fayyiim and may belong to about the same time, |. V. KARABACER considers
the last piece to be mentioned in this connection to be some 300 years later, Inv.

Chart. Ar. 12514 (Plate 7 ¢, d), This
piece of paper 9,1 8,8 cm, has been
used by a skilful and versatile artist,
who has also given us a specimen of
his hand-writing in the beginning of an
Arabic line, for drawing a whole series
of pen-and-ink sketches. Here we have
studies in rendrils with flowers, ara-
besques and birds, of which one, a duck,
was reproduced by |.v. KARABACEK n
the Faihrer durch die Ausstellung der
Papyrus Ershersog Rainer, p.12. 1 shall
return to this again. Here we are spe-
cially interested in the comma-like lobes
inside a eirele withim which the body of
the bird is placed. It runs over it to the
right in a circle, which is divided into
two equal lobes by a regular spiral,
Both formations in the same typical

Fig. 13, Stucco covering of the intrados of an arch
in the north:-east lwin of the Mosque of Tbn Talan

in Cairo,

form are also found on a wall-decoration in plaster from Samarrd in the Kaiser
Friedrich Museum in Berlin (IXth cent. A. D)™ and on the stucco of the mtrados,
now destroyed except for a few fragments, of an arch of the north-east liwan of the
Mosque of 1bn Tilin in Cairo (fig. 13)" bt ‘are also found on larer monuments.
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Its connection with the body of the bird or with the body of an animal at all is
however entirely confined to this one duck-ornament.

The Muslim art of decorating books, which later became so highly developed,
grew out of modest beginnings like the ancient and early mediaeval Christian
art. In literary texts of the second and third century A. H. (VIIIth—IXth A.D.)
the end of a section of any size was occasionally marked by a row of ornamental
dots.** The literary fragment Inv, Ar. Pap. 6ooa already shows quite a simple orna-
mental border in the form of a long narrow rectangle with a zigzag band at the
conclusion of a large section; in Inv, Ar. Pap. 6oob the top of a poem is marked by a
similar but broader band, a rectangle with two intersecting zigzag bands. Both may
be dated about the end of the second and beginning of the third century A. H.

At the end of the whole book such ornaments as were used with the text to divide
the larger sections might become more elaborate, somewhat in the style we see in
PERF, No.g54 (fig. 5).™ Occasionally perhaps a bird ornament was placed at the
end of the whale text perhaps just like the coronis of Greek manuscripts.™ The duck
omament on Plate 7¢ was perhaps intended for this purpose. In place of the simple
ornaments with which the larger paragraphs were marked, at quite an early date
combinations of geometrical figures were used, sometimes in combination with leaves
or knots; these sometimes, as in Christian manuscripts, took up considerable space
and effectively enlivened the monotonous appearance of the text. The final piece of
a tendril, which may have been intended for a marginal decoration or as a vignette,
perhaps survives in the ivy leaf with a face drawn in it and terminating in a trefoil,
which is preserved on the piece of papyrus, 5,6 X 4,6 cm, Inv. Ar. Pap. 9998 (fig. 14).
The drawing is done in brown ink, and may be as early as the third century A. H.
(IXth—Xth A. D.). It comes from the Fayyim,

I cannot produce here from the profane manuscripts of the period which I have
now to discuss, any specimen of the decorative framework of the first page of a
text or of a title-page, such as we may presuppose existed in late classical manu-
scripts and are not at all rare in Christian manuseripts.® The former, to say
the Jeast, do not seem to have been at all usual. But there is no reason to doubt
that fine manuscripts even then must have distinguished the beginning of the text
by an artistic border or other decoration. If we remember that in MANUSCTIPLS
with miniatures, the title-page, e, g. in Inv., Chart, Ar. 25751 (Plate 5b) was opposite
the front page of the text, it seems unlikely that the miniaturist would have placed
a plain page of text opposite this tastefully framed picture. He would presumably
have done away with any such contrast between text and picture by a corresponding
decoration of the page of text, a style of decoration for which the frame and head
pieces later so popular in Muslim manuscripts were well fitted. The artistic title-
vignette which the calligrapher Aybak b."Abd Allah as-Sayfi(746A.H.=1345A.D.)
places on the first page of the splendid manuscript of al-Biisiri's Burda (Plate 11h)
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strikes one as being only one in a long series of developments. Framework and de-
coration point to much older models and we shall later discuss their connection with
the Siira divisions and prefatory leaves of the old manuscripts of the Qur'an.

Writing in gold and silver, tom, formed by a black line, a
in keeping with the illuminated %4 thick stroke in oxydised silver
Siratitles of theQur’an codices, 3‘1 ink and a vermilion line on both
was used quite early to empha- = sides of the text, which is writ-
sise the titles and chapter head- @Té] ten in black, which of course can
ings in profane manuscripts; 3 only have been inserted later.

frameworks also were used for i; Below this in the same border
emphasis, An example of thisis ¥ is a frieze of writing with black
found in Inv, Chart. Ar. 7322 of = edging covered withsilver paint,
the Rainer Collection (Plate 4¢), ? the diacritical points aof which

a fragment, 3,5%8,5¢cm, of a Fig. 14 are done in gold with black bor-
text the contents of which un- Omament from ders, Inthetext, above the strip
fortunately can no longer be ;‘;"':h‘:‘" Pap. 93:}“ of writing, we have two double
ascertained. Here we have a | . - poar] circles with spirals inlaid, which
border running from top ro bot- are drawn on a ground of gold

leaf. That the artist first laid on the gold leaf and then drew the ornaments in black
ink is seen from the fact that there are gaps in the black lines where the gold has
fallen off. This technique has already been mentioned above (p.13). The fragment
is unfortunately not only torn off at top and bottom but is also very much worm-
eaten. So far as it is possible to suggest a date from the writing, | should put it as
early as the tenth or eleventh century A. D.

We still have however an early specimen of the framing of the page of text in a
manuscript by decorated inscribed borders. This again we owe to the incomparable
Rainer Collection. Plate 8c—d shows a fragment of a leaf from a work on Tradition
(Haditk), which is probably to be allotted to the XIth—XIIth century A. D, It is
composed of the two fragments of Inv. Chart. Ar. 1924 and 256477% which now
that they are joined together measure 9,7 X 7,6 em and consist of yellow, originally
probably white paper. The text itself is written with brown ink by a skilled hand;
both sides of the leaf, which from the dismilidh formula on the front was probably
the first of the manuscript or 0f a new section, are framed in borders of script written
in a beautiful 7#mar hand mn black ink. The text of the reverse is enclosed in a
lined frame, which consists of an outer and an inner line, between which runs
the strip of calligraphy. On the right the border was divided by parallel lines into
long narrow strips. The surviving fragment has in the central field an arabesque
pattern which recalls elaborate Kiific; the outer frame is marked by crescent-shaped
lobes inside a circle such as we find in the border of the decoration of the parchment
end-paper [nv. Perg. Ar. 294, illustrated in hg. 17.
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Here 1 only want to suggest that the decorative borders of writing-tablets may
have served as a model for the simple framing of the page of text. The beautiful
border of the mimiature on Plate 4b on the other hand, I would rather connect with
those ornamental frames which in classical or early Christian manuscripts surrounded
the picture of the author, which was placed like our miniature at the beginning of
the text. That the latter itsell might also have been enclosed in a similar ornamen-
tal border has already been mentioned. The composition of the frame like the picture
itself shows a perfection and a degree of art such as we would hardly have expected
at so early a period. It already foreshadows the almost incredible development found
in later manuscripts in the extravagant decoration, which surrounded text and titles
with the most wonderful arabesques and floral designs on the first two pages and
often even on the first four pages of the manuscript.

The ornamentation so far dealt with is found only in profane manuscripts;
the sacred book of Islam, the Qur'an, has not been touched upon, as it of course
must have a special place to itself in the development of book decorations. It was
advisable first of all to ascertain what style of decoration for manuscripts had
to be considered ar all. Used as the only source for this investigation, the Qur’an
might easily give a distorted picture of the limitations and possibilities of the de-
velopment of decorative art. Its use in public worship and the esteem, amounting
almost to adoration, in which the Qu'rin was held could not be without influence
on its external form. That there was a good deal of influence from models used
among “the people of the book”’, as the Christians and Jews were called, was natural
in view of the frequent intercourse between the members of the three world religions.
Thus the large format of the Qur'dns kept for reading in the mosque, recalls the
folio' missals of the Christian Church.

From the very first considerable emphasis was laid on a fine calligraphy for
the text of the Qur'an. The first who gained distinction in this respect was the
contemporary of "Umar 11 (d.720A.D.), Khalid b. Abi'l-Hayyaj, who, as Munaum-
MAD B, ISHAQ AN-NADIM tells us, also prepared the inscription in golden letters
from Siira XCI on the south wall of the mosque of the Prophet in al-Medina.™
It is quite probable that the sacred text in manuseripts of the Qur'an too was writ-
ten in gold ink at quite an early date. Khalid himsell perhaps gave the stimulus to
this. The incomparable library of the Fatimids in Cairo possessed several Qur’'ans writ-
ten in letters of gold, They were placed in the so-called old mosque™ in 403 A, H.
(ro12—13A. D, yalong with 1298 manuscripts of the Qur'an. A fragment of 52 leaves
written in the Zhs/utk hand in gold is still preserved in the Egyptian library in
Caire.™ One of the finest copies is undoubtedly the Qur'an written on dark blue
parchment in gold ink which al-Ma’miin (813—837 A. D.) presented to the chief
mosque of Meshhed. . R. MARTIN possesses a leaf of this splendid manuscripr,
a part of which came into the market in Constantinople during the war.
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Later this gorgeous method of production wasapplied to other literary works also,
first of all to collections of prayers apparently in imitation of the splendid manuseripts
of the Qur'dn. In F.R. MARrTIN'S Collection is such a book of prayers written in gold
in the 7%uluth hand dated 1486 A. D., which came from Persia,”™ and to quote another
example the manuscript of the Burda of al-Biisiri of the year 1345 A. ). mentioned on
p- 18 above, contains on each page three verses written in gold in Thwluth Rayhdni.
The poems of the Caliph al- Mu'tamid (870—8g2 A. D.) were also written in gold.™
I must not omit to mention that the sect of al-Hallgj (executed g21—22 A. D.) who
were influenced by Manichaeism, produced books of Chinese paper, some written in
gold ink.?® The custom of writing in gold ink seems to come from the east and is
first found in Jewish literature.® That it was also used for the Seriptures by Christ-
ians, often along with purple vellum, aroused the misgivings of the fathers of the
Church,®* just as Muslim theologians of the stricter school disapproved of writing
the Qur'dn in gold ink.** Among the latter the imitation of a custom used among
Jews and Christians probably aroused disapproval besides being a breach with
the traditional simplicity of the sacred book. Nevertheless that such illustrated
Christian and Jewish manuseripts were read and disseminated in Muslim circles is
seen from a story in 18N IvAs® who relates that the Caliph al-Mutawakkil (847—
861 A.D.) had in his hand a roll in which the revelation of Daniel was written in
ink of gold, on the occasion of the visit of the governor of Egypt, Mahfiiz b. Sulay-
min, who had been summoned to render account of his governorship.

The use of blue or violet vellum with gold and silver writing was specially
prevalent for diplomas and official documents of the Byzantine emperors® and
such missives were sent to the court of the "Abbasids in Baghdid and ro that of
the Umayyads in Cordova. The preference for the combination of blue and
gold which we already have seen expressed in al-Ma’'miin’s copy of the Qur’an
dominated practically the whole of Muslim book decoration. One can open hun-
dreds of illuminated manuscripts and always find gold on a blue ground as the
prevailing combination of colours. 1 do not think it correct to seek its origin only
in the east, because blue and yellow were the favourite colours in ancient Mesopo-
tamia.®®* | would also point out that there was a decided preference for these
two colours in Egypt also. One need only think of the splendid articles of gold,
in which we continually find lapis-lazuli in a gold setting®® and of the decoration
of the royal tombs of the new kingdom in which very often yellow appears painted
on blue ground.®” That the Tilinids had also a preference for these colours — the
““golden house” of their palace was so called on account of its walls inlaid with
gold and lapis-lazuli® — may be due to an imitation of Mesopotamian models
in their case but might well have also been influenced by Egyptian patterns.
Splendid Qur'ans like that of the mosque of Meshhed might very well, however,
have been rarities in the third century A. H. In the first century A, H, the methods
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of production were still very simple. The sheet of vellum Inv, Perg. Ar.2, 27x
22 ¢m. in the Rainer Collection, the hand of which belongs to the first century
A. H. still has the simple method of dividing verses by 6 dots and no trace of
the elaborate "dskird marks (ten verse divisions), which appear in the second
century A. H. Tt will be legitimate to assume that the titles of the Siiras, when
such existed, did not here stand out from the text either by special colour or decora-
tion. In the manuseript of the Qur’an, Magahif No. 139 of the Egyptian Library in
Cairo, which I was able to examine carefully on my last visit to Egypt, the titles
of the Siiras have certainly been added by a later hand. B. MoriTZ has repro-
duced a number of pages from this precious codex, which was written about 725
A.D. and comes from the mosque of ‘Amr, in the volume of plates to his Arabic
Pualasography,” from which this fact is perfectly evident. The writer has left at the
end of each Siira an empty space which was rather broader than the space oc-
cupied by a line; the decorations separating the Siiras were then drawn in these
empty spaces, The space left was often rather small so that the tops of the high
letters Tan into the decoration or a space had to be left for the letters with tails in
the decoration.?® The latter consists of a decorative scroll which runs across the
whole page and is filled with trellis-work, knots, square or circular pattemns
and rows of arches and is obviously intended to mark the ends of the Siras. 5i1-
milar decorations are found in Christian manuscripts used in the same way."
Characteristic of this particular copy of the Qur'an, however, is the crowning of
the individual scrolls by the colonnade of a mosque partly hung with lamps,
the triangular pinnacles of which are replaced in certain sections by winged palm-
leaves ™ These; occasionally surrounded by other accessories, also mark off the nar-
row ends of the decorative scroll.® All these terminal ornaments are executed in
bright ochre yellow, dark green and crimson ink and therefore show the same com-
bination of colours which we have already (p. 12) learned was characteristic of Cop-
tic manuscripts, In the fragment of the Qur'an in the Gotha Library (Cod. Ar. 36),
according to E. KUHNEL® the geometric patterns, “which apparently go back
to older Coptic traditions, and have analogies in Coptic manuscripts of the Bible
with parallel Arabic text” are executed in red and green and yellow. We have
still to mention that in the Qur'an of the mosque of “Amr there are already orna-
mental * dskirza marks, but without numerals, The most popular form is a quatrefoil
in a quadrilateral frame, such as is illustrated on Pl 1-2 of MoRITZ' book, Here
again the same colours are used as in the terminal ornaments.

We have already mentioned that the oldest codices of the Qur'an, e. g. the one
just discussed, originally had no titles written above the Stiras. This had, however,
its disadvantages and they very soon began, at least as early as the second century,
to mark the begmning of a new Siira by a suitable formula. In a vellum leaf, Inv.
Perg. Ar. 186 of the Rainer Collection (IInd cent. A.H.=VIIlth cent. A. D) which
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from its format (38,5 x 27em)and its calligraphy must be regarded as a mosque rather
than a hand copy, the formula fitikatu sirati 'l-'a{kzabi] “Beginning of the Stira
al-A[hzab (the Confederates)]"” is written in crimson ink but without any adornment
immediately after the close of Siira XXXI1, which ends with a ten verse-division.
The "dskira marks, which stood out effectively from the black text of the Siira are
also simply decorated. In a red or black square frame the numeral, written in erimson,
is placed surrounded by crimson dots, which are also used 1o enclose the frame.*

It was an easy step to combine such Siira titles with the terminal decorations
which we have seen in the Qur'an of the Mosque of "TAmr. From this combination
which probably developed in the first half of the second century A. H. there grew
those richly decorated Sira divisions which gave ealligrapher and draughtsman
alike a welcome opportunity for displaying their skill. Scon they were no longer
content simply to emphasise the Siira headings by red ink but used gold for the
inseription in artistic Kiific, the framework of which became more and more ela-
borate. The fine Qur'an codex Masahif No.1 of the Egypuian Library (see p.441.)
written before 765 A, D. already shows the Siiras separated by delicate designs.*
The ten verse marks are no less beautifully executed. The numeral written in
words is followed by a star formed of two intersecting double-lined squares, which
in turn is inserted in a regular polygon. The golden seript here again stands out
from & blue ground and the border is in gold. If as an exceptional case | again
mention the simple verse-divisions, which are formed throughout of two concen-
tric circles filled with gold, it is because I think I can give interesting evidence
of the origin of this ornament. On Pl. 26 and 27 of the Arabic Palacography
(IInd—IT1rd cent. A. H.) we see circles —added it is true later — used in the text
as stops, which enclose four or more strokes placed closer together, which mark
the end of a verse and are sometimes replaced by dots. In Arabic literary
texts on papyrus | have frequently found a plain circle used as a full stop.”
This, therefore, was a method of separating sentences which must be called
quite usual. When we next find that in the literary Pehlevi text on papyrus, ex-
hibited under No. 446 in the Rainer Collection, as in P. Berol. 4442, a plain circle
continually interrupts the text, apparently to punctuate it, it is natural to ask
whether we have here a borrowing of a Persian method of punctuation in Arabic
writing, which is certainly not impossible, We need not then be surprised that the
Sasanian winged palm-leaf was used in decorating the Qur'an®* and we must admit
that perhaps other borrowings from Pehlevi books are within the range of possi-
bility.® Connections with Sasanian decoration are in any case to be found
elsewhere in the patterns used to separate the Siiras. I will quote only one example,
the terminal ornament on Pl. 135 of MoR1T2' Aradic Palseography. The lozenge
pattern with palm-leaves that fills the whole area of the decoration 1n an endless
pattern strikingly recalls the Sasanian leafl pattern of Tag-i-Bistin which has been
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reproduced by J. J. TIKKANEN and has been connected with marginal patterns on
ivory carvings and in Arabic manuscripts. A similar ornament is found on a piece
of lace, from Egypt in the Austrian Museum of Arnt and Industry in Vienna,'®*
The network of lozenges with palm-leaves is there replaced by a design of leaves
with six smaller ones between each.

Textiles played an important part in the transmission of decorations from
Persian designs. They were certainly not without influence on designs for book
ornamentation. The design of arches in Aradic Palacograpihy, Pl. 6, has in
any case a parallel in Coptic textiles of the IVth—Vth cent. A. D' The frequent
enclosure of the terminal decorations to the Siiras in a woven band recalls the
ornaments on the edge of Coptic pieces.’® The same design for the terminal
decorations is repeatedly found in different copies of the Qurian, Two specimens
of such decorated leaves of the Qur'an from the manuseript of mixed contents
Mixt. 814 of the National Library of Vienna (VIIIth—IXth cent.) are given on
Plate g—10. The outline is usually done in sepia brown ink, the writing is left in
white or written in gold ink, the ornaments are inlaid with a liberal use of gold
with an enamel-like crimson, ultramarine, grass-green, or bright green and clay-
brown. The first leal of the Qur'an manuscripts had usually, like the last, a de-
coration which encloses the whole area of the writing (cf. Plate 10). Festoons
with spirals, arabesques, and network of lozenges form the principal motives of
the often very rich ornamentation, The separate vellum leaves of this manu-
script are of very different sizes. Fol. 14 (Plate g), 21 X 31,7 cm, recalls in the or-
namentation of the written area the decoration on Coptic materials,® and the
marginal decoration of the narrow side allied forms on the wall decorations of
Samarrd." Fol. 6b (Plate 10), 21,1 % 28,5 cm, has in the centre an arabesque de-
sign in gold on a frame hatched with carmine, framed in a festoon left in white,
with the interstices filled with carmine and grass-green. The two outer frames
are done in gold and brown, the circle in carmine and green, the interstices of the
scroll filled with carmine. The ornamentation of the narrow side is an arabesque
in gold adorned with carmine and green.

The decorated Qur'an leaves that we have so far dealt with have been fin-
ished off on the narrow side in a kind of peak of arabesque tendrils, which rise up
out of a vase formed of winged palm-leaves, or complete leaves in a circular frame;
this finish to a page is with one exception (Mixt. 814, fol, 1) always associated with
the rectangular field of decoration and is to be imagined as growing out of a
leaf. It again reminds us of Coptic materials, the ornaments and ¢/aed of which
very often show a leal-like finish to the side.’™® The leaf-like form of this peak is
very clearly seen in the ormamemt (fol. 62b) of the vellum Qur'an 8,7 % 13,9 cm,
Masshif No. 194 of the Egyptian Library (Plate 11a). The leaf, drawn in brown ink
is filled with an arabesque now unfortunately much destroyed and enclosed in a
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light green frame, In the rectangular area of the ornament, we first pick out a
frame the sides of which meet diagonally, and which is vertically cur through on
both the long sides and is divided into two trapeziums and four trapezoids and
is outlined in brown ink. The braiding and the chain around it are covered with
shell-gald. In the central area, two intersecting dark brown zigzag strips are
overlaid by a similar undulating band, forming a fish-bladder pattern. The com-
partments thus formed in the loops of this fish-bladder pattern are inlaid with
bright green. Frem the hand this Qur'an can be dated in the VIIIth—IXth cent.
A. D. To the same period belongs a decorated vellum leal from the F. R. MARTIN
Collection ™ which I would like to mention here on account of its arrangement,
which is connected with Coptic bindings. The inner field of the ornament enclosed
in a rectangular frame is divided into three parts; in the centre a square area,
right and left a narrower rectangular area. The square area has in a circular frame
two superimposed squares, which have in their centre a double circle with paim-
leaves arranged in a whorl, which are arranged in a small double circle filled with
leaves. It forms a Muslim parallel to the splendid frame of the picture of Juliana
in the Vienna Dioscurides and was probably evolved from Syriac or Coptic models.

This style of Qur'an ornamentation came in time to influence the decora-
tion of profane manuscripts. The title vignette, 12,1 23,7 cm, of the manuscript
A.F.4 of the National Library in Vienna (Plate 11b) already mentioned above
(p- 18) shows the usual ornament of decorated leaves of the Qur'an with the title
left white in the central area. The peak-like tendril ornament is here transformed
into a circular medallion, such as we find, it may be mentioned, on Coptic stufis
finishing off the pattern.’®® If we emphasised the possibility of such ornaments
having influenced the form of the Siira divisions and the initial and final orna-
ments of the Qurans, | must not forget to point out that there is also a kind of
writing tablet with knoblike handle — I have illustrated it in my A/gemeine Ein-
Sfiikrung in die Avabischen Papyri, p. 61, fig. 3b — which might have served
as a model for such ornaments and I may add that writing tablets were often
elaborately ornamented.

By bringing in A.F.4 | have really passed the chronological bounds which
I set myself. But I cannot refrain from briefly setting out the further development
of this interesting ornament. Chance has preserved for us in the Vienna National
Library a second manuseript of al-Biisiri's Burda (N.F. 381, Plate 12), which was writ-
ten by Aqba’iin 741 A.H. (1340A.D.) and is therefore five years older than A, F. 4.
The copy was, as the round vignette tells us, written for the Bahri Mamlik Sultan
al-Malik an-Nasir Muhammad b, Qald’in (1309—1340 A. D.). Here we already
have the title vignette enclosed in a rectangular frame and finished off at the top by
an ornamental border, The round medallion thus comes to be on the edge and is
at the same time a marginal decoration. The same thing is found on the splendid
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large Qur'ans of the Mamliik period. The first and last page in them is usually
ornamented in such a way that two of the usual kind of preliminary leaf ornaments
with scrolls of writing form the top and bottom of the ornamentally framed page.

In addition to gorgeous manuseripts of this kind early specimens of a simple
nature have also been preserved. In the fine vellum Qur'an which J. v. KARABACEK
ascribed to the library of the Mamliik Sultan Kayiubadh and which belongs to the
ninth century A, D. the titles of the Siiras are written in red, the numbers mark-
ing ten verses enclosed in a red-green circular ornament.!® The gold of the titles
of the Siiras is frequently replaced by chrome yellow as in the Maghribi Qur'ans.
The vellum leaf No. 728 of the Exhibition of Rainer papyri (ninth century A. D.)
has the title of the Siira XX in chrome yellow while the *dskfra marks consist of
two small dark green circles with a larger circle in chrome yellow between them.

Along with the above mvestigation of book decoration of the first six centuries
of the Muhammadan era, 1 should like to deal with a group of texts which, not
being in the form of books, do not therefore strictly come within the range of
our title, namely amulets. Their contents give them an intermediate position
between the profane texts and the Qur'dn, and we may expect to find that their
ormamentation has relations with both sides. It is just this that makes these re-
latively early texts so valuable that I cannot omit them from my discussion,
especially as some of them are among the earliest precursors of printed books,

Analogous ornaments in Christian manuscripts are recalled by the top of
the amulet-text written in dark brown ink on the piece of paper 11,1 X 4,7 cm,
Iny. Chart, Ar, 25616 of the Rainer Collection (Plate 8a), which from te hand
must be allotted to the tenth century A. D. The text is bounded on the top by
a frieze which is delineated by a double line below and a thick stroke above witha
woven ribbon as ornament; on the top on the left s an angular peak, in the centre
a simple palmette and on the right there probably was a similar peak opposite.
This ornamental finish with a palmette arch in three parts was very usual, espe-
cially in a much more developed form on Greek tomb steles.™ A similar top
is very often found on Arabic tombstones of the third century A. H. (IXth—Xth
A. D). In the centre we usually have two inclined half-palm-leaves with the
lobes turned inwards, with a half palmette on each side usually with & second
palmette turned in the other direction which glides into the wavy frame of the
longer sides We find the latter type on a tombstone in the Arabic Museum
in Cairo, Inv. No. 1201, of Rabi 1, 231 A. H. (Dec. 845 A. D.) which 1 illustrate
for comparison on fig. 15. A simplified form of this top is found on the amulet
Inv, Perg. Ar. 322 of the Rainer Collection which is written with dark brown ink
on a strip of vellum 14,4 4,8 ¢cm in size, and belongs to the same period as
Inv. Chart. Ar. 25616 (Plate 8b). Here the strip of text left white on a dark brown
ground, enclosed in a frame outlined in brown and over-painted in light brown,

26



which takes the place of the strip of ornament in Inv. Chart.Ar.25616, is crowned
only by a central peak, which seems to be a crude representation of a palmette
rising from a leafy cup. On the scroll traces of light green can still be seen.
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Fig. 15. Arabic tombstone of 845 A. D. (Cairo, Arabic Museum, Inv. No. r201.)

The contents of the amulets, which often consist of very different texts, like
verses from the Qur'an, the beautiful names of Allih, magic words and arrange-
ments of magic signs as well as regular conjuration texts, made it very natural
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for the separate parts to be divided by friezes of tendrils, geometrical ornaments
or strips of text. Here also purely oramental cross-bars were used at first to
separate the sentences within the columns of text and to mark the top and bottom.
“Thus, for example, the white parchment P. 12796 of the papyrus collection of the
Staatliche Museen in Berlin measuring 14,3 4,6 ¢m, has above the two amulet-
texts written in brown ink, a zigzag border berween double lines, the triangular areas
within which are filled altemnately with dark green and crimson dots. This simple top
border recalls a very similar ornament on Inv. Ar. Pap. 6ooa which we have discuss-
ed above on p.18: This specimen may be as early as the [ Xth—Xth century A. D.
The amulet Inv, Chart. Ar. 7265 of the Rainer Collection (Plate 13) from al-Ushmil-
nayn, is presumably not much later; the terminal ornament of the separate sections
15 a scroll of tendrils, ornamented with crabs with nine-leaved rosettes in the con-
volutions. The strip of paper, 28 X 8,5 cm, shows this pattern four times repeated in
a rectangular frame and done in white on an alternately black and red ground.
It is interesting to note that these ornaments were not done with the pen but im-
printed from four engraved stamps in two colours, black and bright red.*** The wri-
ter of the text of the amulet which is done in brown ink left the necessary spaces
for them. The specimen has been much worm-eaten and the original bright red
is now weathered to a rusty colour and the beginning and end have disappeared.
Another contemporary allied example is also in the papyrus collection of the
University Library of Heidelberg (PSR. 778). The strip of paper, 30,7 8,4 cm,
has again an amulet text written in brown ink interrupted by two scrolls of writing
done from a stamp, which are left white on a black ground. A similar scroll in
elaborate Kific without a border, over-painted with brown, is found on the black
amulet text also done with a stamp on the thin white piece of paper 11X6cm,
(Plate 14b) exhibited in the Rainer Collection (No.g42). ]. V. KARABACEK has
given a brief description of it in the Fdhrer durch die Ausstellung, p- 247. Scrolls
of this kind occasionally took the place of the ormamental top, which we have
seen on p. 26. On the amuler stamped on 2 piece of paper 25% 6,2 cm numbered
P. 11970 of the papyrus collection of the Staatliche Museen in Berlin (Plate 14c) the
text printed in black is enclosed on the top by a scroll printed from a stamp, which
gives Siira CX11 of the Qur’an in white on a black ground, The block may have
originally been intended for a larger format, and in order to fit the space here had
to be turned round go® so that the text is now perpendicular, which is found
nowhere else.

Geometrical ornaments and framed scrolls are found altemately as terminal
ornaments in the separate parts of the text on the amulet P. Inv. 89 of the Egyp-
tian Library in Cairo (Plate 14a) written with brown ink in 191 lines on fine white
vellum. The strip originally continuous is now in three parts 39,2 X6.,4, 35.8%X6,6
and 42,8 6,2 cm and E;aste'd on paper. Of the four scrolls of writing three are
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enclosed in a double-lined rectangular frame, and one has a border above and below
consisting of a row of pearls running between two lines. The writing is left white
on a brown ground. The amulet may be as early as the tenth century A. D, to
which period the majority of the specimens done from engraved blocks belong.

A geometrical ornament with scrolls of writing is also found on the fine amulet,
also of the tenth century A. D., PSR. 1126 of the Heidelberg papyrus collec-
tion (Plate 15), which was folded parallel 1o the lines and presumably carried in
a little case. This strip of vellum, 46X 4,5 cm, is unfortunately not complete,
Only 93 lines of the text, originally no doubt much longer, made from a stamp
and printed in black survive. This specimen is peculiar among amulets inas-
much as the various sentences are separated from one another by small cir-
cles as in old literary manuscripts and codices of the Qur'an (cf. p. 23). The
borders of writing in lapidary Kiific are as usual framed in double lines and the
last one ‘is finished off with a zigzag border. Special care has been devoted to
the final ornament of the first section preserved. Here we have in a double-lined
square frame, the corners of which are divided by a double line, a double-lined
rhombus but with divided angles in which a second double-lined square with
rounded corners is inserted with an eight-leafed conventional rosette in the middle,
The space between the outer framme and the rhombus is filled with a Kiific in-
scription left white on a black ground. The corners of the quadrilaterals and the
octagon in the centre are covered with a lacquer-like crimson; the white rosette
stands out from the crimson ground. This specimen is the only Arabic amulet
which is made in its entirety by stamping from a pattern on vellum and therefore
is of considerable rarity.

In conclusion we may add a few words on the framing of amulet texts. Ex-
amples of the enclosure of the whole column in a seroll of text such as we have
seen in Inv. Chart. Ar. 1924 and 25647 need hardly be mentioned, It is also not
probable that the whole text was enclosed in a written scroll. On the other hand
we have at least one example of the framing of the text in an ornamental border,
which is very frequent in Christian texts. Amulet No. 773 of the Schott-Rein-
hardt collection of papyri in Heidelberg printed from a block shows the text
enclosed in an arcade of horseshoe arches. This recalls similar borders on Arabic
tombstones of the later type™ and 1 would also point out that this amules
seems to be later and perhaps should be allotted to the eleventh century A. D.
Whether there is more than chance in this coincidence must be left to be decided
when more ample material is available.
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I
BINDINGS

he learned Arab philologist AL-JAHIZ says in one of his works' that the

Abyssinians claimed the credit of having introduced to the Ambs, along with
other things, the codex or bound book (muskaf), the form in which its contents are
most easily, most strongly and most beautifully kept. We have no reason to doubt
the truth of this statement, all the less as the Arabic word muskaf or mishaf, (the
philologists say the correct and older form maskaf is dialectic) is actually borrowed
from the Ethiopic According to tradition Salim b. Ma'qil, the client of Abhi
Hudhayfa was the first after Mubhammad’s death to put the Qurian together into 2
book (muskaf) and adopt the Ethiopic name for it."* According to other stories the
loose leaves, on which the parts of the Qur'an were written, had already been placed
between two wooden boards (Jewhani, daffatins) in the life-time of the Prophet and
were then copied in book form by Zayd b. Thabit in the time of Abl Bakr.* Inany
case we can safely assume that by the beginning of the seventh century A. D. the
codex form was known in the Muslim community, even if it only consisted of two
rough: boards between which the separate leaves or folded sheets were placed.

The book was by no means a thing unknown in Arabia at this time. The poets
of the pagan period already show themselves acquainted with it when they com-
pare the tracks in the camp with the faded writing in books, which they might have
seen in the monasteries or churches of the Christian communities of Syria, Mesopo-
tamia, al-Yamama or South Arabia.®* That books were used there™ was all the
more likely as they had been used since the third century A.D. not only in the
classical world but had been widely disseminated through Christianity. Byzantium,
Egypt and Syria brought the book along with Christianity to the new converts in
Arabia and Africa, and the young Muslim community, which at first had been in
particularly active intercourse with Abyssinia, would readily use the book-form for
the Qur'an. Along with the latter the roll-form seems also to have been known,'™
which may have come to Arabia equally well from Egypt where the writing-material
(papyrus) suggested it as the ideal form, as from Mesopotamia and Persia where
parchment and skin rolls were in use. A later epigone of this kind, a roll of Tradi-
tions (jakifa) of papyrus, 183 cm long of the middle of the third century A.H., is
preserved in the papyrus collection of the University Library of Heidelberg '

If we may assume that the Arabs had already at an early period at least the
rudiments of book binding among them, it is certain that this art received a great
impetus from the ancient leather industry which had been on a high level in
South Arabia from quite an early peried. From AL-HAMDANI'™ we learn that
Sa'da, later also famous for its leather, even in the days of darkest paganism
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was a land of rtanners. The Persians, who had liberated South Arabia from its
Abyssinian conquerors about 570 A. D. only however to incorporate it in their
vast empire, probably contributed most to develop and raise the leather trade.
TeN AL-MUJAWIR' records that they built tanneries in every new town they foun-
ded. Tanning in any case assumed from that time on such a development that the
raw material, the hides, were brought even from Kirmin in Persia, Zayla® in Africa
and other lands, was tanned, and the fine Yemen leather exported as far as to Trans-
oxania. Only the closing of the frontiers and the prevention of trade brought
about the decline of this flourishing industry. In addition to Jurash, Sa’da al-
ready mentioned, the Morocco leather of which went to the Yemen and Hijaz,
and Najran the leather factories of which provided rhe main business and ex-
ports of the country,* Zabid was particularly noted for its red kid-leather?®
while San'd, where there were for example no less than 33 tanneries working in
381 A. H. (091—02 A. D.), produced white and yellow striped Cordovan leather
which rivalled in the market the celebrated Morocco leather of at-Ta'if*™ In
the latter town, however, they were not confined to tanning leather, but pro-
duced excellent bindings. ABu'L-QAsiM HUSAYN B, MUHAMMAD AR-RAGHIB AL-
IsFauaxi (d. 1108 A. D.) mentions with praise a book of Kific vellum bound in
two boards from at-Ta'if.®® The manufacture of this particular leather was also
carried on in Egypt at the beginning of the XIIIth century A. D., which had
always had a fourishing leather trade, and continued to export a great deal under
Muslim rule!® People from the Hijaz had settled in the Hirar al-Husayniyya
before the Gate of Victory in Cairo and built tanneries here, in which leather was
manufactured after the style of that of a;-Tﬁ‘if.“'tI‘he bookbinder and geographer
AL-MuQaDDAs! (wrote in 985-86 A, D.), who on one of his long journeys visited
South Arabia and practised his handiwork there is proud of having received a rich
reward for his fine bindings which aroused admiration, sometimes as much as
2 dindrs for a volume of the Qur'an; good bindings were therefore much esteemed
at this time in the Yemen. Al-Muqaddasi also mentions a noteworthy point of
technique. The quires were glued together and the volumes cased with wheat-
starch™ as in Egypt, and when Muqaddasi enquired for the asphodel paste (askrds)
with which he was familiar, which was used in Palestine, the druggists knew nothing
of it. In Yemen only paste of wheat-starch (nasha) was known.1#

If the existence of an excellent raw material formed a basis for the prosperous
development of the bookbinder’s art, it was obvious that with the increasing power
of the Muslim empire, the splendour of the bindings and their decoration would
also grow, What Christians, Manichaeans and Zoroastrians had done in this re-
spect was as far as possible surpassed by Muslim artists. Particularly in ‘Iraq
(Mesopotamia) and Andalus (Spain) special stress was laid on the binding of
books.® In Spain, Malaga was above all a treasure-house of exquisite leather-
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work.1#® Private collectors and the really grandiose magnificence of Muslim princes
(who encouraged the foundation of great libraries) contributed not & lietle to this
unparalleled development of the art of book-making in the Middle Ages,'

We gain some idea of the book production of this period when we learn that a
copyist could copy too pages in a day and a night,® Fantastic prices were paid
for valuable literary works, especially autograph copies by the author™ and a
gold dindr, the amount of rent for example of a wine-bar for a whole year
seems to have been the average price for one of the better books.* The business
of the marrigin who were usually paper-makers and dealers, copyists and book-
binders in one and also supplied pens and ink,™ flourished. Their shops formed
the rendezvous of the cultured classes™® just as in ancient Rome the literary con-
noisseurs met in the booths of the Zérarii, Booksellers and paper-makers had
their own sections in the bazaars like the other trades™!

That we hear as early as the third century A. H. of masters of the binder’'s
art is in these circumstances not surprising. AN-NADIM ¥ mentions in 987—83 AD.
a famous book-binder Ibn Abi'l-Harish who worked in the library of al-Ma'miin
(813—33 A. H.), also Shifat al-Migrad al-Ujayfi, Aba '[sd b. Shirin, Dimyana
al-A‘sar b. al-Hajjim, Ibrahim and his son Muhammad and al-Husayn b. as-
Saffir. None of their bindings have survived; but we have occasional references
to valuable bindings of this period. The followers of al-Hall; possessed books
of Chinese paper, partly written in gold ink, cased in satin and silk and bound
in fine leather™ Allih’s book, the Qur'an, in particular was bound in splendid
covers apparently in imitation of the beaurifully bound liturgical books and Holy
Scriptures of the Christians. For example in 1174 A. D. Saladin sent to Sultan
Niir ad-Din Mahmiid as a present along with other valuable gifts five Qurians,
one of them in 30 fascicules bound in blue satin enclosed in sheets of gold and
provided with golden clasps, on which were engraved inscriptions by the hand
of Yanis: the second, written by Rashid, was bound in pistacchio-coloured satin
and contained 1o fascicules, a third, written by the celebrated calligrapher Tbn
al-Bawwab, was in one volume provided with a golden clasp.!* For such precious
Qur'dns, coverings of no less value were prepared. Thus the jurist Ab@ Tahir (d.
1235 A. D) had an embroidered satin covering costing 4300 dirhams prepared for
the copy of the Qur'an in Damascus, believed to date back to *Uthman,

Unfortunately almost nothing has survived of these bibliographical treasures.
When we read in the historians that the library at Tripolis, said to contain 3000000
volumes, was burned by the Crusaders!® or that that of the "Abbasids was
destroyed in Baghdad when the Mongols stormed it' or how the great library
in Alamit, the residence of the Grand-Master of the Assassins perished in the
flames in 1257 A. DM or lastly how the rich library of the Mosque of the Pro-
phet in al-Medina was destroyed in 1237 A. D. through the careléssness of a sa-
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eristan who dropped a lighted candle in it we can have some idea of how
many precious volumies have perished through stupidity or malice and we see
how it comes about that almost nothing except a few manuscripts of the Quran
has survived to our day from the early centuries of the Hijra. The fate of the
library of the Fatimids in Cairo was not much better. At the sack of this, the
most important library of the Muslim world, in 1068 A. D. the precious leather
bindings were torn from the manuscripts to make shoes for negro slaves; the
leaves of the manuscripts were simply burned and what escaped the flames was
covered with dirt by the wind and blown into heaps, which could still be seen near
the ruins in Magrizi's time and were known as the ,,mounds of books™ 14

Fig. 16. Front-Coves of an inilaid Qur'Sn binding (Berlin, Kaiser Friedrich Museum).

It may seem to be a bold undertaking to devote a special chapter here to
early Muslim bindings, but we do still possess such bindings or at least fragments
of them, for which we have again to thank the almost inexhaustible soil of Egypt.

Of really first-rate importance in this connection is the splendid binding of
cedarawood with a mosaic of ivory, bone and different coloured woods fastened
on it and in part inlaid, in the Kaiser Friedrich Museum in Berlin, which F, SARRE
has published.*® The upper cover 49,3 X 67 cm (fig. 16), the original length of which
Sarre puts at g5cm — of the back beard only the middle part is preserved, — 1s
closely connected by its ornamentation with the art of the contemporary Talinid
period. The outer border of the row of arches — two strips with intersecting zigzag
bands — recalls the same pattern on Coptic bindings, for example, British Museum
Papyrus IV (p. 36}, and is presumably taken over from the latter, while the ar-
chitectonic mofif of the row of arches, as SARRE points out, is frequently used 1o
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ornament the divisions between the Siiras in contemporary manuscripts of the
Qur'an, although not in the same typical form (cf. p. 22).

There seems to me to be no doubt that this cover was made in Egypt and
I shall give below further examples of the use of wood for bookbinding.™ As
we shall see later, in this land by no means rich in wood, papyrus pulp was
generally used to make book-boards. The three Qur'dan bindings discussed on
p. 44 fL. are not made of papyrus pulp, but cedar wood was used instead and covered
with leather. When in this case we have no leather but the cover itself has the
ornamentation put directly upon it; this seems to me to be a further development
quite natural on Egyptian soil, where we find the technique of making mosaics
from different coloured woods, ivory and bone on an extraordinarily high level
even from the New Kingdom, as the very recent finds from the tomb of Tut-"ankh-
amon have shown,® In dealing with large formats such as we have in the Qur'ans
for mosques it was a very natural idea to use ornamented covers of wood, papyrus
millboard being quite unsuitable for these, as the heavy body of the book would
in quite a short time break down such brittle material. In spite of a considerable
thickness many smaller book-covers of papyrus pasteboard with leather covers
have not been able to resist destruction,

If, as a transition to the leather bindings, I first of all briefly discuss a few
types of those Coptic bindings made entirely of papyrus millboard, which pro-
bably all came from monastery warkshops,® this is because early Mubammadan
bindings show as regards form and technique some relation to Coptic bindings’
in which the leather covers are decorated. The latter fall into the following groups:

1. COVERS WITH SEWN LEATHER APPLIQUE WORK. The best representative of this
group is still the splendid board from the Fayyum, Inv. No. 34 of the Rainer
Collection, which TH. GOTTLIEE has fully discussed and reproduced and allotted
to the sixth century A. .1

The back board which measures 26,5 20 cm is reproduced on Plate 16. Here
we have a leather cover, stretched over papyrus pulp, consisting of a piece
of dyed skin,* which shows a pattern cut in fretwork and is sewn with chain
stitches on a foundation covered with gold leaf and rolled pieces of skin averaging
2,5 cm X 11,5-12 cm laid one over another in a criss-cross pattern. The same tech-
nique but of a different pattern is found in & binding in the Pierpont Morgan col-
lection (M. S. TV), the front cover of which is reproduced by H. HYVERNAT.® The
cover is supposed to belong to the VII1th—IXth century A. D. Here again above
and below the square centre we have a right-angled strip of ornament. The upper
part is divided into five fields by strips across, the two outer each have a rosette,
the central a cross, while the second and fourth are filled with two interlacing
zigzag lines, The sole orament in the lower strip is a double band that forms circles
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around circular knobs ¥ The square central area has two intersected crosses en-
closed in a circle, which are adorned by a quatrefoil in the centre. The spaces
between the circle and square are filled with four heart-shaped leaves asin Plate 16,

This appliqué work was by no means confined to the bindings or even first
used for them. GOTTLIEB at the end of his desecription of the Vienna binding
Inv. No. 34 has already called attention to the exactly similar leather appliqué work on
Coptic shoes of the VIth—V11th cent. A, D., which came from tombs at Akhmim."*

The Rainer collection of papyri also possesses two fragments of shoes which
are omamented by the same process. The one, Inv. Ar, Pap. 10150 (Plate 17a),
measuring 9,5 X 6,9 cm, still possesses traces of the papyrus millboard of which,
however, only two coarse pieces 1 mm thick fastened crosswise still exist. On
this papyrus foundation, the applied piece of crimson calf leather underiaid with
gilt calf-parchment was tied with dark brown threads and embroidered with dark
blue silk. The elaborate tendril-pattern with sleeping birds recalls the specimens
illustrated in H. FRAUBERGER, on PL IX, 32, 33 and XX, 86, but is much more
finely composed. As a ferminus ante guem for the date 1 would propose the ces-
sation of papyrus-manufacture, i. e, about 950 A. D.; that this artistic work could
be very much older, I do not believe. The second specimen, Inv. Chart. Ar. 28003
(Plate 17b), is decidedly later. It cansists of a piece of paper-pasteboard 7 x 5,5 cm,
1 mm thick, which is made up of blank leaves and to make it stronger has been
sewn together with thin threads. On this pasteboard is laid the calf-leather
appliqué work, which lies upon gilt calf-parchment and shows a gazelle among
tendrils, about to spring on a tree. The gazelle is sewn on it with blue silk,
the tendrils with vellow silk embroidery and in places stitched with thin linen
thread. If it is difficult to ascertain a date in this case in view of the lack of de-
finite data, one can assume from the kind of paper that the specimen can scarcely
have arisen before the end of the tenth century A. D. and is in any case much
later than the shoe-covers published by FRAUBERGER. The high degree of tech-
nical excellence and the fine taste in the choice of decorative motives, which we
find in an equal degree on shoes and bindings, betrays in any case a tramng
through many generations, which we value all the more highly when we remember
that the worker had only the simplest tools at his disposal, with which to do the
cutting out and the still more difficult embroidery. We have, however, to do
with an art which had reached an equal height of perfection in Egypt by the
second millenium B. C, Among the very perfect specimens of leather work found
in the Valley of the Kings, is a quiver from the tomb of Meherpra, which is
ornamented with artistic appliqué work of differently coloured leather (rose, green,
white and black)®® and from the tomb of Thutmosis I'V, comes a small ornament
embroidered and cut out of leather, on which we already have a square filled with
two opposed palm-leaves, spirals attached to a vertical stem.'®!
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2. BINDINGS WITH LEATHER APPLIQUE AND REPOUSSE WORK, The most important
specimen is the binding P. 14018 from al-Ushminayn of the papyrus collection
in the Staatliche Museen in Berlin (Plate 18), which H. IBscHER™ and P. ADAM ™
have already made the subject of thorough examination. The binding consists
of two pieces (32,5 %27 and 338X 14 cm) and is decorated by the same process
and with quite a similar patzern to PER. Inv. No. 34, but the ornamentation of
the back, 5,6 cm broad, is not done in appliqué work like the Vienna volume
but in repoussé work with a three lined iron.® Lines stamped with this tool were
also used for the outer border, sometimes to enclose or adorn the ornament cut
out, which was relieved with large and small circles stamped out with a hole-iron
and, as ADAM recognised, also underlaid with thin gile layers, The fragment,
9 5,8 cm, PSR. 1241 of a leather covering drawn over papyrus pasteboard with
a repoussé lined border and parallel slits, through which a still well preserved
vellum band 4 mm broad is drawn, also belongs to a very similarly worked back
cover, On the left margin are still to be seen remains of the appliqué work of the
centre, It is preserved in the papyrus collection of the University of Heidelberg,

3. BINDINGS WITH LEATHER APPLIQUE WORK AND INCISED WORK. A very inter-
esting specimen (Papyrus 1V) of this group is in the Mss. department of the
British Museum and has been fully described by H. IDR1s BELL.Y The leather
covering of the binding measuring 12,5 X 18,2 em belonging to a papyrus codex, is
placed over papyrus millboard, which from traces of writing on its component leaves
seems to belong to the VIIth cent. A. D. The front cover (Plate 17¢) has a geo-
metrical lined ornament '™ incised with a sharp instrument, in which the noteworthy
features are two intersecting zigzag bands and a series of rhombuses separated by
two parallel lines. The outer frame is formed by broad strips of leather stitched on
with narrow little thongs of leather. A similar narrower strip stitched on parallel
to the long side divides the central area into two unequal rectangles; the back cover
is plain except for the strip of leather applied in the same way.

4+ BINDINGS WITH INLAID FRETWORK, REPOUSSE WORK AND PUNCHING. The
finest specimen of this is a binding in the possession of H. IsscER (Plate 19a)
which occupies a special position both on account of its decoration and its method
of manufacture, This splendid specimen has already been fully discussed by
P. ADAM'™ and illustrated in a drawing which also contains an attempt at
a reconstruction. This binding is of such particular importance for its relation
to our early Muslim bindings that I must once more go into it very fully. The
binding, of which only the front cover with the back and flap has survived,
has been restored and completed by P, Apam. Under careful examination the
old leather parts can be distinguished from the new additions even on Plate 19a.
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The front board 4032 cm which was made of papyrus pasteboard, of which
nothing now survives, is covered with coarse-grained brownish red kid-leather,
which stretched 2.6 cm over on the inside of the board. The decorations on
the cover consist firstly of an outside frame with three hammered lines. Next
comes a plain strip 1,4 cm broad, then a series of stamps 1,2X1 cm in size,
enclosed by four stamped lines outside and three inside. These stamps form two
concurrent opposed spirals which in their con- and divergence form a continuous
series of heart-shaped configurations filled with trefoils, a pattern which from
ancient mosaics we know very well to have been used as a frame border*™ and
which is found in a very similar form on Muslim bindings. This series of stamps is
separated from the central area by a strip 1,5cm broad, which 13 plain, The inner
field is framed by a series of parallel slits enclosed by three stamped lines on both
sides, such as we see on Plate18;1% through the slits strips of parchment were drawn,
The very marked delineation of the inner area by this arrangement of parallel shits
is still further emphasised by three smaller stencilled circles which are placed at
the corners and fastened behind with thin gilt plates. A similar arrangement of
parallel slits encloses the central area 19,2 12,8 cm in size which 15 inside this
inner field. The space between the two is filled with a riband prepared from a three
line tool. The ribands are ormamented with short striped parallel lines. The central
area strikes one at once with its asymmetrical decoration, a lozenge-shaped figure,
the left half of which is formed by two segments of a circle, which are intersected
by two successive segments of circles in the opposite direction. The centre is
occupied by a circular mandorla.’® This ornament is again formed by a series
of parallel slits which are enclosed on either side by a three line pattern done with
a tool, The angles between the lozenge and the outer plaited frame, are relieved
with narrow bands cut our with a knife, which are connected by little strips with
the outer frame and, stamped with the three line tool, expand themselves to a long
rectangle. The inner surface of the lozenge is ornamented with little stencilled
circles and heart-shaped openings. These also have gilt plates inserted below them
like the whole of the openwork™

Along the margins of the board, at almost regular intervals in three places;
are three holes forming a triangle, which held the eyes through which plaited
thongs were drawn to close the book. The 4cm broad back is apparently
plain and pasted over with coarse blue linen. The back of the book was also
stiffened with this material, which came well over on to the boards on either side.
On the edges the binding had three flaps with an overlap 3,2 em broad, which
covered the edges. Of these only the one at the top has survived. It is 29,9 em
long and 2,6 om broad, hammered on the edges with a three line tool and within
this border are three areas bounded on the inside by six vertical lines with a series
of the same stamps as adorn the cover. It is beyond question that the two other
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sides had also similar flaps, as on the right at the corner of the surviving flap
there is still fastened a little piece of leather from the adjoining flap, which was
fastened to the cover by a plait-like woven thong, which was threaded through the
overlap — 2 piece 2 em in size is still left. Traces of sewing on the overlap of the
leather of the cover further suggest that there was a flap there also. These flaps
were, as we have mentioned, intended to protect the edge and are found similarly
made on an early Muslim Qur'an binding (see p. 45).

The binding just discussed, which probably belongs to the ninth century A. D.,
shows a very different principle of dividing the surface of the cover from the vo-
lumes previously discussed. The surface hitherto had been broken up by two
cross-strips forming a quadrilateral in the centre which was splendidly ornamented,
but here we have for the first time the division of the surface into long rectangles
placed within one another and running parallel to the edges. This is already the
transition to the Muslim bindings. The central area is here also emphasised by the
deliberate asymmetry, perhaps even more than in bindings with leather appliqué
work. But this principle of emphasising the central area by an eHective ornament
is also found in an early Muslim binding (see p. 47). It of course remained the
definitive type for the decoration of later Muslim bindings.

To this group also belong two fragments of bindings which were brought back
by the German Turfan expedition from Chotscho and are exhibited in the Anthropo-
logical Museum in Berlin, The one Kat, No. 1. B, 6268, 4,6 ¢ cm, of the VIIIth—
[ Xth century, has on the front cover fine filigree work laid upon gold leaf and sur-
rounded by stamped lines and stencilled circles. The back cover is simpler and
ormmamented with stamped rectangles with diagonals. The centre seems to have
been occupied by a stencilled circular ornament. A. v. LE Cog, who published
the piece’™ rightly emphasised that the fragment seems to point to Egypt in
technigue and in decoration. In view of the active intercourse between Central
Asia and Egypt, it is not going too far to say that in all probability this typically
Egyptian leatherwork was taken from the Nile to Eastern Turkistan, This is all
the more probable as, in the Buddhist painting of Turfin, there are undeniable
echoes of ancient Egyptian forms of art,'™ which can only be explained by close
contact between the two art-centres; In the splendid fretwork laid on coloured
leather or paper, which ornaments the covers and the inside leaves of Persian
bindings of the Timiirid and Safawid period — they have been aptly described as
leather filigree work—this fretwork technique reached its zenith (cf. Plate 99).
The second fragment to be mentioned, Kat. [. B. 6267, consists of parchment
dyed violet-red, ornamented with punches, and also came from the Manichaean

building in Chotscho, The series of stencilled circles on the right side may have
lead up to [retwork.
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5. BINDINGS WITH LACED, STAMPED OR PUNCHED WORK. |. v. Karabacek has
already called attention briefly to the only example of this group so far known
(Rainer Collection Inv. Gr. Pap. 30502, Plate 17d).2* This board which is 1 cm thick,
is, like P. Berol. 14018, made of two pieces half as thick, which are made of rough
papyrus millboard and covered with reddish brown sheepskin. The outer half is en-
tirely covered with leather with a 3,1 cm broad overlap on the inside, while the inner
cover is only edged with leather and has a well-made piece of papyrus pasted on
the inside as an end-paper,'™ which also covers the 3 cm broad leather margin, Both
millboard covers were fastened at the corners by 2 mm broad knotted leather laces,
which also tied the leather cover, as the surviving corner clearly shows.1™

The fragment 14 10,1 cm in size represents at most a quarter of the original
size. The decoration of the cover is simple but very effective. Four punched lines
form the outer frame, then comes an inner frame, a series of parallel slits enclosed
by three hammered lines on the sides and two above and below. Through the slits
a stnp of parchment 0,5 cm broad was drawn which s still partly preserved. The
decoration of the central area is composed of diagonally drawn lines punched and
decorated with double circles, The three angles in the corners were in part filled
with quadrangular punched impressions 1cm wide the pattern of which is no longer
recognisable. The edge of the side was also stamped with the punch.

6. COVERS WITH INCISED WORK WITH STENCIL PATTERNS. Of the best binding of
this group, P. 14019 (Plate 20) which the papyrus collection in the Staatliche Museen
in Berlin possesses, unfortunately only the two covers 32,4 X 26,2 and 23;5X 18cm
survive, but these are not complete.

The binding has been published by H. IBSCHER'™ and P. ApAM.*™ The
black leather covering is here again stretched on a pasteboard 1,2 cm thick, the
topmost leaf of which comes from a Coptic liturgical manuscript and is dated by
C. ScuMinT® in the VIth—VTIlth century A.D. IBSCHER has suggested, probably
rightly, the date of the volume to be about 8oo—830A. D. On the inside of the cover
a fine yellow parchment leaf was pasted, which seems to have been blank; a por-
tion 5% 6,8cm in size still survives. The outside of the cover in the partition of its
surface recalls P. 14018 and the Vienna binding Inv. No. 34. We have first of all
‘an outer frame of three punched lines which enclose a blank 1,3cm broad; then comes
a broad frame incised with the knife, consisting of a zigzag line between two lines
surrounded by three punched lines, which divide the inner area into a square
central area and two rectangular fields. The former is decorated with a St, An-
drew’s cross executed in incised work, into which a square is woven so that a
second upright cross is formed, the ends and centre of which are emphasised by
stencilled quatrefoils. The other areas are also enlivened by stencilled larger and
smaller circles. These, like the quatrefoils, had gilt plates below them,
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The binding of Or. 3367 in the British Museum ! of which I have a photograph
before me, probably should be discussed here, The central area has almost the
same decoration as P. Berol 14023 but is adorned with punched circles, apparently
originally inlaid with little plates. The upper and lower rectangle are filled with
rhombuses; the outer frame is formed of two parallel lines with incised bars, —
recalling the lacing on P. Berol 14018 and PER. Inv. No. 34, which is also re-
called by the partition of the surface, — a zigzag band forms the framework of
the central area: the areas left right and left of the central area are adorned with
a network of lozenges and bounded inside by the same border as the outer frame.
The inside of the board is covered with a leaf of parchment which bears a Coptic text.

7. BINDINGS WITH STAMPED AND PUNGHED WORK, This group is so richly represented
that 1 must confine mysell to a brief description of the most important specimens.
First place must be given to the five fragments of a binding in the papyrus
collection of the Staatliche Museen in Berlin, which I have taken together under
the inventory number P. 14023 and have already mentioned above.”

The first thing that strikes one about this is the pronounced horror of a vacuum
which has filled the artist. The principal ornament, an artistic knot arrangement
hammered with a three line tool, two interwoven knots such as we know from
Coptic stuffs,"® is decorated with double circles and the so-called running dog
pattern; in the angles and squares thus formed, very finely cut punches are stamp-
ed; the centre has a round mandorla; this knot is surrounded by a circle, which
reaches up to the margin of the cover and is surrounded by a double square.
The angles here are also filled with punches, the spaces between the circle and
the knot which forms an eight pointed star are filled with segments of circles
enlivened with a square samp, Richly executed work and punching of the trian-
gular areas are also found on the two binding covers P. 14017 and 14022 of the same
collection}® A specimen, allied to P. 14023 in the principle of its decoration, is
in the British Museum;™ it is remarkable for the rich use of different stamps
with geometrical figures, intricate work, rosettes and figures of animals,

Quite remarkable work is also shown in the binding of the manuscript of
Coptic Homilies Or. 5001 in the Dept. of Or. Mss. in the British Museum, which
has been published by Sir E. A. WALL1s BupGe.# The front cover has an outer
frame of four stamped lines; the area enclosed by these is divided into a square
ceritra] area filled with an artistic knot representing a cross placed obliquely with
an interwoven square, and two othef rectangular areas above and below. The latter
have a vine-leaf ornament, mterrupted by animal figures in round stamps; the
bands forming the cross are ornamented with stamped double circles and those
of the square with conventionalised trefoils; in the centre of the cross is a dove,
surrounded by four round stamps with swans, the triangular areas are filled with
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round stamps with antelopes, and the square areas formed by the intersection of
the cross and the square with double circles and double lined lozenges. The inner
area is enclosed by a square with hammered lines, The outer strips are separated
from the central area by three hammered lines. The back cover shows an artistic
network of lozenges with punched areas. Of quite special interest, however, is
a fragment of a binding 4,1 3 cm of the papyrus collection of the University
Library in Heidelberg PSR. 1240 (Plate 19¢). The left margin of the strong
brown leather binding is notched, close to the edge, then come three hammered
lines followed by a series of rhombuses filled with trefoils,* The triangles are
ornamented with halved trefoils (half-palmleaves). Five lines then form the tran-
sition to a perpendicular row of round stamps which contain a standing oryx
antelope. On the right then come two stamped lines, still quite recognisable. Similar
rows of small stamps placed beside one another and separated by parallel lines are
of course also found on English and French bindings of the XIIth—XIIIth cen-
turies A. D.”** The same kind of decoration also came to Germany. Perhaps it was
brought from the east by the Crusades, with which GOTTLIES also connects these
bindings. The transition from the boards with simply stamped punches to those with
a series of punches seems to be found in one of the few completely preserved old
Coptic bindings, that of the papyrus Codex Or. 5000™ of the British Museum
(Plate 19b), Here we have in the two areas above and below the central area which
contains an eight pointed star, a series of round stamps interrupted by small
punched circles, which show the same amimal as PSR. 1240.

8. BINDINGS WITH INCISED AND PUNCHED WORK. An example of this is a fragment
of a binding 15,6x14,1 cm in the papyrus collection of the Staatliche Museen
in Berlin, P. 13021, which belonged to a board probably originally measuring
22% 30 cm, which has been reconstructed and discussed by P. ADAM.™ On the
inside there are still remains of papyrus millboard: The reddish-brown leather
covering shows the same partition of the area as we have already seen on the
covers with appliqué work and on P. Berol. 14019, an almost square central area
with incised lines which give an accumulation of thombuses enclosed by an incised
lined frame; the central four squares are divided by two intersecting lines into four
lozenges, the ornamentation on the ather is done with the hole-iron. The transition
to the rectangular areas above and below fitted into a network of lozenges is for-
med by two parallel lines with incised cross bars, The binding may belong to the

IXth century A, D.

g. BINDINGS WITH TOOLED WORK. A very simple representative of this g s
Gr.Pap. 30503, the fragment 12,5X6,3 cm of a binding in the Rainer collection of
papyri. The thin fine grained reddish-purple calf- or lamb-skin, is stretched over
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papyrus pasteboard and has only two bands 5—7 mm broad, each of 4 blind tooled
lines; parallel to the edges. Presumably we have here a volume for everyday use, in
which motives of economy naturally aveided a richer decoration, This is probably
also true of P. 14028 in the Berlin collection of papyri. The piece of a binding
27,5 % 31,5cm consists of papyrus millboard, over which a brown leather cover was
drawn, completely filled by a network of lozenges in three stages formed of inter-
secting blind tooled lines. The overlap 2XX2,3 cm broad is, as in PER. Inv. Gr.
Pap. 30502, fastened to the millboard by small leather thongs, which are knotted
on the inside.

to. PAnTED CoVERS. Nothing remains of the splendid codices bound in green,
red, blue or yellow leather which in the middle of the fifth century A. D. used
to be carried in public processions of Byzantine emperors, which were adorned
with the painted portrait of the Emperor and richly ornamented in gold,* but
there survive however among Coptic bindings a few fragments, the leather covers
of which are not ornamented in any of the ways above described but have an
ornament painted upon them in black ink. One such specimen in the British Museom
made after 716 A. D. has been fully described by H. I. BELL.™ '] should like to
quote four further examples of this peculiar decoration of bindings from the
papyrus collections of Vienna and Berlin. They show us that the ornamental
decoration of the cover was done in two ways: the ornament was either placed
on it in ink with vigorous strokes of the brush or it was left in the basic colour
on the leather covering, which was painted with black ink.

The former method is illustrated on the leather binding P, 14016 of the papyrus
collection of the Staatliche Museen in Berlin. [t measures 30,8 X 22,5 em and is
1,3 cm thick and consists of papyrus millboard, which like P. 14018 contains inside
it quite large coarser pieces as filling, while the outer layers are of better quality.
Over this millboard is stretched a cover of brown leather; the inside has a piece
of papyrus pasted over it, of which pieces still survive, Judging from the remains
of Coptic writing preserved on one of the pieces pasted on the right side the vo-
lume belongs to the VIIth—VIIith cent. A. D. The back 4,5 cm broad is, as
in H. IBscHER’s binding, covered in the inside with coarse blue linen which
strerches some distance over on the covers. The leather covering has in the cen-
tral area, which is enclosed in a thick black rectangle, a cross with curved arms
within a double lined circle. The central area is intersected diagonally and through
the middle by straight lines, which recall stylicised branches and is enclosed in
an outer frame which consists of a system of parallels connected by cross-bars
and arcs arranged in a continuous series with a chessboard pattern in the corners
and bounded on the edges by a thick black line. The reddish brown leather cover
of the complete binding, 18 by 15 em, Inv, Gr. Pap, 30501 in the Vienna papyrus
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collection, was worked in the same way and pasted upon papyrus millboard made
of rough blank papyrus leaves pasted together, The pattern of the cover is unfor-
tunately no longer legible on the much darkened leather. A double lined zigzag
pattern is still quite recognisable on the overlap of the inside.

The second method is seen in a small fragment of binding in the same collection
Inv. Perg. Ar. 336 (Plate 26a). Brown lamb-skin is pasted on this piece of papyrus
millboard 2 mm thick and 4,7 X 4,4 cm large, The decoration consists of a row of
pellets enclosed in two lines, with presumably a cross in the centre, the ends of
which are adorned with double circles. Similar double circles are also placed be-
tween the arms of the cross,

The use of both forms on one piece is seen in the binding P. 14025 of the pa-
pyrus collection of the Staatliche Museen in Berlin of which several [ragments are
preserved. They are of papyrus millboard covered with brown leather. The inner
side of the cover had a leaf of fine yellow parchment pasted over it. The outside
has in the centre a cross of bow-shaped bars, on to which a second smaller one with
narrow bars having knoblike ends is laid crosswise painted with thick brush strakes
and surrounded by a double circle. The almond-shaped spaces between the former
and the circle-border are ornamented with an undulating line. Only a corner frag-
ment of the outer frame has survived. The pattern, a perpendicular cross placed in
a square, is like the square outer frame which went around the whole cover parallel
to the edge, left apen on the brown background and defined by thick lines; the
remaining surface is painted black. Between the edge and the outer frame a broad
band is left blank, into which an undulating thick line runs from the outer frame.
~/ The splendid decoration of the leather cover, the various styles of which
we have now seen, was in many cases accompanied by a no less rich ornamen-
tation of the inside of the cover, which we call the end-paper. The latter, probably
in order to conceal the ugly overlap of the leather cover and to give the inside
of the cover a more pleasing appearance, had a leal of papyrus or parchment
pasted over it, probably at first quite plain. The less careful workmen were even
content to use leaves for this purpose that had been written upon. In note 176 we
had oceasion to show an example, for which protocol leaves were used. Very soon,
however, the discrepancy between the showy outer cover and the simplicity of the
end-paper must have been found distasteful. This was remedied by putting an
ornament on the leal pasted on the inside. A fragment of 2 binding in the papyrus
collection of the Staatliche Museen in Berlin (P. 14020, Plate 21a), a 19X 12,7 cm
piece of papyrus pasteboard covered with deep brown kid-leather, still has on
the inside a piece of strong parchment pasted upon it, which we may regard as
the precursor of our patterned end-papers. This was covered with painting now
unfortunately for the most part destroyed. Only 2 part of the frame drawn in
sepia brown and black ink, which surrounded it, sill survives and shows an
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intertwining and winding ribbonlike design enclosed by two thick lines such s we
find as a decorative border not only on Coptic grave steles™® and classical woollen
designs from Egypt!™ but also in similar form and use as an ornament of Coptic
bookbindings, €. g. in the Pierpont Morgan volume (p. 341.). From the remains of
two lines in Coptic on the margin of the parchment, the piece, as Prof, D. C.ScuMinT
tells me, may be dated in the seventh century A. D. To a similar parchment end-
paper belong also the two fragments Inv. Gr. Pap. 30504 (10,7 X 7,6 and 5,3 X 4 cm)
in the papyrus collection of the National Library in Vienna (Plate 21 b). The parch-
ment leaf of fine quality, apparently dyed saffron yellow, came from a Coptic manu-
script of the sixth century A. D., as the brown writing which has been washed
off shows, and was painted with black ink after the Coptic text had been washed
off. Of the apparently purely ornamental design only a piece of the frame can
still be seen and it shows a riband-like design enclosed in two broad bands such
as is quite usual in Coptic texts ™ The pattern is left in the original yellow on
the ground painted black.

/' On p. 30 it has already been mentioned that according to tradition two wooden
boards were used even in Muhammad's life-time to enclose the loose leaves on which
the separate sections of the Qur’an were written, How these wooden covers were
made is not here mentioned and we do not know whether they were simply two
boards, which served to protect the pile of leaves or whether the covers were joined
by a leather back to form a kind of case. The idea of using wooden covers in this.
way probably, like the form of the book itself, came [rom Abyssinia, where books
had long been bound (and still are bound) in wooden covers. I have repeatedly
found the various stages of development of this kind of binding in different collec-
tions: first the quite primitive method of tying the body of the book without
the use of a leather back to the blank wooden covers by strings of gut, then the
more advanced method with the back pasted on to 2 strip of leather which is
fastened to the two boards, and lastly the wooden boards artistically covered
with an ornamental leather cover and inside covered with silk or cloth."* A similar
use of wooden covers in the Muslim world was until quite recently known only from
the unique example in the Egyptian Library in Cairo, which among its treasures
has a2 manuscript of the Qur'in in formar 34323 cm written by the Imam Ja'far
b. Muhammad as-Sadiq (d. 765 A. D.) now numbered Masahif No. 1, containing
the first half of the sacred book of Islam on 209 leaves of gazelle parchment.'*
L. STERN ™ dated the specimen about 720 A.D. B. Mori1z, who published spe-
cimens from this manuscript on Pl. 31—34 of his Arabic Palacography, puts it
in the second or third cent. A. H. (VIIIth—IXth A. D)) T examined the Ms: very
thoroughly on my last visit to Cairo and will now give a resumé of the results
of my examination. The book is bound in wooden boards 1 cm thick, 34,3 20,6 cm
in size, with a brown leather cover, which like the plain leather back by another
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hand, is of more recent date. On the front cover, much worm-eaten, the leather
cover is torn off on the outside while inside there are still remains of an older over-
lap, over which a brown leather end-paper is pasted, On the better preserved back
cover, the leather cover survives on the outside as does the original covering and
the leather end-paper inside. The outside shows rich decoration, blind tooled and
punched: in the centre a mandorla enclosed by a tooled line filled with punched
rosettes and circles; the outer frame is formed by a system of tooled lines and pun-
ched series of curves which are interrupted by a band of successively punched
rosettes and circles. The inner corners of this frame are ornamented by a finely
executed punched arabesque pattern which is four times stamped with the punch
to form a lozenge. The whole scheme of decoration points to the VIIth century
A.H.(XIVth A.D.) at the earliest. Although the leather covering is considerably later
than the wooden boards, there can be no doubt that the latter are to be considered
the original bindings of the codex.'® There are however in the same Library twa
further manuscripts of the Qur'an bound in the same way in wooden boards, which
still bear the old leather covering, I now give a description of these two specimens;
they are the two oldest completely preserved Arabic leather bindings of this kind
that we possess. The one Masahif No. 188 (Inv. No.22910, Plate22a) now contains
only a parchment leaf 7,1 X 11,6 cm, which comes from a Qur'an manuscript in fine
Kific of the third century A. H. The manuscript is bound in two wooden boards,
2,6 12 cm, over which is stretched a very well preserved, rather coarse grained,
light brown leather cover. On the outside of the two covers the latter has as outer
frame an intertwining band stamped from a parterned punch enclosed by two lines
in tooled work. Then comes a frame of tooled lines which contains the inner area
5,1 g,rcm. This is filled with a double lined arrangement of ribands, enclosed by
straight tooled lines, while the curves are stamped with a tool specially made for
the purpose. The intertwining ribands are ornamented with little punched cross
lines®*® which are obviously intended to give the impression of such a band thread-
ed through a series of parallel slits as we have already seen on Coptic fretwork
(see p. 37). The area of the inner surface, broken up into triangles, squares and
spherical polygons, is covered with large, punched dots, On the inside of the back
cover is fastened a folding flap completely covering the 1,6 cm broad edge on three
sides, which is fastened over the 1,9—2,5cm broad overlap of the leather cover. It
is tooled on the inside and ouwtside with double lines at a regular mterval of 3 mm,
at right angles to the edges. The method of making this flap can be easily seen
from the reproduction of the inside of the binding in B. Moritz, Aradic Palaco-
graphy, Pl 42b. A similar overlapping flap has already been mentioned on p. 371.
from the Coptic binding in the possession of H. Ibscher and there can be no doubt
that this very practical arrangement came from the bookbinders’ workshops in
Coptic monasteries along with many other things into the workshops of Muslim
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bookbinders. The back, 1,8 cm broad, was left blank and the binding was closed by
a leather clasp now torn off, which was fastened o an iron nail in the centre of the
edge of the back cover; three holes still show where it was artached. At the corre-
sponding place on the front cover is a hole which probably held a metal knob on
which the clasp running straight over the edge was fastened.

The insides of the covers have parchment leaves pasted on them, such as we are
familiar with in Coptic bindings and the end-paper of the back board forms with
the last leaf of the fascicule of the Qur'dn, which the binding contained, a quire,
the only one thar has survived out of a whole manuscript of the Qur'an. Both
parchment end-papers have been written upon; that of the back cover bears the
usual formula, describing the copy of the Qur'dn as a pious donation for God’s sake,
which cannot be sold or purchased. More interesting to us is the text of the front
end-paper, which contains a record of the donation, showing that the druggst
Muhammad b. Ibrihim b. Aflah bestowed the Qur'in upon the chief mosque in
Damascus in the year 270 A, H. (883—84 A.D.). How the book found its way to
Egypt is unknown. From the style of manufacture and the decoration of the covers
it scems, however, fairly certain thar the binding was worked in Egypt.

A second similar binding is found in Masahif No.1gz (Inv.No. 253524 Plateaz2b,c).
Here we have the sixth fascicule of 2 Qur'dn, of 77 parchment leaves 12,4 X 8,6 cm
bound in wooden boards covered with dark brown leather. On the overlap of the
back cover, measuring 8,9X 13,2 cm, a protective flap was sewn with dark green
silk and warked like that of Masihif No. 188 but it has been tom off up to the
stitching on the overlap, The inside of the cover has a parchment end-paper
pasted on it. The front cover, 8,9 13 cm, has also a similar parchment lining
which formed one sheet with the last leal of the Qur'an now cut offt A thin leather
lining was later pasted over both end-papers. The outer decoration of the two
covers is not the same as is the case in Masghif No.188 but different, as we
have already noticed in old Coptic bindings. The front cover has in the central
area, 5,6Xg,5cm, enclosed by a framework done with a tool, an engraved floral
ornament on a hatched ground, four almond-shaped buds, in the form of a cross,
and overlaid diagonally by four cup-shaped leaves which have perhaps arisen out
of palm-leaves. An allied design is found fAlling up the looped square on a piece of
Coptic material in the Rainer Collection. The hatches are done with the knife like
the arrow in the centre of the rosette. The back cover is divided into more nu-
merous compartments. The outer frame consists of two parallel tooled lines, which
enclose a strip, 7 mm broad, of hatched area at top and bottom. The central area,
4,2X0,1cm, is divided by two parallel lines and the resulting rectangles adorned
with two opposed rudely executed lotus leaves. Two triangles parallel to each other
are placed on the two dividing lines in the middle and form a lozenge. The area
between the leaves is again hatched with the knife, The back, 2,5 cm broad, was
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stamped with a lining tool but the scheme of decoration can no longer be recognised
as the back is torn and much damaged. In the centre on the edge of both the covers
three holes may still be seen which held eyes for the clasp which closed it. The
manuscript is carefully written in fine Kiific in black ink, the vowel points are
red and green and the verse divisions gold. From the hand the manuscript probably
belongs to as early as the third century A. H. (IXth cent. A. D.),

The simple leather bindings that we have so far discussed are in rather striking
contrast to the internal adornments of the contemperary manuscripts with their gol-
den punctuation marks separating the verses, sa/da rosettes and the splendid colours
of the Sira divisions and decorated leaves, We are nat justified in assuming that the
outer covering of such Kiific Qur'ans wasalways so simple and unattractive. That this
wasnot the case isevident from the fine wooden boards discussed on p. 33f. It is only
dueto accident that no better pieces have come down to us from the third century A. H,
What such bindings looked like may be seen from a fragment of a back-board, 7,5 %
5.5¢m large, presumably part of the binding of a Quran, in the Rainer Collection,
Inv, Chart. Ar. 14 100b, ¢ (Plate 23a), which, to conclude from the texts which formed
the material of the millboard, probably belonged to the fourth century A. H. (Xth—
XIth cent. A. D.), ta which period J. v. KARARACEK also dates it The fragment is
of special value to us, if only because it belonged to a binding, which was already
prepared in the same way as the usual Muslim bindings of to-day.®® A piece
1,1 cm broad still survives of the strap of the probably triangular flap which was
inserted below the {ront board and thus protected the book. The cover of dark brown
completely dyed calfskin, of the now about 1 mm thick back cover has a lined
border done with a tool. This is followed by a parallel strip of palm-leaves g5 mm
broad with dots stamped at the corners; the points of the leaves are turned
towards the centre and they recall a very similar frieze on a carved board from
the al-Marddni Mesque in the Arabic Museum in Cairo2 Only on the righ,
the long side, where the strap of the flap meets it, the maker has made a slip, for
after using the stamp three times in the nght direction, he uses it reversed. In
the reconstruction proposed by J. NrtTMANN (Plate 23b) this slip is corrected.
That it can only be a slip is certain_from the stamps on the two other sides which
show no such reversal of the punch. It may be added that the artist began the
stamping of the tendril on one edge of the central area as far as the angle of the
next lined border continuing the process down the other edge and so on, thus dis-
pensing with any special treatment of the comers. This kind of punching thus gave
a frame the sides of which do not meet diagonally but are at right angles to one
another. The same system is familiar from wood carvings and carpets. The central
area, 1,5cm broad, énclosed in a double lined border, is filled with an artistic cross-
hatched system of intertwining bands, the gaps between which are filled with dots
stamped from a hollow punch. Whether these, like the dots in the palm-leaf strip,
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were filled with some colour or with gold, as was later usual, it is no longer possible
to tell, The adornment with dots is found in the same typical fashion on Coptic
embroideries. ™
A very similar cross-hatched system of intertwining bands is found on the outer
border and back of Cod. Arab. 113 (XVth cent. A. D.) in E. GRAT2ZL, [slamische Buch-
ginbinde, Pl. 11, and the outer border of Cod. Ar. I, (ibid. PL IIT). It has a surpris-
ing parallel in an English binding of the end of the XIIth century A.D. which
Tw. GOTTLIEB, Bucheinbinde, illustrates on Pl 29 and discusses in col. 45. The
hatched nooses are arranged not in three but in four rows there, but on the other
hand the English volume shows the typical decoration of the gaps with punched
dots such as we saw in the Masahif No. 188, about 200 years oldér. It can hardly
be assumed that this striking agreement in decoration of the English volume with
the two Muslim ones is the result of chance. In view of the well-known relations
between lrish-Anglo-Saxon bookmaking and Coptic-Egyptian®*® it is much more
probable that the design was borrowed from Egypt in which process perhaps the
early Muslim art of Egypt, which utilises not only Coptic elements but also art
traditions of the East, may have played a not unimportant part as intermediary.
The remnant of the strap of the flap 3,5 cm long and 1,1 cm broad agrees per-
fectly in design with the adjoining cover. It was apparently comparatively broad so
that we must suppose it bore three adjacent punches of the palm:leaf border which
here formed a frieze. With two the reconstruction could not be completed, as arrempts
shewed, because the hypotenuse of the right-angled triangle in its prolongation
strikes the exact centre of the second palm-leaf punch, so that if the row of punches
is symmetrically built up, as we must suppose from the example of the cover, the
upper and lower palm-leaf frieze must have consisted of three punches. The hatching
on the segment of the circle enclosed by the crescent in the angle on the left was
made by stamping a three:lined punch in different directions. The blank area before
the edge was presumably symmetrically divided by a double line corresponding
to the bar across the end of the inner area. Nothing unfortunately of this has survived.
The transition to the back on the other side of the cover is given by three lines in
repoussé which finish off the outer margin on the left. Three further repolissé parallel
lines lead up to the line-decoration on the back, which we perhaps may imagine
to have been similar to P. Berol. 14018 (Plate 18). Here we may note that the maker
very skilfully made up for the inequality of the spaces on either side, the result
of the irregular stamping of the palm-leal design in which the intervals were not
even, by borders of little bars of varying breadth with which he filled the spaces,
to restore the outer margin,

The work may have begun with the decoration of the central area followed
by the making of the strips of palm-leaf. The piece is in technique and decoration
far superior to the two aldest Muslim leather bindings above discussed (p. 451T)
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and enables us to see what heights the binder’s art had already reached in the fourth
century A.H.. We are strengthened in this opinion by the following specimen which
likewise comes from the Rainer collection of papyri in the Vienna National Library
and belongs to the same period, Inv, Chart, Ar. 28002 (Plate 242). The cover, 2 mm
thick, of sheepskin on paper millboard, now measuring 6,3 16,4 ¢m 15 torn at the
side on which the back was. Probably a strip about 2 cm wide is missing. The mill-
board is made of strong brown sheets of paper, that have been written upon, belong-
ing from the hand to the I11rd-IVth cent. A. H. (IXth-Xth cent. A.1D.). The now
almost black leather covering overlaps the pasteboard by 6-9mm and the latter
has an empty sheet of paper pasted inside of it as an end-paper. The volume was
obviously in constant use and has also suffered from moisture. It was of the Safina
form usual in Qur'an manuscripts; the cover was later folded in the middle and used
as a binding for a note-book or something similar and is remarkable for its rich
decoration in three styles.

The outer frame consists of two lines stamped close to the margin, followed by
another three parallel to them. This system of lines encloses anarrangement of punches
8 mm high in a square, which form a similar pattern to that which we saw in IBSCHER'S
volume.Here, however,the heart-shaped compartments are filled alternately with palm-
leaves and trefails. This strip of decoration 8 mm broad is ended towards the centre by
a single and a double tooled line, while the central area itself is enclosed in a tooled line.
The inner area is divided into two rectangular areas 1,8 2,3 cm and 1,0% 2,4 cm,
which again are enclosed in a tooled line and each separated by two lines from the
rectangle in the middle, 2,3 % 7,0cm, the two little rectangles are filled with six punch-
ed circles of s mm diameter arranged round a similar seventh one in the centre;
they have the legend well known on Arabic seals A/dkhu haséi. ,God is sufficient
for me.""®® The corners of the rectangles as well as the spaces between the circles
are ornamented with punched dots, which were perhaps once covered with leaf gold
or paint. The long rectangle in the centre has two mandorlas with the points turned
towards one another cut out of leather, which are cross-hatched by tooled lines and
have the same circular ornament in the centre as we have seen it in the two small
rectangles on the sides. This rectangle also has dots stamped in the corners.

A counterpart to the less carefully executed arrangement of stamps on Inv.
Chart. Ar. 28002 is found on the border of the binding of Inv, Chart. Ar. 28001
(Plate 23a). The worm-eaten board of paper pulp, 10,6 X 11,6 cm, torn at the bot-
tom and originally much larger from the remains of writing in the pulp belongs
tothe [ Vih-Vth cent. A. H. (XIth-XIlth cent. A. D.); enly a fragment, 2,6 X 5,2cm
of the dark brown calf covering has survived with the overlap. At a distance of 8mm
from the margin is a frame 1¢m broad enclosed in two tooled lines, which is made
of regularly arranged punches, which form an alternating pattern of heart-shaped
leaves filled with trefoils, such as we have already seen on IBSCHER'S volime and
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is again found on the end-paper Inv, Chart. Ar, 14100. The same pattern was
frequently used for margins on Muslini bindings; I quote only one example,
E. GrATZL, Islamische Bucheinbande, Pl. XIV. As the fragment still shows a tiny
piece of the corner, it is to be seen that likewise here no attempt was made to treat
the corners in a special way, any more than in Inv. Chart. Ar. 14100b,c. A blank
area 3 mm broad is followed by other two tooled lines, which enclose the area, appa-
rently hatched, probably filled with a geometrical ornament.

We have seen above (p.431.) that the rich ornamental decoration of the outside
of Coptic bindings was often accompanied by a no less tasteful decoration of the inside,
which sometimes had painted leaves of parchment pasted upon it (the end-paper).
The remains of such parchment leaves have survived to us from the Muslim period
also. One, Inv, Perg. Ar. 204 of the Rainer Collection, is made of strong saffron
?Huw parchment with rich decoration unfortunately much destroyed. This did not,

owever, extend to the margin but the artist left a blank strip about ¢ mm broad
parallel to the edge, of which a piece still survives on the extant fragment, The
object of this space left blank is fairly clear. The overlapping part of the leather cover
was pasted over the end-paper, which really was much rarer than the reverse
process, cf. p. 39. As, in view of the bad state of preservation of the piece, 18 6,3cm
in size, it is impossible to repraduce it in colours; I give in fig. 17 a tracing of the
polychrome ornament, which I owe to J. NITTMANYN, Here again we must suppose
that, in keeping with the usual Coptic leather covers, there was in the centre a poly-
gonal ornament, framed in two double lined concentric circles with an intertwining
band running between them, the whole placed in a star formed by two interlacing
squares, The outer frame was formed by a zigzag band with a similar filling of the
triangles to that which we see in the corners of the squares® surrounded by probably
two bands of lattice work enclosed in double lines, The area between the outer frame
and the star seems to have been filled with scattered animals — a bird can still be
recognised. The leaf must, from the ornament, have been originally of consider-
able size and have belonged to a manuscript of the largest format. To heighten
the effect of the colours, the painted surface was in places covered with a thin
transparent coating of varnish, a technical artifice, which was later also popular
and much used ®* Thus Inv. Perg. Ar. 335 of the same collection (Plate 26d), a yellow
piece of sheepskin, 7,8 4,3 cm, shows a line ornament in black Indian ink on
a bright red ground, thickly laid on. The drawing and the painting are covered
with strong varnish. A still more complicated process is seen in Inv. Perg. Ar. 357
(Plate 26¢) which has already been reproduced and discussed by J. V. KARABACER™
and comes from the find of al-Ushmiinayn. The lambskin, 7,5 6,5 ¢m, originally
white, thin and dyed with alum, was first covered with a glossy black lac, which
now shows a crackly surface. On this ground the design was executed, the frame
of which is a sulphur yellow and bright red system of lines; the inner area is
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divided into squares by bright red lines, the diagonal dividing similarly coloured
strokes of which are crossed by a double spiral bf bright red and sulphur yellow.

The design which covered the whole sur-
face in an endless pattern 1s executed inthick
colours, almost of the constituency of paste,
and covered with a varnish, which, how-
ever, is not glossy. As remains of papyrus
still stick to the other side of the fragment
there can be no doubt that it is a portion
of 2 papyrus board and, as ]. v. KARABA-
CEK has already observed, is at the latest
of the tenth century A. D. In disagreement
with KARABACEK, who saw in our fragment
the remains of a painted and lacquered book
binding and drew far-reaching conclusions
therefrom regarding the age of lacquered
bindings, I think the piece is only one of
those vellum end-papers such as are fre-
quently used to ornament the inner side of
the binding.

When papyrus and parchment were re-
placed as writing materials by paper, the
latter was naturally also used in place of
sheets of parchment and papyrus, to cover
the inside of the board and was painted with
artistic decorations, just as the parchment
endleaves had been. | have chosen a few spe-
cimens from a whole series of such brightly
painted end-papers. P. Berol. 12802 (Plate
28a), a piece of paper 4,5 % 7,5 cm from the
papytus collection of the Staatliche Museen
in Berlin shows an artistic geometrical fi-
gure, unfortunately not completely preserv-
ed, camposed of segments of circlesand done
with the compasses. The design in black
lines consists of four circles armanged round
a central point (cf. the reconstruction by
J.NiTTmMaNN, Plate 28b), and two spheroids
placed diagonally in a square frame. Ver-
milion, chrome yellow, blue and a dark
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brown are the colours used: the continuation of the ornaments at the bottom seems
to have consisted of arabesques, white and red. The centre piece, however, is usually
not square but a double circle elaborately ornamented within. The examples shewn
on Plate 27 all come from the Rainer Collection and were found in al-Ushmiinayn
along with book-bindings, scraps of books and documents, the contents of which
also definitely relate to al-Ushmiinayn. They are, like all such specimens, painted
on one side only, the back being left blank. From the general circumstances of the
find, we have to allot all the pieces dealt with here from this find, almost all well
preserved, to the I11rd-TVth cent. A. H, (Xth-XIth cent, A. D.).

Inv. Chart, Ar. 25629 (Plate 27a), 13X 5 cm, shows vermilion spirals divided
by bands of the same colour with crab-like tabs around a double circle with red
and yellow fields. Inv. Chart. Ar. 25627 (Plate 27b) 16 5,6 cm, like Inv. Chare. Ar.
25631 (Plate 27¢) a fragment of paper 11,8 X 5.1 is remarkable for the profusion of
confused tendrils, in friezes above one another enclosed in a thick frame, which are
done in the former in a deep black and on the latter in a crimson which has faded
to a brownish tone. But while in Inv. Chart, Ar. 25631 the area between the two
concentric circles, which have been drawn with compasses are touched up with chrome
vellow, merging in places into olive-green, and the decoration inside this border is
dark green, in Inv, Chart. Ar, 25627, the area between the circles, in this case also
drawn with the compasses, is painted a pronounced chrome yellow, the knoblike
ornaments of the inner circle dark olive-green and the spaces between vermilion.
Inv.Chart. Ar, 25630 (Plate 26b) 7,6 X 6,5 cm, has vermilion tendrils, and a rich poly-
chrome ormament in a rectangular frame on a brown ground. We must assume that
the centre piece consisted of nine intersecting circles again crossed by two concentric
circles (cf, the reconstruction Plate 26¢), These are framed in four concentric circles.
The outlines are here all dark brown, the areas are covered vermilion, and for the
shield-shaped sections of circles in the centre bluish grey is used. The remarkable
feature here is the early appearance of the ninefold division of the circle; the Coptic
parallels as a rule shew an even number of divisions, for example the relief in the
church of the temple of Amon in Luxor with six intersecting circles in A. GAYET,
L'A4rt Copte (Paris 1902), p. 282. For the use of this ornament, it is significant that
this motif is also used to adorn the leather covers. Thus, for example, the South
Arabian binding of the XVth century A.D. in E. GRATZL, fslamische Bucheinbinde,
Pl. XII, has eight intersecting circles with a punched central area. Here again we
have the preference for even numbers.

We have already seen above on p. 5o in Inv, Perg. Ar. 357 an example of
the use of the endless pattern to fill the area of the painted endleaf of a binding.
A countérpart to this from the series of end-papers from al-Ushmiinayn in the Rainer
Collection is [nv. Chiart. Ar. 25653 (Plate 28¢), 8 < 4,8 cm, The endless pattern is here
formed of rhombuses, which are linked up by crosses so that each four empty hexagons
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surround one square. The squares are filled with orange yellow and light green dots,
and the sides are drawn in brown ink. It was natural to make such an endless pattern
mechanically by stamping from a pattern, a process, which was used not only in the
production of cloth stuffs with a pattern (ef. p.17), but also for ornamenting leather,
as we see it on Inv. Perg. Ar. 337 of the Rainer Collection. The only example of
this kind known survives in Inv. Chart. Ar. 7264. This piece of paper 12,6 X6,6 cm,
which, like the two pieces to be discussed below, comes from al-Ushmiinayn and
belongs to the Rainer Callection has two rows of
six superimposed squares linked up by crosses
with two interlaced ovals which like the narrow
frame are left white on a dark brown ground. "
The design has again the same polygonal frame
that we have seen in Inv. Chart. Ar, 25653 (cf.
p. 52 and Plate 28¢). As only the three topmost
squares are well preserved | have not reproduced
the specimen, but give in fig. 18 a reconstruc-
tion which 1 owe to J. N1ITTMANN, The use of a
wood block (see p.28) to prepare ornamental
binding linings is seen in Inv. Chart. Ar. 5604,
a paper 5,7 X 3,2 cm carefully smoothed on the
front, which has a design in black ink on the
back. On the front (Plate 29a), we have a very
finely executed arabesque ornament of tendrils
with cup-shaped palm-leaves,dropsand crescents.
The printing, which is done in black, is fairly
perfect although the very delicate lines have in
places not come out well. An endless pattern re- QSR R Do AR
lated to r.ha: “ij [ny.Chart. Ar. 7264 printed from ﬂ“'md_pqm_ < e A:l;:m
stamps is again seen on Inv. Chart. Ar. 14100 i1 the Rainer Collaction,
(Plate 2gb), This paper, 7,5 % 5,5 cm, which was

obviously originally pasted on to some material, as the marks of the weaving can
be seen on the reverse, has already been reproduced and discussed by J. v. KArA-
BACER™! who in 1894 published a reconstruction of the whole page on p. XXIV
of his Fiihrer durch die Ausstellung der Papyrus Erzherzog Rainer, which 1 re-
produce in fig. 19, The outer frame is an already well-known design, an arrange-
ment of stamps with two parallel double spirals, which, as they converge and di-
verge, form heart-shaped figures filled with a small trefoil. Over the whole of the
central field stretches a net-like endless pattern that consists of long hexagons or-
namented with a toothed pattern and a seroll, which are so arranged around a round
stamp with a bird or rosettes as to form octagonal compartments. This arrangement
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is a well-known one. We know it from the ornamentation of the lunette of the gate-
way of the courtyard of the Jami‘ “Ali in Dashliit, which arose out of the ruins of
the ancient monastery of Apollo,®® and also from the wooden pillar from Bawit
(fifth cent, A. D.) in the Egyptian Museum in Cairo,*® finally from a frieze decorat-
ing a wall in Samarrd, which F. SARRE™ only lately published. The latter parallel
is particularly valuable to us because in it we have again a bird—a hen—used to
fill the square central area.

So far we have found end-papers, painted, stamped from patterns, from wood
blocks, and punches, But this does not exhaust the technical means of decorating
the surfaces. The very finest and most effective patterns were prepared in another
way already well known from Coptic bindings i. e. in inlaid filigree work. ]. v. KARA-
BACEK®S connected this art with an ancient method of lace-making indigenous to
Egypt and thought it was later extended from textiles to leather work. I cannot
agree with this view, | rather think that we only have in the open work of these end-
papersthelast survival of a technique, which I showed above (p. 35) to be old Egyptian
and which was simply transferred from leather to paper, this being the more readily
done, as it had also to serve as a decoration for the outer covers. The simplest
pattern, which we have already several times seen used to ornament leather covers
for bookbindings,®® appears on Inv, Chart. Ar. 25654 (Plate 30b). This dingy white
piece of paper, 17X 1,2.em, is pasted on a brown foundation of paper and shows
a series of thombuses which are separated from each other by two strips. Artistically
cut out arabesques are found on two other specimens already briefly mentioned by
J.v.KARABACEK.®" One Inv, Chart. Ar. 25635 (Plate 30d), a yellowish brown faded
piece of paper 4,60,1 cm, has on a glossy deep-black ground with dark red un-
dercoating, arabesques cut out of dingy white paper, each surrounded by a woven
band and a toothed pattern of the same material. The narrow side is finished
off by a frieze with an arch pattern, and has an undercoating of glossy deep
black. This piece was found, like the following, among a number of papyri and may
therefore belong ar latest to the fourth century A. H. (Xth cent. A. D.). Inv. Chart.
Ar. 25638 (Plate 30e), may have belonged to the same end-paper; it is a piece of
yellowish brown faded paper, 4,3%6,7 cm, and has arabesques cut out of dingy
white paper in the same framework as Inv. Chart. Ar. 25635, partly on a black
ground with an undercoating of dark red and partly on a ruby ground, which was
probably ‘originally dark red. Two specimens probably from the same hand Inv.
Chart. Ar. 25640a, b (Plate 29¢, d) already discussed by J. V. KARABACEK™® show a
series of conventional lam-alifs placed one above the other in a rectangular frame,

‘The palm-leaf like conventional design with convolutions recalls the decoration
of a Sasanian pillar, which A, RIEGL (S#ilfragen, p. 301, fig. 164) has illustrated
and discussed. Of the two pieces, the larger, Inv. Chart. Ar, 25640a, 19X 3,4 ¢m,
is preserved in an unfinished state. The openwork of dingy white paper is laid on
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Fig. 19.
Reconstruction of the ornamentation of the Arabic end-paper PER, Inv, Chart. Ar. 14100,
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a foundation of paper of natural coloured yellowish brown material. Inv. Chart.
Ar. 25640b, 12,5 3,2 cm has openwork cut out of dingy white paper in part still
dark, probably originally stained a uniform black, on naturally yellowish brown
paper with an undercoating of originally dark red, now faded to light reddish brown.
Each is underlaid with a dark coloured little strip of paper at the base, parallel to
the narrow side.

The two last mentioned specimens lead to a series of end-papers which have
scrolls of Kiific writing enclosed in decorated borders, prepared in fine openwork.
One such specimen Inv. Chart. Ar. 14 100a hasalready been illustrated and discussed
by J. v. KARABACEK.®™® The fragment 2,5 X 4,2 cm is of reddish brown paper, painted
overwith a lacquer-like reddish brown paint; on this foundation were pasted the woven
bands of the border cut out of dingy white paper, while the scroll of writing cut out
of the same material was applied upon a lacquer-like black colour painted over the
red under-surface. The splendid openwork specimen Inv. Chart, Ar. 25636 (Plate 30a)
was similarly prepared. This specimen 4,4 % 20,7 em, is of thick light brownish-red
paper which had a dark red undercoating. The written scrolls, the heart with inlaid
palm-leaf, found again exactly on the Dresden binding™ and the intertwining
ribbons are cut out of dingy white paper. The inscription in elaborate Kiific of the
central area rests on a dark red ground, the palm-leaf within the heart-shaped leaf
and the scroll on the narrow side on a deep black lacquer-like undercoating of paint.
The narrow strips along the sides enclosing the ribbons of the narrow side are in
the same colour and the undercoating of the same pattern in white paper on the
long sides. On the reverse on the edges may still be clearly seen traces of a paste
which fixed the piece on the inside of the board. To whom the name "Abd Allzh
b. 'Itr in the central scroll belonged, it is impossible to say. A band of writing cut
out reversed is found on Inv. Chart. Ar. 25639 (Plate 30c¢), 3,5 16 em. The foun-
dation for the openwork is a dingy white paper originally written on both sides,
which has been painted over with light brown, The scroll is cut out of a dingy white
paper which shows traces of blue or perhaps oxidized silver. The small border of
writing' cut out of dingy white paper on the narrow margin is laid upon a bluish
green ground, while the likewise whitish intertwining band on the right side stands
out from a light brown ground. A similar piece, unfortunately much destroyed, is
preserved in the Rainer Collection under the number Inv. Chart. Ar. 27553,

When at the conclusion of this section we now endeavourto give from theavailable
material a brief survey of the development of Muslim binding in the first six cen-
turies A. H,, we may take the opportunity to develop a little an idea already put
forward on p. 34 and show the connections between the early Muslim and lare
classical art of the book.

The first fact to be established is that the Arabs followed the classical moclel
not only in the form of the book but also in its format. Their codex, too, was at first

56



a rectangle, the height of which was very little more than the breadth.®! This formar
is already found in the unique literary Arabic book written on papyrus, the already
mentioned Kitdb al-Jami® fi 'I-Hadith®® of the Egyptian Library in Cairo, the pages
of which measure 25% 23 cm. In literary texts this format, rectangular approach-
ing square; was retained till the manufacture of papyrus ceased (c. 950 A. D.), as
numerous leaves from parchment and papyrus manuscripts show. Even the oldest
manuscripts of the Qur'an are no exception, so far as they occur in the first century
A H. The format, which may be described as oblong folio, found in the aldest mosque
copies of parchment,®* was already in use by the end of the first century A:H. Iz
may have been influenced from Mesopotamia and is presumably of Persian origin
ultimately, [n hand-copies of the sacred book of Islam, a format soon became usual
which extended the breadth of the book at the expense of the length. The two
volumes discussed on p. 45 . already show this format from which the Saféne must
have developed, of which Inv, Chart. Ar. 28002 (p. 49) is an example.

The ancient tradition was retained in the binding of the quires as well as in
the format of the book. 1 have had an apportunity of examining late classical
and early Muslim bindings in various collections and have been able to ascertain
that the method is exactly the same in both. To give only one example, | may
quote the fact that the sewing together of the leaves of the book before putting
on the boards in the Coptic binding P. Berol. 14018 (see p. 36) is exactly the same
as in that of a little Arabic volume of seven leaves of papyrus of the I1lrd to the
IVth century A. H. in the Rainer Collection (Inv. Ar. Pap. tor30). Late Muslim
bookbinding also shows even in sewing together by a chain-stitch and in the pasting
of blue linen on the boards, echoes of the late classical and Coptic technique.®*

Of the methods used to adom the leather cover, tooled work, stamping; incised
work and leather-cutting can alse be found en early Muslim volumes, but not so
the leather appliqué work. That this technique was not forgotten in Egypt also is
seen from early Muslim shoes and the splendid end-papers in inlaid openwork,
discussed on p. 54f, I have shown that it probably found its way from Egypt to
Turlostin, and thence to Persia, where it reached its greatest perfection in the
splendid bindings and filigree leather work of the Hardt school. ™ The arrangement
of the field with longish rectangles set within each other parallel to the sides, which
first appears on H. [BSCHER'S (p. 38) Coptic binding is retained not only on early
Muslim bindings but long remained usual on South Arabian bindings (ef. E.GraT21,
Jelamische Bucheinbande, P11, VI, X1—XIV) ; indeed it looks as if the fine leather
covers with endless geometrical patterns of the XIVth to the XVth centuries, of
which E. Gratzt, id,, PL I, VII, has published beauriful examples, ultimately go
back to models of which the Coptie binding P. Berol. 14619 gives us a good idea. The
practice of choosing different decorative materials for the adornment of the front
and back covers is also taken from late classical times. That certain parterns and
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stamps survived along with certain technical arrangements such as the protecting
flap around the egdes and the triangular flap of the back cover need not surprise us.

1 have elsewhere®® shown how strongly the Arab administrative processes in
Egypt were influenced by the Coptic-Greek, how often customs practised there were
taken over completely, and only at a comparatively late period did new forms force
a way in from other sources. Almost the same might be said of the early Muslim art of
book-production. The ancient cultural traditions of the subjected peopels were here,
too, at first taken over.®® The independent development, which attained a high level
of art of permanent value in almost all fields, was at first slow and hesitating,
and was probably stimulated by influences brought by the Tiliinids from the
East. If this phenomenon 1s particularly well marked in the art of binding, it may
be explained by the fact that this craft, which had attained high perfection in
monastery workshops; had developed fixed forms and a technique which could not
quickly be supeiseded. Coptic artists must have long plied their craft and work-
ed for Muslim employers or have been the teachers of Muslim bookbinders. It
may also have been the same with early Muslim painting. The Arab ruling section
of the community could hardly have produced at once a sufficient contingent of
working artists. The picture we receive is in the main based on Egypr and is
therefore provincial. This is bound to be the case as our material is almost exclusi-
vely denived from Egypt. Until we have from Syma, Mesopotamia, and parti-
cularly Persia, equally plentiful material from the early centuries of the Muham-
madan era, we shall be confined to conjectures regarding the art of book-produc-
tion of this period in these lands. But we may assume that the development was
similar to what we know took place in Egypt. Here the art of the subjected people
must have very definitely decided the course of development of art in Islam®®
How far this can sull be traced Sir Thomas W. Arnold’s exposition will shew,
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1
SURVIVALS IN PERSIAN PAINTING

he year 1258 — the date of the capture of Baghdad by the Mongol army

under the command of Hiiligli — marks a distinct era in the history of the Mu-
hammadan world, and incidentally in that of Muhammadan art, for political history
enters on a new phase with the settled domination of the Mongols over Persia,
and in the realm of art the linking-up of China with the eastern provinces of the
Muhammadan world brought in a flood of artistic influences, the survivals of which
may be traced in Muslim painting for centuries, even up to modern tmes.
The crowning horror of the sack of the histuric centre of the "Abbasid Caliphate
marked the culmination of a series of appalling acts of devastation, as the invading
host of Mangols swept over the centres of Muslim civilisation from the borders
of the Chinese empire through Transoxiana and Persia into Mesopotamia. Where-
ever they passed they left ruin behind them, for one of the chief features of their
military policy seems to have been that of total destruction. It was commonly
their practice to follow up the capture or surrender of & city by the massacre of
all the inhabitants, with the exception of such small numbers as they chose to
carry off into captivity. In order to make devastation more complete the Mongols
would sometimes pretend to have retired altogether from a ruined city, and then
send back a detachment of troops to kill such poor wretches as had managed to
survive the first massacre e g.in the city of Marw, where as many as seven hund-
red thousand had been massacred or, according to another authority, as many as
1300000 corpses had been counted on the first occasion, five thousand survivors
were afterwards put to death by a cruel strategem of this fashion. In 1219 the
famous geographer Yaqiit visited the city of al-Jurjiniyya, which was situated
in the neighbourhood of the modern city of Khiwa, and put on record that he
had never seen a greater city or one more wealthy or more beautiful; in the follow-
ing year, Chingiz Khiin captured it after seven days of desperate street fighting,
set it on fire and made 2 general massacre of the inhabitants, with the exception
of the young women and children who were set aside as slaves and the artisans
who were saved on account of their special skill; the site was then rendered un-
inhabitable by opening the dykes of the Oxus, so that the waters of the nver
submerged the charred remains, In the following year the city of Nishapar, which
had been described as the healthiest and most populous town in Khurdsin, was
razed to the ground by the Monguls and the site of it sown with barley; in the
massacre of the inhabitants as many as 1747000 persons are said to have perished.
The city of Bamiyin was so utterly destroyed, every living creature, animal as
well as human, being killed and their dead bodies being piled up like 2 mountain,
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that for a hundred years it remained a desert, void of inhabitants. In the following
year the ancient city of Hardt, which is said to have contained 444000 inhabited
houses with 12000 shops and 359 colleges,*®® was captured after a siege of six
months; for a whole week the Mongols continued to kill and destroy, and as many
as 1600000 are said to have been killed. The savage conquerors then retired,
but shortly afterwards sent back an armed force to seek out and destroy such of the
inhabitants as had managed to hide and had thus escaped the frst massacre;
over two thousand persons were discovered and butchered in the same merciless
fashion, When the Mongols fnely left, forty miserable wretches crept out of their
hiding places and collected rogether in the great mosque, — a pitiable remnant
left out of so vast a population — gazing with horror on the ruins of their beautiful
city, A long list might be given of cities that suffered a similar fate; but here it
is enough to lay stress on the significance of this destruction in its relation to the
study of the history of Islamic art, for in this widespread ruin of the organised
centres of civilised life were of course involved those precious manuscripts which
might otherwise have provided us with materials for the study of the pictorial art of
the pre-Mongol period. Whatever care these ruthless invaders may have taken
to rescue from death artists and craftsmen, the early Mongols appear to have
cared nothing at all for books. In Bukhari, famous for centuries on account of
its men of learning, when they stabled their horses in the grear mosque; with studied
contempt of all that the inhabitants held most sacred, they tore up the priceless
manuscripts of the Qur'an, to serve as litter for their horses. One of the last of
the great centres of civilisation ro suffer in this manner was Baghdad, which in
1258 was given up to plunder for a whole week; during the sack of the city eight
hundred thousand of its inhabitants were put to death and the same ruin that fell
upon them embraced also the literary treasures that had been accumulating there
for centuries. The library of the Caliph must have been rich in examples of the
art of calligraphy and of painting, for the library of his chief minister, Ibn al-
*‘Alqami, is said to have contained as many as ten thousand volumes. Some of this
may have been saved by such few lovers of books as accompanied the Mangol
armies, e. g. that eminent scholar Nasir ad-Din Tisi — theologian, philosopher,
astronomer and mathematician — is said to have accumulated a library of more
than four hundred thousand volumes out of the plunder of the many libraries
that were at the mercy of the conquerors. But vast as this collection was, it is
unlikely that the possessor of it took any interest whatsoeyer in works of pictorial
art, and the destruction that is so characteristic of the period is mainly respansible
for the scanty knowledge that we possess of the works of painting produced in the
period preceding the Mongol conquests; for few examples have survived to the
present day that can with certainty have assigned to them a date earlier than the
thirteenth century,
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But art has a vitality that survives the fall of dynasties and the devasting march
of invading armies; and in the period posterior to the Mongol conquests there
clearly emerge in pictorial art survivals of the earlier art of Persia of a distinctive
and easily recognisable character. First among this may be mentioned the art of
the Nestorian and Jacobite Churches that flourished within the boundaries of the
old Persian Empire, which fell beneath the victorious advance of the Arab arms
in the VIIth century. It muse not be forgotten that these Churches—so far as
their adherents living under Persian rule were concerned—owed a certain measure
of their popularity to racial antipathy for Byzantine rule and for the dominance
of the Orthedox Eastern Church, the centre of whose ecclesiastical organisation
was in Constantinople; it was thus therefore easily possible for the characteristics
of the indigeneous Persian painting to win favour in these ecclesiastical circles,
particularly within the Nestorian Church, which had not failed on occasion
to emphasise its loyalty to the Sasanian Shihinshih as against the claims of
the Roman Emperor, who was supported by the rival Church over the border.
It would no doubt be easy to show that the paintings in the service books of the
Nestorian and Jacobite Churches are ulumately connected with those of the
Byzantine school, but the painters who belonged to the schismatic oriental Churches
carried on their work for centuries with little direct connection with the sources
from which they ultimately derived the traditions of their art. Under the Umayyad
and 'Abbasid dynasties these Churches retained the allegiance of large sections of
the population under Arab rule in Syria, Mesopotamia and Persia, their patriarchs
were wealthy and powerful and at times exercised considerable influence at court;
particularly were the Christian physicians who enjoyed the patronage of successive
Caliphs in Baghdad, prominent personages in the life of the capital. Some estimate
may be formed of the wealth enjoyed by these Christian communities from the
record of the magnificent churches they from time to time erected, and a special
indication of their vitality is given by the rapid expansion of the Nestorian Church
into Central Asia, after the Mongol conquests had brought under one sceptre
Persia and the neighbouring countries that lay to the east of it: There must have
been an ecclesiastical art corresponding to the wealth and extension of these
two Oriental Chiurches, but very little evidence of it appears ro have survived in
the form of pictorial art, and the scanty examples of paintings to be found in the
service books either of the Nestorian or of the Jacobite Church have received linle
attention from students of the history of art.

In view of the general disapproval felt by orthodox Muslims towards any
representations of the human figure or indeed of any living being whatsoever, it
might naturally have been expected that Christian artists would be employed as
illustrators of such works of Arabic literature as their owners wished to have
decorated with pictures, There is indeed no historical evidence thar the painters
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so employed were Christians, but in a certain group of paintings, commonly
described as belonging to the Baghdid or the Mesopotamian school, we
find certain characteristics and conventions which bear a striking resemblance
to corresponding features in illustrations found in service books of the Oriental
Churches, in spite of the dissimilarity of the subject matter of the pictures in either
case. This particular group of paintings comprises illustrations of treatises on
astronomy and medicine, — collections of fables, especially that popular cycle of
animal stories that originated in Buddhist India and thence has wandered half
the world over, being known in its Arabic form as Kalila and Dimna, — and
notably illustrations of the Magamat of al-Hariri, one of the most renowned works
in Arabic belles-lettres, describing the adventures and rascalities of a needy,
wandering scholar, full of punsand witticisms of a learned type, and thus from its
subject matter affording suitable material for a painter with a sense of humour.
The incidents depicted were not such as could in their entirety derive their origin
from illustrations in a church service book, but in a Lectionary of the Jacobite
Church—a MS. belonging in all probability to the XIIIth century—there is found
in a picture of Christ before Pilate,*** a group of figurés that would quite readily
fit into any illustration of the Maqamat of al-Hariri produced by a painter of the so-
called Mesopotamian school; there is the same type of feature; with large promin-
ént nose and a heavy cast of countenance, and a similar kind of costume and
attitude. The conventional representation of a tree, such as is found in the Schefer
MS. of al-Hariri in the Bibliothéque Nationale, is reproduced in the same Lection-
ary,®® as well as in an Arabic Evangeliariumn of the Jacobite Church, probably
of the X1Ith century.*®! In a copy of the Gospels in Arabic*** (dated A. Mart.
1053=1337 A. D.) we find reproduced a characteristic convention in the Schefer
Hariri viz. that of indicating the outline of the nose with a prominent line of white
paint. Of the painters of the so-called Baghdad or Mesopotamian school nothing
whatsoever is known, apart from the work they produced. There does not appear
to be any special reason to connect them either with Baghdad or even with Mesopot-
amia, for there are close affinities between their work and that which is found
‘on the portery of Rayy,® in the north of Persia. After making due allowance for
the different technique of the miniaturist and of the painter on pottery, it is easy
to recognise similarities in the typés of figures depicted, in the textile patterns,
and i the representations of plants and animals, Naturally the pottery painter,
generally working more rapidly than the miniaturist, adapts himself to his material
-and omits everything in the way of a background and does not range over so large
a variety of subjects as the miniaturist, but when they come to depict the Sulran
at his ease with his cupbearers, his singing girls, dancers and musicians, or when
they represent games of polo or hunting scenes, then the analogies between their
artistic methods and their technique become strikingly manifest; they both adopt
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a bold, simple linear style, heightened by strong colours, and make their figures
stand out clearly from the rest of the picture. It is noteworthy also that the work
of neither group of artists ever exhibits the slightest trace of Chinese influence,
probably owning te their roots being so firmly fixed in an indigenous art with
a long-lived tradition behind it. That such a relationship can be recognised between
artists working in districts geographically so far removed from another, becomes
easily understandable if the hypothesis be accepted that we are here concerned with
an art that is ultimately of Christian origin. In this connection it is not without
interest to note that Rayy was at one time the seat of a Nestorian metropolitan,
and since it was one of the finest cities in the*Abbasid empire (for its walls had a
circuit of 12000 paces), it probably still in the XIIth century contained a large
Christian population, in spite of a decline in the number of the Christians, which
seems to be indicated by the fact thar in the Xlth century it had been for purposes
of ecclesiastical administration joined to Hulwan and after 1175 to the metropolitan
see of Hamadan.®* Whether the artists who produced the pottery of Rayy and the
miniatures that have come down to us, were Christians, or converts (or the descend-
ants of converts) from Christianity to Islam is immaterial; what is certain is,
that they worked under the influence of an artistic tradition that was Christian in
its source and origin.

But while these Christians, dwelling in territories that had once formed part
of the Persian empire, reproduced for secular purposes a technique and an artistic
wradition which they had learned from the ecclesiastical art of their church,
they were likewise (in Rayy at least} under the influence of the indigenous art that
formed part of the national inheritance of the Persian race. It is a phenomenon —
almost miraculous in its character — in the painting of this period, that in the art
of the thirteenth century there re-emerge in the designs on this pottery of Rayy
characteristics which primitively belonged to the art of the Sasanians, whose
empire had been swept away by the Arab conquerors in the middle of the seventh
century. In some mysterious manner, the same motifs and traditional methods as
flourished under a Zoroastrian regime succeeded jn remaining alive for a period
of six centuries, and present themselves again under an alien rule, in the midst
of an Islamic culture fundamentally unsympathetic to one of the most characteristic
features of this art, — the representation of the human form, We find a remarkable
example of that intense national feeling which has, with irrepressible vitality,
refused to be crushed under successive epochs of foreign domination. In the Sultan
upon his throne, as depicted on the porttery of Rayy, with his singing girls or
cupbearers on either side of him, we meet again the Sasanian prince who was
represented in similar manner on silver dishes of the sixth and seventh centuries,
Bahram Giir with his lutist uncomfortably perched behind him on his riding camel,
still performs his clever feats of shooting the wild deer; just as the Persian silver-
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smith portrayed him centuries before, for the delectation of his Sasanian overlord.
Many other motifs and conventions, such as the halo, the decoration of the prince's
throne, the lion and other animals, can be traced back to their Sasanian prototypes.
How this artistic tradition was kept alive during the long period that elapsed
between the disappearance of the Sasanian dynasty and the earliest examples
of the pottery of Rayy that have been preserved to us, is a mystery which cannot
be cleared up, until some discoveries are made of works of art im which the same
tradition found embodiment during the intermediate centuries, But there are a
few scattered notices of pictures that survived into the Muhammadan era from
Sasanian times, which suggest at least that the Sasanian models were sometimes
preserved and carefully guarded. In any consideration of this strange survival of
Sasanian art it is important to remember that not only was there a large and
flourishing community of Persian Christians belonging to the Nestorian Church,
as well as a smaller group which was Jacobite, but that also there were large
bodies of Zoroastrians among whom the national consciousness of the old Persian
stock would find a still more fruitful soil. The adherents of these two faiths, just
as they had remained true to the religion of their fathers before the Arab conquest,
so would they be likely to cherish other memorials of an earlier age, more congenial
ta their ideals than the newly imported interests of the epoch of the conquerors. One
of the early Muhammadan geographers who was of Persian origin, as his name
indicates, though he wrote in Arabic, — AL-ISTAKHRI — about the middle of the
tenth century, mentions having seen some volumes of annals of the ancient Persian
kings, illustrated with pictures of each of them; they were preserved in the castle
of Shiz, near the famous site of one of the most sacred fire temples of Zoroastrian
times. Another geographer, IBN HAWQAL writing a little later (in 977 A.D.), makes
mention of a great building in the district of Istakhr, and describes it as adorned with
statués and pictures,?*® That indefatigable collector of miscellaneous information, the
encyclopaedist AL- Mas'ODI tells us how in the year o3 A.H.(915—916A.D.) he saw
in the possession of 2 noble Persian family in the city of Istakhr a huge volume
containing a history of the kings of Persia with an account of the chief events of
their reigns and of the various monuments they had erected. Pictures of each
monarch of the royal Sasanian family were given in it, to the number of twenty
seven,two of them being women ; each was represented as he appeared at the moment
of death, in his royal robes and his crown upon his head; each feature was carefully
delineated, even to the hairs of his beard. Apparently the originals of these portraits
had formed part of a royal picture gallery, since it had been the custom during the
Sasanian period for the portrait of each king to be painted on his demise and placed
in the treasury, with the avowed object of enabling the reigning monarch to have
knowledge of the physiognomy of each of his predecessors.®*¥* Bur according to
I8N KHALDON, 2T the Persian kings used not to wait for the hour of death to
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have their portraits painted, for they had them woven into the stuff of their garments,
—probably after the fashion of the figured velvets of the XVlth century, which are
now reckoned among the treasures of our museums. How common were such
collections of portraits as al- Mas'lidi saw in Istakhr, cannot now be determined, for
lack of evidence: it 1s only by a casual reference that we learn that even in Baghdad
a Zoroastrian priest could satisfy the curiosity of al-Ma’miin by showing the Caliph
a portrait of Aniishirvan,?* the Sasanian monarch who was of especial interest
to Muhammadans since it was in his reign that the Prophet had been born. Such
evidence, scanty as it is, is enough to show how in one respect at least the tradition
of Sasanian art was preserved, in spite of the prevalence of an intellectual atmosphere
hostile to any form of pictorial representation whatsoever and in spite of the suspicion
of disloyalty that it might excite, It is not difficult to understand how these tradi-
tionary forms of art, never entirely forgotten, might once more come to the surface
when the depressing weight of Arab domination was removed by the Mongol
conquests,

There was still one more distinctive tradition of book illustration, with a
separate history and character of its own, — the Manichaean, By the date of the
Mongol invasion, Persia had known the name of Mani for nearly a thousand
years; but just at the Manichaeans had suffered persecution under the Sasanian
kings, so the Arab Caliphs continued the same cruel policy towards them; when
towards the end of the eighth century the Muhammadan government was putting
thousands of Manichasans to death, the persecuted adherents of this faith fled
into Turkistan and other parts of Central Asia, and so successful was this persecution
that by the end of the tenth century there were hardly any Manichaeans left in
the country that had witnessed the birth and first expansion of their faith. Now,
in the Manichaean church the art of painting was held in high honour; the founder
of the religion had himself decorated lus writings with pictures, and had recognised
the advantage to be derived from pictorial representation for the purposes: of
religious propaganda; the members of this sect followed the example set by their
founder, and there are many references both in Western and Oriental literature
to the magnificent manuscripts of the Manichaeans, with their fine leather bindings,
But s0 ruthless has been the destruction of them that no authentic example of
Manichaean arr was known to have survived up to modern times until the discovery,
in 1904, by Professor A, V. LE Coq, of a few fragments of Manichaean paintings
in a ruined city near Turfan (in what is now Chinese Turkistan) and some frescoes
on the walls of what had once been a Manichaean temple. Bur the reputation
of Mini as a painter long outlived all remembrance of him in Persia as the founder
of a religion (except, of course, in the case of serious students of religious history)
and his name came to be proverbially used to describe any skilful artist, long after
the disappearance out of Persia of all representatives of the faith that he had raugh.
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The highest praise that could be bestowed by a Persian upon the illustrious Bihzid
was to describe him as painting with the brush of Mani.

In consideration of the persistance with which the art of the Sasanian period
managed to survive, it is not all improbable that in a similar manner the art of
the Manichaeans continued to linger on in the territories that had once belonged
to the ancient Persian empire, and that the traditional methods of it were kept
alive by the Muslim descendants of the old Manichaean artists who had practiced
it; thus the movement in art which the adherents of the faith of Manf had initiated
and had carried on for so many centuries might well have continued to exist in
the service of other masters. The picture book of Mini known in Persian literature
by the name of Arzhang was almost as familiarly referred to as the name of Mani
himself, and a reproduction of this picture book was recorded by the author of
a work on the various systems of religion, who wrote in the year 1092, to be still
in his day preserved in the treasury of the capital city of Ghazna.*** Al-Biriini had
already, some time before, compiled, about the year 1000 A. D. his great work on
the different systems of chronology of the world — al-Athar al-Bdgiya—and it is
not impossible that the artist who illustrated the manuscript of this work, which
is now preserved in the Library of the University of Edinburgh, may have seen
the actual reproduction of the Arzhang in Ghazna or have had a copy of it before
him while he worked; for this manuscript was copied in the year 1307 — lintle
more than two centuries after the date of the record of the existence of the Arzhang
in the treasury of Ghazna. In this connection it is not without interest to note that
the pictures in the Edinburgh MS. or some other MS. exactly resembling it, were
reproduced by a late copyist working some time in the XVIIth century.?*® It is
not so easy to detect examples of the survival of the Manichaean type of book
illustration as it is in case of a Christian or Sasanian tradition,®? but it would be
contrary to expectation if such did not exist, though naturally they would not be
likely to occur so frequently as in the two other cases.



11
THE MONGOL AND TIMURID PERIODS

n the preceding chapter an attempt has been made to indicate the artistic

directions that may be held to have been operative in Persian painting during the
period that immediately followed the Mongol conquests. Examples of painting
to which an earlier date may be assigned, as having been produced under Muham-
madan rule in any district that once formed part of the dominions of the Persian
King, are few in number. Some of the earliest of these are found in a manuscript
of a Persian translation of the fables of Kalila and Dimna, copied and decorated
in Ghazna about the middle of the twelfth century;*** to approximately the same
date belong two manuscripts of the Arabic version of the same collection of fables;**3
lastly there are three manuscripts of the Magamat of al-Hariri, belonging respectively
to the latter part of the thirteenth century, and to the years 1222 and 1237,
All these manuscripts are now in the Bibliothéque Nationale, Paris, and exhibiting
as they do affinities with the decoration on the pottery of Rayy and with miniatures
of the so-called Mesopotamian school, they may be regarded as having been
produced by artists who worked under the influence of traditions derived from
a Christian source, connected either with the Neéstorian or with the Jacobite
Church.

The Mongol conquests incorporated Persia within the borders of an empire
the capital of which was in China, so that the old eastern borders ceased to exist
and & way was opened for cultural influences from China such as had never existed
before. Hillagih Khin brought with him Chinese painters and illustrated books
into Persia, and it is not improbahle that the large numbers of artists who
were carried away to the east by the Mongols from the cities, the rest of whose
population they so ruthlessly massacred, may in some cases have succeeded in
returning to their native land, after working for their new masters in Qaraqorum
or elsewhere. Whatever other ruin they might work, in their insane passion for
destruction, the Mongols were capable of recognising the value of the trained
artisan and eraftsman. When Chingiz Khan swept the city of al-Jurjaniyya out
of existence in 1220, he spared the lives of over tooooo skilled workmen to be
transported into Mongolia, and the only persons saved out of the general massacre
of the inhabitants of Nishipiir in 1221 were 400 artisans, When order was again
restored and a settled government established in Persia under the dynasty of the
[1khans, one ruler after another brought painters and other artists into their newly
acquired kingdom. It is under the rule of the INkhéns thar Chinese characteéristics
appear on the Persian pottery of Sultanibad, in contrast with the pottery of
Rayy, in which there is not the slightest evidence of any Chinese influence what-
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ever, for its delicately conceived and charming industry seems never to have
recovered from the destruction of the city by the Mongals in 1220 Similarly in
the art of painting for a brief peried under the early decades of Mengol domination
in Persia, Chinese influences were in the ascendant. Persian painters had to adapt
themselves to the taste of their new rulers, and they sometimes were set to work
to make copies of Chinese paintings. The sinister figures of the Mongol princes had
to be represented in their characteristic costume, either i the stiff Mongol armour
or the royal robes of state, and scenes of bloodshed and executions appear to have
been the subjects of their predilection. During this period of its history, therefore,
Persian art was clearly and definitely subjected to Chinese influences, and so many
conventions of Chinese ongin remained as permanent characteristics of Persian
paintings that the nature and extent of this influence demand special consideration.
It is possible roughly to distinguish different periods in which this artistic fashion
came prominently to the front, — the pre-Mongol period, the period of Mongol
domination, and the sporadic examples in later ages.

An admiration for Chinese painting had been a commonplace of literary
phraseology long before the Mongol invasion had broken down the barriers that
separated Persia from its eastern neighbour, but the early Persian poets and prose
stylists who belauded the skill of the Chinese painters probably knew as little of
actual examples of Chinese art as they did of the products of the wonder-working
brush of Mani, which was in like manner one of their favourite literary common-
places. The isolated reference (which M. BLOCHET* has published) to the activity
of Chinese painters on Persian soil in the reign of the Samanid prince, Nasr ibn
Ahmad (about the year g20), records how this monarch ordered the poet Ridagi,
the forerunner of modern Persian poetry, to write a metrical version of the fables
of Kalila and Dimna, and how Chmese artists afterwards added pictures to it,
so that all persons might take delight in seeing and reading it. The relations which
the Samanids, one of the earliest of the independant Persian dymasties which
broke away from the overlordship of the Caliph in Baghdad, in the remote north-
east beyond the Oxus, entertained with the Chinese court, no doubt rendered such
an importation of Chinese talent possible, but it appears to have been an entirely
isolated phenomenon, without any influence whatever on the development of
Persian art. When Nizimi in the latter part of the XIlth century wrote his fanciful
disputation between the men of Riim and the men of Chin in the presence of King
Alexander and the Khiigan of China, the only achievement that he has to record
on the part of the Chinese artist is that he had so brilliantly polished the side of
the arch of the dome, which had been assigned to him to display his skill upon,
that it reflected in its brilliancy the picture which his rival had painted on the
opposite arch.*% As little real knowledge of any actual examples of Chinese art lay
at the back of the frequent references to “the picture gallery of Chin”’ and similar
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phrases which became mere rhetorical expressions empty of all real meaning,
running through the whole of Persian poetry from Nizimi to modern times,

But the pre-Mongol and the post-Mongol period have this in common that
the flood of Chinese influence brought in by the Mongols exercised as little in-
fluence on the fundamental character of Persian painting as did the conventional
rhetoric of the poets and stylists. The influences that survived as a permanent
part of Persian painting were superficial merely, and though they became fixed
conventions, they in now way interfered with the continuance of the inherited
characteristics of the national art, Among these was the Chinese Tai’ or "cloud form’
with its strange, sinuous, undulating shape, and from this time forward the Persian
painters, instead of taking the trouble to notice the shape of such ¢louds as they
could see for themselves in the sky, almost invariably represented clouds under
this conventional form, as they had seen it in Chinese paintings or on Chinese
pottery. The fantastic dragons with their irregularly shaped wings and the strange
appendages that project from their bodies in unexpected places, appear to have
fascinated the imagination of the Persian painters, and when they had once adopted
them, they devised constantly varying new varieties of the same type and used them
especially to decorate the margins of their manuscripts. A similar borrowing from
China gave the magnificant bird that trails a long tail across the sky, sometimes
appearing as an object of terror, sometimes as coming to the rescue of a hero in
distress, The Mongol period is further distingwished by a change in the form
of the halo, which now ceases to be round and takes on the appearance of a tapering
mass of flame, such as Central-Asian and Chinese art gave to representations of the
Buddha.

The Mongol conquest and the subsequent establishment of the [lkhan dynasty
in Persia, were soon to be followed by another period of suffering for this unhappy
country, [n the fourteenth century, Timiir set out on & career of conquest, in which
he left ruined and depopulated cities behind him, as the Mongols had deone. When
in 1383 he took Zaranj, the capital of Sistan, he massacred all the inhabitants,
razed the walls to the ground and destroyed the houses, so that this rich and flour-
ishing city, which had escaped the devastation of the Mongols, has remained to
this day a nameless ruin; for centuries it had supported a vast population and had
grown to a great size, until its walls, even in the ninth century, were four leagues
in circumference, and the outer wall which enclosed the suburbs had thirteen
gates, Timir ruined the canal system which supplied the city and its beautiful

‘with abundance of water. In similar manner he caused the city of Turshiz,
one of the chief cities of Quihistdn, to disappear entirely from the map. To these
might be added the names of many another city which the desolating march of
Timfir's armies left in ruins behind them, Hardt, which had apparently recovered
from the effects of the Mongol invasion, had to suffer from the new conqueror who
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destroyed its walls and sent most of its craftsman and artificers to work at the
rebuilding of the town of Shahr-1-Sabz, his birthplace.

Though Timiir seems to have been capable of appreciating fine workmanship,
and squght to beautify the chief centres of the empire he founded, it would be
rash to suppose that the status of the artist was thereby improved, The picture
of the building of his great mosque in Samarqand — so often published *7 —
shows the overseer of the works threatening with a long and formidable stick
the artisans at work on the exquisite mosaics, which are still among the glories
of the ruined grandeur of Samarqand, With the reign of Timir, however, begins
one of the most brilliant periods in the history of Persian painting, and under the
patronage of his successors some of the finest examples of Persian art were produced
— not merely paintings, but carpets, ivories and metal-work, and magnificent
monuments of architecture.

Like the [talian princes of the quattrocento who were their contemporaries,
the Timirid princes found time in the midst of their interminable wars, for the
cultivation of the fine arts. Shah Rukh (1404—1447), the son and successor of
Timiir, encouraged men of science and learming to frequent his court, and spent
large sums of money on restoring and beautifying his capital city, Harat; his
interest in painting may be judged by the fact, already mentioned, that he included
in the embassy which he sent to the emperor of China, a painter, who submitred
a report of the expedition on his return. His son, Ulugh Beg, was a mathematician
and a student of astronomy and collected together in Samarqand a number of
astronomers who compiled the tables called after the name of this prince; in the
Bibliothéque Nationale is a copy®** of a treatise on the constellations, compiled at
a much earlier date, which had once been in the possession of Ulugh Beg; the
designs are obviously directly copied from Chinese originals and are distinguished
by that paucity of strong colouring which is characteristic of the Chinese manner
of the period — in striking contrast to the brilliant colours used by the Persian
painters in Harit. Ulugh Beg also had architects brought from China and made
them build for him 2 tower covered with Chinese tiles, Another son of Shah Rukh,
Mirza Baysunqur, who died in 1433, before his father, was a great bibliophile
and collected around him a group of the most distinguished calligraphists from
all parts of Persia.?*® He is credited with having compiled the commonly accepted
recension of Firdawsi's Shah-nima, and in the preface to many manuscripts of
this epic he is represented as engaged in this undertaking.

The painting of this period still retained some of the characteristics of the school
of painting from which it sprang, as exemplified in the work of Rashid ad-Din’s
atelier; there is still something of the same archaic character, the same stiffness
in the elongated figures, but there is a growing brilliancy of colour which gives
a prevision of the out-blossoming in the latter half of the century, under Sultan
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Husayn Mirzi. The change had undoubtedly begun before the period of this last
of the Timirid Sultans in Hardt, whose long reign covers the greater part of the
second half of the fifteenth century,®® but it was the artists who worked under his
patronage who created a style and a fashion in painting that dominated the Persian
schools for a whole century, Grace and elegance and a larger freedom of movement
take the place of the ngidity and dourness of the earlier style, and an unsurpassed
brilliancy and range of colour are achieved. This second Timiirid period is note-
worthy for another feature, new in the history of Persian painting, viz. the placing
on record of some biographical details — though unhappily meagre and insufficient
— conceming the great artists of the time.
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11
BIHZAD AND HIS SCHOOL

One noticeable feature of the earlier Timiirid period — as indeed of the whole
preceding period of Persian art — is the lack of any biographical details as to
the creators of even the greatest of these masterpieces. Not a single Persian paint-
ing bears a signature nor is there any indication as to its authorship or any literary
record of the activiry of individual artists, until the time of Bihzad, The appearance
of this incomparable artist marks an epoch in the history of Persian painting, The
charm and delicacy of his workmanship created such an impression upon his
contemporaries that their enthusiastic appreciation affected succeeding generations
also, until the name Bihzid became a symbol for the height of perfection in the
painter’s art, and unnamed pictures were from quite an early period ascribed to
him without any warrant whatsoever, and the practice became ludicrous when
applied to works that obviously belong to the XVIIth or even the XVIIIth century.
But such procedure is significant of the great fame that Bihzad achieved — and
his workmanship shows how fully he deserves so high a reputation. He represents
the almost complete deliverance of genuinely Persian art from the oppressive
tradition of the Mongol period, and it is possible to appreciate the relief of Bihzid's
fellow-countrymen at no longer having the grim and sinister figures of the con-
querors put before them, reminding them of the foreign domination by every
derail of their costume. Moreover, how much more sympatheric to the Persian
temperament were the tender grace and attractiveness of his figures, the delicacy
of his drawing, and the pleasing character of his composition. A picture by Bihzad
is entirely in harmony with the lyrical and romantic spirit of Persian poetry and
can thus like this poetry make a direct appeal to the sympathies of this emotional
people. His composition shows a skilful grouping of the principal figures and a
characterisation of individuality such as few other painters of his race ever attained
to. He had got beyond the Aorror vacus of primitive art, and knew how to make a
skilful use of empty spaces, and showed himself especially successful as an illustra-
tor, —the function that the painter of his age was most frequently called upon to fill.
A portrait of him in the Yildiz Kiosk represents him as a tall lean hgure, with a
long neck and prominent eyes; his eyesight must have been extraordinary, for the
minuteness of his work can be submitted to the scrutiny of the most powerful
magnifying glass without losing anything of its fine quality. He shows himself a
master also in the richness and variety of his colour scheme, — another respect in
which he breaks away from the somewhat drab and monotonous Mongol tradition.
A contemporary historian, KHWANDAMIR, has made briel reference to him,
in a “Compendium of History”#** — an abridgement of his grandfather’s
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more famous work, the Rewdat as-Safd, — as follows: ""Master Kamal ad-Din
Bihzad is the most perfect painter of the age, — nay more, he has brought this
art to the summit of perfection” — but fortunately he is less jejune in his Hadib
as-Siyar (completed about the year 1523), where he writes: “He sets before us
marvellous forms and rarities of art; his draftsmanship which is like the brush of
Mini has caused the memorials of all the painters of the world to be obliterated,
and his fingers endowed with miraculous qualities have wiped out the pictures of
all the artists among the sons of Adam. A hair of his brush, by its mastery, has
given life to the lifeless form. My revered master attained to his present eminence
through the blessing of the patronage and of the kind favour of the Amir Nizim
ad-Din ‘Al Shir, and His Majesty the Khiagin showed him much favour and
kindness; and at the present time too this marvel of the age, whose belief is pure,
is regarded with benevolence by the kings of the world and is encompassed by the
boundless consideration of the rulers of Islam. Without doubr thus will it be for
wﬂ”_iil

This passage tells us little beyond the fact that Bihzid’s contemporaries were
capable of appreciating his merits. Of his origin it tells us nothing at all; elsewhere
Pir Sayyid Ahmad of Tabriz is said to have been his teacher, but of this earlier
painter nothing is known bur his bare name. Bihzad's first patron was Mir*All Shir,
whose poetical name was Nawd'i, the talented ministér and confidant of Sultan
Husayn Mirza Biyqard, who ruled in Hardt from 1468 to 1505,

At what date Bihzad's activity began, it is impossible to determine. After
Mir * Ali Shir retired into private life about the year 1477, Bihzad enjoyed the patron-
age of Sultan Husayn Bayqard, but when the larter died at the age of 70 while on
the march 1o resist the Uzbeg invader, Mubammad Khan Shaybani, who conquered
Hardt in 1507, Bihzad probably passed like all the other employees of the palace
into the hands of the new master of the city, according to the rraditional fate of
artists, — ag described above. The Uzbeg conqueror was an uncouth, illiterate
barbarian, and just as he did not hesitate to correct the penmanship of the greatest
calligraphist of the period, Sultin "Ali Mashhadi, — an intolerable outrage in the
eyes of a generation that attached an almost sacred character to the art of calli-
graphy, — so would he take up his pen to correct the drawing of Bihzad. Such is
the story that Bibur®®® tells us, and he also records his own rather ludicrous judg-
ment of Bihzad as a painter: "“His work was very dainty, but he did not draw
beardless faces well; he used greatly to lengthen the double chin; bearded faces he
drew admirably”.?® Muhammad Shaybini and Babur, each in his own way,
endble us to understand something of what the Persian painter had to suffer from
his princely patrons!

It must have been some reliel for Bihzid to pass into the service of the new
conqueror, Shah 1sma'il, the founder of the Safawid dynasty who defeated Mubam-
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mad Kha&n Shaybani in the battle of Marw, Dec. 1510. Shih Isma'il seems to have
had a genuine appreciation for Bihzad — at least he did not wish any other
conqueror to get possession of him — if the story is true that, when he was starting
off on a campaign against the Ottoman Turks, he had Bihzad carefully concealed,
and that the first enquiry he made after his return to his capital after the Ottoman
Sultan had defeared him in the disastrous battle of Chaldirin in 1514 was: “Is
Bihzad still alive 2”253 Toward the close of his reign, in 1522, Shah Isma'il conferred
on Bihzad the post of director of the Royal Library, with control over all “the
copyists, painters, gilders, margin-drawers, gold mixers, gold-beaters, and washers
of lapis-lazuli”.2%® But Bihzad probably did not live long to enjoy this mark of
royal favour — and if the portrait in Yildiz Kiosk gives any reliable indication of
character, such an administrative post could hardly have been very congenial to
him —, for the last picture that can with certainty be assigned to him is of the
date 1524, though there is another that may possibly have been painted one or
two years later,*? His death would thus have taken place in the early part of
the reign of Shih Tahmasp, who moreover is said to have taken lessons in painting
from him.

Since every detail that has been recorded concerning this great artist is of
interest, it may be mentioned that in a work compiled in the year 1521 an account
is given of one of Bihzad's pupils, named Darwish Muhammad Nagqash, who was
first a maker of oil-colours, but afterwards, having attached himself to Bihzad, he
acquired a taste for drawing and painting; whereupon Bihzad himself undertook the
training of Darwish Muhammad, “and now entrusts his own work to him".®* What
exactly is meant by this last phrase is doubtful; could it have implied a sense of
falling powers ? — for if the Emperor Jahngir is to be believed, the earliest work
of Bihzid was executed so long before as 1467; though in this case there are
weighty reasons for doubting the accuracy of the Emperor's ascription of the
pictures concerned to the great artist;** or was it a case of the Master's partiality
for a favourite pupil ? Like many other facts in Bihzad's biography, the solution
of the problem must wait for the possibility of further information.

A still more enigmatical figure is Mirak, who (according to KHWANDAMIR®?)
“had no equal in the art of painting and gilding, and uplifted the standard of
unsurpassedness in the art of writing inscriptions; the greater part of the inscrip-
tions on the buildings of Hariit were written by him. He died when Muhammad
Khin Shaybani obtained sovereignty over Khurasin” (i.e. in April 1507). The
identification of paintings by his hand is even more difficult than in the case of
those ascribed to Bihzid, and he is often confused with a painter of the same
name who worked for the Safawid princes, so, for one reason or another, pictures
of an impossible date have been attributed to him;* but the evidence of Khwind-
amir as to the date of his death is decisive in such cases.
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It is unfortunate too that not a single picture is known to have survived, by
the painter of whom the historian gives the fullest account, — Mawlana Haji
Muhammad Naqqash, KHWANDAMIR says of him: “He was a master of the arts
of his time, and with the brush of imagination he depicted marvellous things and
wonderful forms upon the pages of the age. He attainded a high degree of skill
in the art of painting and gilding, Several times he made an attempt to bake
Chinese vessels and after much trial and unremitting effort, the form of the vessels
he made closely resembled those of China; but the colour and the purity of them
were not as they ought to have been. Among the inventions of Mawlind Haji
Muhammad was the case of a clock which he fixed in the library of Nizim ad-Din
*Ali Shir. In this case he put a statue with a stick in its hand, and one hour after
sunrise the sratue bear its stick once on the drum m front of it, and after the lapse
of two hours it did so twice and so on. Mawlana was for a long time superintendent
of the library of Amir *Ali Shir, but at last having fallen our with him, in one of
the months of gog (=1498—¢ A. D.), when Mirzi Badi' az-Zamin was engaged
in besieging the ¢ity of Hariit, he ran away and attached himself to that Prince, and
was appointed to the same post. He died m the beginning of the conquest of Abu'l-
Fath Muhammad Khan Shaybini".** Faguri (writing about 1321) also mentions
this erratic genius as one of the painters of Hardr and as being a man of an agreeable
disposition; he adds “He has strange ideas and there is hardly any art on which
he does not form an opinion, whether nght or wrong. At present, he is in "Iriq""***
A man of such independence of character might well have produced some original
work in painting, and it is therefore the more to be regretted that no work of his is
known to have survived.

Another painter who with Bihzdd enjoyed the patronage of 'Ali Shir Nawi'i,
namely Shah Muzaffar, is mentioned by Babur as working in Harit under Sultan
Husayn Mirza, but no painting of his can be identified; according to Babur "'he
painted dainty portraits, representing the hair very daintily; short life was granted
him: he left the world when on his upward way to fame'' 3%

The Uzbeg invasion of Harfit broke up the group of painters who had worked
in that city with such distinguished success. Some of them were transported by
their uncouth conqueror to Bukhard, the capital of the Shaybanid dynasty, and
there carried on for a time the fine traditions of the school of Bihzad. Others escaped
the servitude to such barbarians by seeking the patronage of the rising power of
the Safawids; such, as we have already seen, was the wise course of action adopted
by Bihzid himself after he had some experience of the intolerable ways of Muham-
mad Khian Shaybini. A few unwilling to leave their homes in what was possibly
their native city, continued to drag out a miserable existence in Hardt, which passed
into the hands now of the Safawids, now of the Shaybimds, and was expesed again
-and again to the horrors of siege and assault.
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Under the barbarous rule of the Shaybanids the art of the school of Bihzad
did not survive the lifetime of those unfortunate painters who had been carried off
from Hardt to Bukhiard or Samargand; the refined and delicate traditions they
had brought with them barely continued for half a century, for apparently they
could find no pupils among the Turkomans and Sarts, who sank more and more
into barbarism under the rule and brutal of these descendants of Chingiz Khan, and
the kingdom founded by Muhammad Khén Shaybini broke up into a number of
warring principalities in which all the arts of civilisation perished, when these lands
across the Oxus became cut off from contact with the Persia from which they had
derived their culture.

The fate of the painters who sought the patronage of the Safawids, was much
happier. The generous appreciation that Shah Isma'il showed of the genius of
Bihzad is typical of the welcome which he accorded to the artists from Hardt, and
in the royal atelier of the Safawid Shah, the Timind school was able to carry on
its traditions and Bihzid’s pupils continued to work in accordance with the manner
and technique of the master. From this period onwards, biographical details
regarding individual artists become occasionally available, in contrast to the
absolute darkness that veils the personality of the painters of the earliest schools.
Among the painters who followed the example of Bihzad in migrating from Harat
to the court of Shah lsm3'il, were Muzaffar ‘Alf, of whom it is definitely stated
that he was a pupil of Bihzid, and Master Qiasim "Ali. Whether the other great
exponents of the Bihzid school, — Sultin Muhammad and Agad Mirak — had
learned of the master in Hardt or became his pupils after he had taken service
under Shah Isma'il, there is not sufficient evidence to determine; but their work
certainly carried on the best traditions of Timfiirid art. All four of them formed
part of the galaxy of talent that created the masterpieces that have made the reign
of Shah Tahmisp (1524—1576) so illustrious in the annals of Persian painting.
The most splendid memorials of this period are the copy of the Shah-nima,
now in the possession of Baron Edmond de Rothschild, and the Khamsa of Nizimi
in the British Museum (Or, 2263). In the former MS. there are 283 miniatures in
some of which some eritics have claimed to be able to recognize the handiwork of
Bihzad, though there is no written evidence of authorship in regard to any one
of them; but in mastery of execution, variety and excellence of design, and richness
of colouring this truly regal volume marks the highest attainment of the period
of Persian painting that began under the patronage of the Timiirid princes in
Harat. lllustrations of the Shih-nima are often most wearisome in their mono-
tony; the subject matter of this vast.epic, consisting as it does largely of reci-
tals of battles and scenes of carnage, leaves only a narrow range for the imagina-
tion of the artist, and a study of the innumerable copies of this popular work, to
be found in the libraries of Europe and Asia, would seem to suggest that only artists

78



of inferior talent as a rule undertook this wearisome task. But in the present instance
it is obvious that the most accomplished artists in the library of Shih Tahmésp
combined in the preparation of this great monument of art for their royal master,
and the technical skill, the careful and patient execution of details and the wide
range of imagination displayed, set this manuscript in a place apart from all other
copies of the same work. In the Khamsa of Nizimi, which had once formed part
of the treasures in the Imperial Library in Dihli and is now numbered Or. 6810
in the British Museum, there are inscribed on the lower margin below the mini-
atures the names of some of the greatest artists of the period, but these inscriptions
have cértainly been added at a lattér date, probably by the librarian of some royal
owner; in one instance, the names both of Bihzid and of Mirak are written below
a picture, but in the narrow margin between the two columns of the text is found
the name of Qasim "Ali, a painter of whose work examples have only been noted
in this one manuscript in the British Museum. K#HWANDAMIR makes a bref
mention of him, as follows: “Master Qasim “Ali, a painter of faces, is the cream
of the artists of the age and the leader of the painters of lovely pictures; he acquired
this art in the library of Sultan Husayn Bayqgard, and through the instruction he
received from this prince he came to surpass all his contemporaries and remained
continuously in his service’.*$® Of the 16 miniatures in this manuscript, Qasim
*‘Ali had allotted 1o him the following subjects: King Alexander visiting a hermit
(fol. 273), Majniin at school (fol. 106b), Majniin in the desert (fol. 145b), and
some others. In all of them he displays a fine sense of composition and of what is
expected of an illustrator, and each picture is entirely satisfying as a representation
of the particular incident chosen, — whether it is a quiet, peaceful scene like
that in which the distraught lover is making friends with the wild animals, and
lion and jackal lay aside their savage instincts and leave the timid hares and deer
undisturbed in the presence of the victim of love, — or such a lively, dramatic in-
cident as that in which the gallant monarch fearlessly gallops across the picture to
slay the dreadful monster, which the painter has made horrible enough, while
avoiding the error into which many of his confréres have often fallen, of exaggerat-
ing horror to the point of caricature.

There in another picture in the same volume (fol. 15b) which may with some
degree of assurance be considered to bear the signature of that elusive artist,
Mirak. This name is not in itself a personal name, and is so little distinctive in
meaning (signifying as it does merely “little Sir”), that it is net surprising that
difficulty has been experienced in assigning to the various painters so designated,
the pictures that properly belong to them. Mention is made of this Mirak in an
account of the poets of his own time, written by Sam Mirza, a younger brother
of Shah Tahmasp, and dedicated to thar sovereign about the year 1550. "Aqd
Mirak the painter was one of the Sayyids of Isfahdn, and was unsurpassed and
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untivalled in craftsmanship and painting; at present he is in the service of His
Majesty and is the leader and head of this group.”#*¢ The only reason for the in-
clusion of a painter's name in the Prince's anthology was that Mirak was also
a poet; his fellow-workers, Muzalfar "Ali and Qasim "Ali; receive no mention in
this work, because apparently they had not added verse-making to their other
accomplishments; and Mirak was not merely a composer of occasional verse,
but had written a whole Diwdn, a copy of which is to be found in the British
Museum (Or. 4912), compiled in 927 A. H. — about nineteen years before the
date on this picture, 946 (=1538). Now one of the remarkable features of this
picture is that we find written on the ruined wall of a building the following:

Build up the desert heart of those deprived of bliss;

There ic no betier building in the ruined world than this.

Inseribed by Miralk] the painter, 946,

The presence of any inscription at all in such a place in a picture is an
unusual fact in itsell, and it seems improbable that anyone but the painter
would have ventured to put it there. The paint has flaked off the surface of the
paper, earrying with it the last letter of the painter’s name, but this is the only
letter which it seems possible to supply. The story illustrated in this picture is
that of the rebuke administered to King Nushirvan by his wise minister who could
understand the language of birds and animals, We see them passing a ruined
palace; the walls are shattered into a state of melancholy decay; rhe magnificent
tile-work with its gorgeous greens and blues and yellows still in places adorns the
walls, but large fragments of it lie scattered on the ground. Perched on a topmost
corner of the ruin sit two owls, and the king asks what they are talking about;
the minister wishing to reprove his royal master for his insensate love of conquest,
explains that they are arranging a marriage and that the father of the bride promises
as the dowry of his daughter as many ruined cities as the other may care to ask
for, if only the king continued in his present career of devastation. The whole scene
is finely conceived: the deer feeding within the quietude of the grass-grown hall
of the palace, add a touch of pathos which is characteristic of the whole spirit of
the picture, There is another feature of this picture which occurs again in other
miniatures in this volume and would seem to indicate a characteristic attitude of
mind in the painter, namely, in the foreground we find represented a commonplace
incident in the life of simple working folk, — one man waters his ass, while his
companion cuts wood for the fire; they have nothing to do with the main subject
‘of the picture, they pay na heed to the great personages so near them, and are
apparently brought in merely because the artist wished to escape from the grandeur
of the court and get in touch with the facts of simple life.

As explained above (p.78), the school of painters whose talents adorned the court
of the early Safawids was made up of those hapless persons who had been involved
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in the ruin of the Timiirids of Khurdsin. The generous patronage which the founder
of the new dynasty, Shih [sma'il, extended to them was continued by his son
Tahmasp, who in his early days had himsell been a student of the art of painting,
though it would be rash to accept in its entirely all that his panegyrist, IsKANDAR
MuxnsHI,*? says in praise of his sovereign’s achievements in this art, He describes
him “as an incomparable artist, a delicate painter with a fine brush, whose work
was like magic, — though it is almost a piece of insalence to count His Majesty
among the artists of the age, yet as his life’s page was adorned with this marvellous
painting, it is not overboldness to give an account of it. His Majesty was a pupil
of the celebrated painter, Master Sultin Muhammad; he attained perfection in
designing and in the delicate use of the brush; in his early youth he had a great
enthusiasm and love for this art and established in his well-equipped library the
incomparable masters of it, such as Master Bihzad and Sultin Muhammad, who
had reached the greatest height in this noble art and had attained world-wide
fame for the delicacy of their brush; and Aqd Mirak, the painter, from Isfahin,
was his special friend and intimate boon-companion. His Majesty was very friendly
with this group; whenever he was at leisure from the business of government
and the cares of state, he would devete his attention to practising painting.”

In this brilliant group of court painters who worked under the patronage of
Shak Talimisp, Sultin Muhammad has been selected by Dr. MARTIN as the
most productive, and he appears to have established a convention which was followed
by his imitators with monotonous iteration. Besides the illustrations to the works
of the classical Persian poets, the favourite subjects which this group of painters
depicted were hunting scenes, and drinking parties seated under blossoming
trees in the open air, and it is difficult to detect any trace of onginality or indivi-
duality in the majority of these oft-repeated morifs. With these painters of Shih
Tahmiasp’s reign, the influence of the school of Bihzid died out. There came into
favour a type of painting less costly in its method of production and more charac-
teristic of the workmanship of those artists who had been employed by the less
cultured princes who ruled in the west and south-west of Persia,
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v

RIZA ‘ABBASI AND THE DECLINE OF PERSIAN
PAINTING

he Safawids had fixed their capital in the north of Persia and the victorions
Tpragress of their arms swept away the remnants of such petty dynasties as had
survived the ruin of Timiir's empire, such as the Turkmans in Adharbijin and Diyar-
Bakr. To the new dynasty which was bringing some unity into Persia, such painters
as had grown up under traditions unlike those that had prevailed in the court of the
Timilrids had to resort for patronage. Painting had had an independant development
in the west and south-west of Persia, with a technique inferior to that of the Timirid
school. Unfortunately this style gaimed the ascendancy in the latter part of the reign
of Tahmasp, and the finer traditions of the Timirid painters for some unexplained
reason died out. [SKANDAR MUNSHI®*® gives a hint of these causes in his account of
Tahmasp’s study of painting — “In the latter part of his reign the multitude of his
occupations left him no leisure for such work, and he paid less attention to the work
of those masters who bestawed life on the beautiful forms produced by their mixing
of colours, Some of the officers of the library who were still alive, were permitted to
practise their art by themselves." It is probable that the aggressions of Uzbegs on the
east and of Turks on the west necessitated some retrenchment in expenditure, and the
painters may have ceased to be paid officials of the state, able to devote an adequate
amount of time and care to their artistic creations; at the same time they would have
lost the use of the large establishment of “the gilders, margin-drawers, gold-mixers,
gold-beaters, and washers of lapis-lazuli”, such as are enumerated in the diploma of
Bihzid's appointment. To say nothing of the gold so lavishly employed in the paint-
ings of the Timiirid manner, the colours themselves must have been in many cases
costly and have demanded considerable labour and time in the preparation of thent.,
Painters, therefare, had to look to the nobles and others for their support, and Persian
painting largely ceased to be a courtly art and was obliged to become cheaper and
more popular.

The characteristic representative of this new direction, is Riza * Abbdsi. Much con-
troversy has raged round the personality of this artist; his name is the same as that of
the martyred eighth Imdm of the Shi"as, and was very common in thar period of en-
thusiastic devotion to the Shia cause which marked the establishment of the Safawid
dynasty and the recognition of the Shi a faith as the state religion of Persia, and various
attempts have been made to identify this prolific painter with one or other of the nu-
merous artists bearing the name Riza. The appellation," Abbési, was probably adapt-
ed by him in token of the service he owed to the celebrated Shal' Abbas (1387—-1629),
The historian of the reign of this famous monarch gives an account of a Rizi whose
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character appears to fit in with the distinguishing features of the many paintings
bearing the signature, Riza"Abhdsi, and to indicate exactly the most predominant
traits of his work. After a brief notice of Mawlana "Ali Asghar of Kashan, a painter
who was employed on the staff of the library of Shih Isma'il (1576-1578), ISKANDAR
MunsHI goes on as follows: “His son, Aqd Riz3, became the marvel of the age in the
art of painting and in the drawing of single figures and the deliniation of faces: and
he has a firmly established reputation in these days. In spite of the delicacy of his
touch, he was so uncultured that he constantly engaged in athletic practices and in
wrestling, and became infatuated with such habits. He avoided the society of men of
talent and gave himself up to association with such (low) persons. At the present time
he has repented 2 little of such idle frivolity, but still pays very little attention to his
artand, likeSadiq Beg, he has become ill-tempered, peevish and unsociable: but there
is a strain of independence in his character. In the service of his present majesty,
the shadow of God, he has been the receiver of favours and kindnesses and considera-
tion; but on account of his evil ways he has not taken warning and he is consequently
always poor and in distress, The following verse is applicable to his condition:

“All the kings of the earth are secking after me, while in Isfahan my heart has
turned to blood in my search for a livelihood”.279

In this brief account there are several details emphasised, which exactly fit in with
the work of the painter who signs himself as Riza ‘Abbasi, His genius certainly im-
pressed his contemporaries, and his enormous output testifies to his popularity, as
doubtless, also, to the necessity imposed upon him of working for his living, for the
obscure reference to his having lost the royal favour would seem to imply that he was
(for a certain part of his career, at least) not employed on the regular staff of the royal
atelier. With the exception of the manuscript of Nizimi's Khusraw and Shirin, in the
library of the Victoria and Albert Museum, which he may possibly have illustrated in
order to show that he was capable of producing illustrations equal to those of his more
fortunate rivals who drew a regular official salary, almost the whole of his work, as
we know it, appears to have consisted of drawings of individual figures or groups of
two or more personages. In his obstinacy and independence of character we may find
an explanation of his practice —so unusual in the case of his predecessors— of sign-
ing his pictures, and, in many examples, of adding long mscriptions giving the
exact date and the circumstances under which the picture was drawn. The reference
to Sadiq Beg is interesting, as this painter, a successful pupil of the famous Muzaffar
"Ali, at one time took to the life of a wandering dervish, and it was just this class of
itinerant devotees that appears to have excited the interest of Riza * Abbasi, for they
are found deliniated in some of his finest and most impressive drawings.

Rizd “Abbasi had many imitators, but with him the series of the great Persian
painters came to an énd. From the XVIIth century onwards, the fashion of imitat-
ing European models set in, and the decline of Persian painting rapidly followed.
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v
ISLAMIC PAINTING IN INDIA

he Mongol conquests did not extend into India, for this country had enly to

suffer from sporadic raids made by small bodies of Mongol troops who never
succeeded in effecting a permanent settleement, Still the development of Islam in
India was profoundly influenced by the rise of the Mongols, though in quite a
different way from the rest of the Muhammadan world. Panic-stricken refugees
fled into India before the terror of the Mongol invasion, from " Iriq, Persia, Khurisin,
Turkistén, etc., and an important chapter in the religious history of India begins
with the arrival during this period of a number of saints and ascetics, who established
m that country religious orders and institutions that have played an important
part in the religious life of the Indian Muhammadans from that date onwards. Some
estimate of the influence of these refugees may be formed from the fact that in the
reign of Sultan Balban (1265—1287) as many as 15 wards of the city of Dilhi
took therr names from such refugees. Whether among them there were to be found
any painters, the historian has not cared to note; but artists could hardly have
failed to come to know that there was a wealthy Muhammadan court in India
which had escaped the ruin thar had overwhelmed so many centres of culture in
Persia and adjoining countries. For more than half a century before the destruction
of Baghdad in 1258, Muhammadan rule had been firmly established over the
whole of nerthern India as far to the east as Bengal, and as far to the south as the
Vindhya Mountains. Whether the fine feeling for architectural grandeur, displayed
in the mosques and other buildings erected by successive Sultans in India, had had
its counterpart in any appreciation of the art of painting remains entirely unknown,
from lack both of memorials and historical record; and it is not until the beginning
of the Mughal period, when Babur conquered Hindistin in 1526, that we hear
of any encouragement of painters on the part of any of the Muhammadan rulers
of India. By that date five successive dynasties had ruled from Dilhi as their
capital, and independent kingdoms had been established in Bengal, Jaunpur,
Malwa, Gujardt and the Deccan. Each one of these kingdoms has left behind
architectural memorials of great magnificence, testifying to the wealth and enligh-
tened patronage of the rulers, but whar was their armirude rowards the art of
the painter, we have no means of knowing. Similarly we know very little of
the activity of Hindu painters during this period, or indeed from the date of the
frescoes of Ajantd (about 100 to 628 A. D.) and Bagh (in the VIth or first half of the
VIIth century) down to the XVIth century. Yer there can be no doubt whatsoever
that the Hindu artistic traditions in painting were kept alive and that the art of
painting, which ample Titerary evidence proves to have formed an integral part
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of the cultural life of the Hindus, must have continued to derive support from the
definite approval given to it by the Hindu scriptures and by the living manifestations
of Hindu religious feeling; apart, too, from the place which painting has filled in the
religious life, there must also have been a folk-art such as is actively alive to the
present day, The ample evidence from the reign of Akbar shows how this enthusi-
astic patron of painters was able to make use of Hindu genius for the illustration of
his manuscripts and for the adornment of his palaces, But no examples of their
work during the earlier Muhammadan period have survived to show whether any
of the pre-Mughal rules took a similar enlightened interest in the art of painting.

But there is no doubt that Babur shared the same delight in painting as char-
acterised the Timiirid princes from whom he was descended. In spite of the perils
of his adventurous life, he evidently regarded finely illuminated manuscripts as
amongst his most precious possessions; to be preserved ar all costs. When he had
to flee before the invading army of Muhammad Shaybéni, he carried off to Kibul
with him manuscripts which had been adorned by some of the greatest painters
of Hardt, and they still bear his seal and those of his successors, who thus showed
their appreciation of these fine works of art.2™

Quite possibly Babur extended his patronage to some of the painters who were
scattered after the death of Sultan Husayn Bayqard; but the only evidence that
we have of painters working under his patronage isin the manuscript of the Persian
version of Babur's memoirs, which is now in the possession of the Mahirdja of
Alwar; the date given in the colophon of this manuscript is the same as that of
Babur's death, and the illustrations in it were therefore probably executed by
‘painters in his employ.*™2

In his memoirs Babur makes mention of Bihz&d and Shah Muzaffar, and
draws special attention to painting as being among the accomplishments of some
of the distinguished persons referred to in his memoirs, e. g. the son of Haydar
Mirza Dughlar, the author of the Za'sikh-i-Rashidi, and his cousin, Baysunqgur
Mirz3.2

Babur would hardly have been likely to have made such reférences unless he
had taken a special interest in such an accomplishment. He does not appear himself
to have ever studied painting, as several of the TimGrid princes are known to have
done, and indeed his troubled and adventurous life hardly gave him sufficient quiet
or leisure for such a pursuit, but the alertness of his aesthetic faculties comes out
clearly in many pages of his Memoirs when he describes the beauty of natural
scenery and the charm of a garden or of an individual flower. Even in a moment
of grave personal danger he could note in an orchard that “one young apple-tree
had turned an admirable aurumn-colour; on each branch were five or six leaves
in regular array; it was such that no painter trying to depict it could have equall-
cd"_ll'l
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Barbur’s son and successor, Humayiin, did not inherit the military genius of
his father, and for fifteen years he was a wanderer and an exile, while a successful
rival occupied his throne. In 1544 he appears to have abandoned hope of regaining
his kingdom in India and ook refuge with Shah Tahmasp in Persia. At that
period the court of Shah Tahmisp was thronged with some of the greatest painters
that Persia ever produced; Bihzad must certainly have been dead before the date
of Humayiin's visit, but several of his pupils enjoyed the liberal patronage of the
Shah and their works may have been set out for the admiration of the exiled
monarch, We know from the autobiography of Gulbadan Begam, Humiyiin's sister,
that the Persian king extended to his guest a generous hospitality and “every day
sent presents of rare and strange things," and made special arrangements for him
to visit places of historic or artistic interest, such as the ruins of Persepolis; his
sister records that "'in Khurasin His Majesty visited all the gardens and the flower
gardens, and the splendid buildings put up by Sultan Husayn Bayqara and the
grand structures of olden days”,*"®

Whatever artistic influence may have been incited in Humayiin's mind by his
contact with the grear painters of Tahmisp’s court, during his sojourn in Persia,
he had little opportunity of extending his royal patronage to the encouragement
of artists, for only & few months after he had recovered the throne of Dihli he died
m consequence of an accidental fall down the steep steps leading to the library in
his palace.

One great monument of his interest in painting has survived in the illustrations
of the Romance of Amir Hamza,*® the greater part of which is preserved in
Vienna, while twenty-five pages are in the Indian Museum, South Kensington.
Several artists must have collaborated in this vast undertaking, which was to
consist of twelve volumes of une hundred folios each, with a picture on each folio.
The unusual size of the page (22'%28Y,") necessarily implied a large method of
treatment and presentation, differing considerably from the minute and delicate
work of Bihzad and the painters of his school. It is probable that one may here
recognise something of the character of the frescoes with which the palaces of the
Persian monarchs of the fifteenth and sixteenth centuries were decorated. One
of the artists engaged upon this work was a native of Tabriz, named Mir Sayyid
“Ali, who also attained some reputation as a poet, but how far that was due to
his own poetic merit it 1s difficult to say, for he was accused of having published the
work of others in his own name*” He had learnt the art of painting from his
father, Mir Mansiir, in his native ¢city, and appears to have attracted the notice
of Humayiin, who took him under his patronage and showed his appreciation of
the painter’s talent by conferring on him the title of “Nadir al-Mulk” (The Marvel
of the Realm). As many as fifty painters are said 1o have worked at the illustrations
of “The Romance of Amir Hamza" under the superintendence of Mir Sayvid
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‘Al His place was afterwards taken — possibly after his death — by another
Persian painter, *Abd as-Samad, a native of Shiraz and son of one of the ministers
of Shiah Shuja'. It is interesting to note that a member of so high-placed a family
could take up the profession of pamting, and this is an indication of the respect
with which, at this period at least, the profession was regarded; and, as will be
seen, painters could also attain high position among the officers of the state, quite
apart from the proficiency they might exhibit in their art. Humayiin had made
the acquaintance of 'Abd as-Samad in Tabriz, during his exile in Persia, and he
invited the painter to enter his service, but it was not until the fortunes of Humayiin
had begun to recover and he had established himself in Kabul, that"Abd as-Samad
entered his service, in the year 15495 It is unlikely that this vast undertaking
was completed during the lifetime of Humidyiin, since it is expressly stated that it
was Akbar who had illustrations made for the story of Amir Hamza, as he was
particularly fond of it and used, himself, to recite the stories contained therein to
the ladies of his palace® The great work, therefore, projected by Humayiin, was.
probably completed under the patronage of his more illustrious son, and it was
during the reign of Akbar thar*Abd as-Samad gained so much influence at court
until, about the year 1577, he was appoimted Master of the Mint in Fathpur
Sikri, with general control over that department; and "Abd as-Samad, who was
also an expert calligraphist, doubtless deserves the credit for the artistic excellence
of Akbar’s coinage. Nine years later Akbar appointed him Diwdn, or Revenue
Commissioner, in the important city of Multin.

As a boy, Akbar is said to have studied the elements of drawing under the
tuition of "Abd as-Samad, and his art master appears to have exercised a more
profound influence upon his royal pupil than any other of his teachers, for none of
them ever succeeded in getting him to learn éven the letters of the alphabet, so
that to the end of his days this illustrious monarch was unable to read or even
sign his own name. OF Akbar’s establishment of the royal atelier there is no record
whatsoever, and it hardly seems possible that he could have devoted much atten-
tion to such a matter during the early part of his reign, for when he succeeded
his father in 1556 he possessed no definite territory whatsoever, and five years
were spent in almost continous fighting before he could establish his dominion
over Hindiistin. When his great minister and panegyrist, Abu'l-Fazl, wrote an
account of the administration of the kingdom and of his master’s personal interests
and characteristics, between the years 1596 and 1601 when Akbar had already been
on the throne for forty years, the account that he gives of the painters wha worked
for the Emperor shows that there was an elaborately organised and well-squipped
establishment. In many respects such an establishmenr must have followed the
same lines as those formerly existing in the capital cities of the Sultans of Harfit
or the Safawid Shahs, but there is no evidence that any of these previous royal
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patrons had the same strong leeling towards the art of painting as Akbar expressed.
As Abu’l-Fazl informs us, he had shown a great predilection for this art from his
earliest youth, and looked upon it as a means both of study and amusement. The
work of all the painters was submitted to him every week and he then conferred
rewards according to the excellence of the work done, and, if he thoughe fit, increas-
&d the amount of the monthly salaries. "'One day at a private party of friends, His
Majesty remarked: There are many that hate painting, but such men [ dislike.
It seems to me that a painter has quite peculiar means of recognising God; for
a painter in sketching anything that has life, and in devising its limbs, one after
the other, must come to feel that he cannot bestow individuality on his work, and
is thus forced to think of God, the giver of life, and will thus increase in knowledge" 2t
How far removed this sentiment is from the common judgement of the Muhammad-
an world, is obvious to anyone who compares it with the accepted doctrine of the
thealogians of Islam, and Akbar’s predilection undoubtedly exercised an influence
on the character of the painting during his reign. His painters appeared to have been
mainly occupied in illustrating the works of literature which their imperial master
delighted to have read to him. Among these was the history of the house of Timiir,
from which he himself was descended, and of the dynasty of Chingiz Khan, with
which Timiir claimed relationship. Akbar's fondness for romance has already been
referred to, and besides the Amir Hamza he was fond of listening to story books
such as that of Kalila and Dimna. His interest in the religion and mythology
of the Hindus caused him to have translated into Persian the great Sanskrit epics,
the Mahabharata and the Ramayana; Akbar's own copy of the first of these two,
the execution of which is said to have cost & 40000, is still preserved in Jaipur
and contains 169 pictures** These are but a few of the manuscripts illustrated for
Akbar’s own use in the Imperial library, which, according to a Spanish priest who
visited Agra in 1641, in the reign of Akbar's grandson, contained as many as
24000 volumes. Fortunately some of the books once in Akbar’s possession have
survived to the present day. Besides the Persian translation of the Mahabharata
in Jaipur, already mentioned, the most noteworthy are thé Akbar-nima in South
Kensington, the Khamsa of Nizdmi belonging to Mr. Dyson Perrins, and several
manuscripts in the British Museum

Abu'l-Fazl tells us that more than one hundred painters at the court of Akbar had
attained fame as being masters in their art, and thar there was a large number of
others who had not reached the same degree of proficiency.® He especially singles
out the Hindus among them as deserving of commendation, Since the majority of
the pictures in manuscripts illuminated for the royal library that have come down
to us, have inscriptions showing the names of the artist or artists (for in many
cases two or even three artists collaborated in the work), it has been possible to
ascertain the names of as many as seventy-five, though Abu’l-Fazl himself mentions
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only seventeen of them by name. Out of this total of seventy-five only twenty-
eight appear to have heen Muhammadans — to judge merely from their personal
names, though in the case of natives of India it sometimes happens that a Muham-
madan of Hindu origin retains his original Hindu designation. This large body of
Hindu painters brought a very distinctive contribution of their own into the art of
the Mughal period. They had a long tradition behind them, and, with that tenacity
which is so characteristic of Hinduism, they refused to abandon their native methods
and technique even while working for the foreign conqueror. On the other hand,
the superintendents of the royal atelier had come from Persia and had brought with
them the conventions of the school of Bihzad.

Another distinct influence made itself felt in the work of Akbar’s artists, though
it became much more prominent during the reign of his successor, Jahangir,
namely, influence coming from the West. Jesuit missionaries at the court of Akbar
brought with them from Europe pictures, especially woodcuts, and these narurally
excited mterest in the mind of this monarch to whom painting was a subject of
such enthralling delight. The court painters were set to copy these foreign importa-
Hons, and innumerable details taken from these woodcuts find a place in many of
the pictures of the reigns of Akbar and Jahdngir. Especially is this the case in
landscape: in many & picture representing a hunting scene or a drinking party,
though the personages depicted conform in dress, features and other characteristics
to contemporary oriental types, there is visible in the distance a little town or
village entirely incongruous in character, having been transported into the oriental
landscape from some Flamish or German woodeut of the period® [ahangir
(1605—1628) had an especial fondness for European pictures, Sir Thomas Roe,
who was sent as an ambassador from King James 1. to negotiate a commercial
treaty berween India and England, records the excited interest which the Emperor
took in some English miniatures that the ambassador had in his possession. He
had apparently not previously seen examples to this particular form of art, and
at once set his own painters to work to copy them. His interest was also exeited in
the religious pictures which the Jesuit missionaries had brought with them, and
in one Indian picture representing the Emperor seated in his palace, it is possible
to make out among the decorations of the room a minute copy of a European
picture of the Annunciation.

Jahangir's Memoirs contain frequent references to his painters and their work.
He prided himself on his critical appreciation of works of art, and tells us: “I am
very fond of pictures, and have such discrimination in judging them, that I can
tell the name of the artist, whether living or dead. If there were similar portraits
finished by several artists, I could point out the painter of each. Even if one portrait
were finished by several painters, 1 could mention the names of those who had
drawn the different portions of that single picture, In fact I could declare, without
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fail, by whom the brow and by whom the eyelashes were drawn, or if anyone
had touched up the portrait after it was drawn by the first painter'’.® He
appears to have often carried some of his painters along with him during his
tours through his dominions and especially on his hunting expeditions, and they
were called upon to make pictures of any particular incident of which the Emperor
wished to preserve a record. He would at time recognise their merit by gifts of
especial liberality, and in his Memoirs he makes mention of Farrukh Beg, who
had been one of the painters emploved by his father, and records that he made
him a special grant of two thousand rupees on the occasion of the marriage celebra-
tion of the heir apparent.® As in former reigns, artists of Persian or Central Asian
origin came to India to enjoy the liberal patronage of the Mughal emperor. In
Jahangir's reign, one of the most noteworthy of these was Muhammad Nadir,
from Samarqand, whose portraits are among some of the finest examples of Mughal
portraiture that have survived to us and have frequently been reproduced in various
waorks upon Indian painting. Another paimter of Jahingir's reign, of whose work we
are able to judge from several signed examples, is Ustadh Mansir, to whom he refers
as “the wonder of the age’ and as unique in his generation in the art of drawing.
Mansir was especially successful as a painter of birds and animals, and in the
Wantage collection there are some fine examples of his work, e.g. two cranes,
and a turkey cook which the Emperor had described in his Memoirs as a parti-
cularly strange and wonderful animal brought to him from Goa in the year 1612.%%
A striking piece of evidence of the enthusiasm which Jahingir felt for fine
works of art, is the fact, that on the very day of his accession he had brought to
him some of the finest illuminated manuscripts in his father’s library, and he has
recorded, with his own hand, the date on which he turned over their pages.
Another characteristic feature of the painting of Jahangir's reign is the fact
that he appears to have employed his artists not so much to illustrate manuscripts,
as his father had done, but rather to make separate pictures on pieces of paper
which were afterwards bound up into albums; it is in this form that the majority
of the paintings of his period have survived. Similarly, the art of portraiture appears
to have received a great impulse in this reign, and the Emperor used to have the
portraits of the chief officers of his court drawn by the artists in his employ.
Besides these separate portraits which enable us to learn something of the perso-
nality of the principal nobles of the period, there are many pictures of the formal
audiences technically known as Dardérs, which were of daily occurrence in the
court of the Mughal emperors as in that of Louis XIV in his palace at Versailles,
The Emperor is generally represented as seated on a raised balcony, with his sons
and one or two of his chief ministers in close proximity to him, while in front of
him, on a lower level, are massed the courtiers standing in two groups, facing one
another, so that their countenances are almost invariably in profile. Formal and
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monotonous as these pictures sometimes are, they are of considerable historical
importance, as the artist in many cases has added the name of each of the personages
present.

Such Darbar scenes occur also for the reign of Shah Jahan (1628—1659). This
Emperor continued to keep up a group of court painters, though there is noevidence
that he had inherited his father’s special enthusiasm for pictures; onthe other hand,
the great increase in the number of separate portraits of individuals who were not
members of the royal family, would seem to indicate that the painters had to seek
for patronage elsewhere than in the royal atelier. Indeed, from this reign onwards
the art of painting appears to have 1aken on a more popular form: the example of
the ruler had set a fashion, and individual nobles offered employment to the painters,
who had increased in numbers beyond the possibility of official employment. But
so far from this popular demand contributing to the raising of the status of these
artists, their lot appears to have deteriorated step by step. To Bernier, a French
physician who travelled in India between the years 1658 and 1668, we owe some
illuminating information as to the social condition of the painters during the latter
part of the reign of Shah Jahin. Those who were forrunate enough to be taken
into the service of some wealthy noble, probably enjoyed a regular stipend, for
he tells us that the chief Omrahs (or nobles) kept a number of artists in their pay,
who waorked in their houses, taught their children and were stimulated to exertion
by the hope of reward; they were accommodated in large halls or workshops, as
other artisans were: “In one hall embroiderers are busily employed, superintended
by a master. In another you see the goldsmiths; in a third painters; in a fourth,
varnishers in lacquer-work.”"®® But the lot of the unfortunate artist whe did not
in this way succeed in entering the household of a wealthy patron, but had to live
in a house of his own, appears to have been very wretched. Bernier tells us: *These
unhappy men are contemned, treated with harshness, and inadequately remunerated
for their labour, The rich will have every article at cheap rate. When an Omrah or
Mansubdar requires the services of an artisan, he sends to the bazaar for him,
employing force, if necessary, to make the poor man work;: and after the task is
finished, the unfeeling lord pays, not according to the value of the labourer but
agreeably to his own standard of fair remuneration; the artisan having reason to
congratulate himself if the £o77ak has note been given in part payment”’.2 Further
he adds, “no artist can be expected to give his mind to his calling in the midst of
a people who are either wretchedly poor, or who, if rich, assume an appearance of
poverty, and who regard not the beauty and excellence, but the cheapness of an
article; a people whose grandees pay for a work of art considerably under its
value and according to their own caprice, and who do not hesitate to punish an
importunate artist or tradesman with the dorrak, that long and terrible whip hanging
atevery Omrah's gate. Is it not enough alsoto damp the ardour of any artist when he
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feels that he can never hope to attain to any distinction; that he shall not be permitt-
ed to purchase either office or land for the benefit of himself and his family; that
he must at no time make it appear he is the owner of the most trifling sum; and
that he may never venture to indulge in good fare, or to dress in fine apparel, lest
he should create a suspicion of his possessing money 2''*%

The culmination of this unhappy condition of the Indian artists was reached
in the next reign, that of Aurangzib (16506—1707), whose puritan temperament and
rigid observance of Islamic law and institutions led him to adopt the common
orthodox attitude towards the art of painting and to withdraw his patronage from
those whom the Traditions of the Prophet had condemned inexorably to the fires
of hell. Consequently we find that the art of painting suffered a lamentable decline
during the long reign of Aurangzib, and none of the paintings of this period exhibit
the same refinement or technical skill as we find in the works of the artists who had
enjoyed the patronage of the three preceding emperors. But though painting no
longer Hourished under the royal patronage, it did not any the less continue to be
cultivated, as is evidenced by the large number of pictures belonging to the latter
part of the seventeenth century, It would appear that Aurangzib’s subjects liked
to possess representations of their ruler, because pictures of him riding at the head
of his army or hunting or reading or, in his later years, when he was bowed down
with age, being carmed in lus litter, exist in abundance; but in the majority of
examples, both drawing and colouring are poor, and the brilliant days of the school
of Mughal painting are obviously at an end,

From thus decline, Indian painting under Muhammadan patronage never
entirely recovered, though at a later period there was one brief revival which is
worthy of note, for in the reign of Muhammad Shah (1719—1748), during the
early decades of the eighteenth century, there appears to have been a shori-lived
renaissance of Indian painting. Its characteristics and its significance in the history
of Muhammadan culture form an interesting parallel to the work of a French
painter of almost the same period. Watteau died in the year 1721, during the
early part of the reign of Muhammad Shih, and, like the Indian painters who
were his contemporaries, he takes refuge in the world of imagination from the
distressful times in which he lived. There were no more glorious victories for the
French artist to depict, since the armies of France were now continually in retreat;
famine stalked the land, and the poor were crushed under an ever-increasing burden
of taxation. Watteau himself was not one to derive pleasure from his surroundings,
even had they been more inspiring, for he was of a melancholy temperament,
always discontented with himself and with others, nervous and restless. So he
turned to an ideal world, where his fancy was unhampered by hard fact; he paints
the gods and goddesses of Olympus, and when he comes again to earth, depicts
pastoral scenes, — but pastoral scenes such as no human eye ever saw, peasants
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of an exquisite refinement, dancing with grace and ease, as though they were fine
ladies and gentlemen of some sylvan court. In a similar and even more distressing
manner, a great civilisation was, in India; also rushing to its ruin. The Mughal
empire was breaking up and the raids of the Mahrattas rendered life and property
insecure, and it was unsafe for women to go to the wells outside the city walls for
fear of being carried off by these marauders. The weakness of the central govern-
ment left the taxpayer a victim to any local magnate who could attract to himself
a body of mercenaries, and life was full of uncertainties and anxiety. So, like the
French painter, his Indian contemporary no longer goes to sober history or to
living personages for the subject matter of his pictures, and he consequently adds
nothing to our knowledge of the times he lived in, for he turns from the miseries and
troubles that surround him to the realm of fancy. He illustrates fantastic romances,
full of fairies and strange monsters, and the adventures of imaginary lovers moving
in an unreal world,

Apart from its special choice of subject matter, this school of painting has
certain distinctive features of its own — brilliancy and vividness of colouring,
set off by large white spaces — and is in pleasing contrast to the somewhat
drab and uninteresting colouring of the majority of Indian paintings since Aurang-
zib's puritanical attitude towards art had withdrawn the imperial patronage from
painters. These pictures were painted before the crowning horror of Nadir Shih's
invasion in 1739, but this disaster, followed a few years later (1756) by the invasion
of Ahmad Shah Durrani, struck the death knell of Mughal culture, and paint-
ing perished with the other arts that mainly lived on the patronage of the court.



VI
ISLAMIC PAINTING IN TURKEY

he Ottoman Turks are probably the least original of the races that have

played any great part in the history of the Muhammadan world; but they
have displayed a remarkable readiness to learn from others, and have known how to
make a skilful use of the talents of the more richly éndowed peoples who passed
under their rule or otherwise came into close contact with them. Making their way
first into Asia Minor as a body of nomads unacquainted with the method of orderly
government, they learned from their Greek subjects how to administer the terri-
tories thar bit by bit fell into their hands, and as soon as they had crossed over into
Europe they became more and more dependent upon the subject nations in the
organisation. of their empire and the orderly direction of the life of cities, — in
fact, in all matters that required a trained intelligence and wise foresight. The
elaborate ceremomial of the court and the intricate officialism of the seraglio, with
its exactly subordinated grades and degrees, they took over almost in its entirety
from their predecessors on the throne of Constantinople. For the efficiency of their
Heer, the Ottoman Sultans depended on their sea-faring Greek subjects, and they
owed their success i some of their most decisive land-bartles to their Chnistian
troops, e. g. it was the Serbian reinforcements which assured victory on the held
of Nicopolis in 1394, and it was by means of his Portuguese artillery that Salim
the Grim in 1516 scattered the Mamlik squadrons in the battle of Marj Dabig,
which opened the way for his conquest of Egypr. The poetry of the Ottomans
which forms the richest part of their literature (with the possible exception of their
history) is frankly and obviously based upon Persian models; it deals with just
the same themes, adopts the same conventions, and moves within the same circle
of ideas. There was a similar dependence upon the intelligence of others in the
domain of art; in the realm of architecture, the debt of the Ottomans to their
predecessors is obvious to every student of the mosques of Constantinaple, but it is
not so well known that the architects they employed were in a large number of
cases either Christians or of Christian origin. In painting their masters were the
Persians; and it is a remarkable testimony to the genjus of the Pérsian painters
that they could cause their art to be adopted in countries so far from one another
as India in the east and Turkey in the west.

The earliest evidence of Ottoman interest in Persian painting belongs to the
period after the conquest of Constantinople, and the models that the Ottoman paint-
ers set themselves to copy were the contemporary manuscripts produced under the
patronage of the later Timiirid princes of Hardir. An impulse to this artistic direction
was given by the fine works of art brought to Constantinople by the son of Sultan
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Husayn, Badi' az-Zamdn Mirzi, who made a vain arcempt to wrest from the
conquering Uzbegs his father’s capital, and after his failure took refuge with
the Ottoman Sultan, bringing with him some of the precious manuseripts from
his father's library. The miniatures of this fine period of Persian painting served
as models for the Otoman artists, until, towards the end of the XVIIth century,
fashion changed and they began to imitate the new manner of the Safawid paint-
ors, e

As might well be expected, Persian artists made their way to Constantinople to
place their talent at the disposal of the new Muhammadan power that had achieved
such dazzling success on the shores of the Bosporus. One of the best known of
these was Wali Jan, a native of Tabriz, who obtained an appointment as court
painter in the latter part of the XVIth century (sometime before 1587) ; he appears to
have been well received and 1o have gained a great reputation, but he damaged his
career through his overweening conceit and arrogance; The magnificent album of
Sultan Murad I11, compiled in 1572, now one of the treasures of the State Library
in Vienna, contains two examples of his work, — a cupbearer and a young man
holding & bow. In Husimzada San‘ullih we meet a painter of genuine Turkish stock;
he was born at Brussa and flourished in the reigns of Murid 11 and Muhammad I1;
as often happens, it is owing to the fact of having been a poet (his poetic name
was San'i) that he received that attention from the biographer which his achieve-
ment in the mere art of painting might have failed to obtain for him; and it is
probably for the same reason that his dexterity as a painter won for him the
applause of a fellow poet, To the reign of Sulaymin the Magnificent belongs the
fine work of a painter named "Osman; who illustrated a history of the reign of his
imperial master.

Another of the court painters of Sultan Sulaymin was Haydar, who made
copies of portraits by Francois Clouet,™® for apparently Sulayman was influenced
by the same curiosity for the Christian art of the West as his great-grandfather had
been. Muhammad [1 had taken a very special interest in the work of Italian
painters and medallists, and as many as six of them are known to have been in his
employ; the most famous of these was Gentile Bellini, who in responsetothe request
of the Sultan for a good painter, was sent by the Venetian Signoria to Constantinople
in Seprember 1479 and remained there until November 1480, during which period
he completed a large number of pictures for his imperial patron® Bellini trained
one Turkish pupil, 2 native of Brussa, named Shiblizida Ahmad, but not a single
example of his work has come to light, though he was accounted to be one of
the most noteworthy of Turkish painters in the reign of Muhammad II. Perhaps
his work fell & victim to the fanatical reaction that set in under the reign of Bayazidll,
who turned all Bellini's pictures out of the palace so that they were sold in the
bazaar and bought up by the ltalian merchants.®
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The fanatical hostility to pictorial representation in Turkey appears to have
been an effectual obstacle to the growth of a successful school of painting, and those
amateurs who collected pictures had to keep this predilection a profound secret;
such seems to be a legitimate conclusion from the story of the sercet cabinet in which
were found the pictures collected by the Grand Vizier, Qara Mustafa, when he
fell from power in 1683 But the Imperial Seraglio was safe from such depreda-
tion, and from the latter part of the XVIth century onwards it became a common
practice to paint the portraits of the Sultans, Series of such portraits were included
in the so-styled Subkat al-Akhbir, which claimed to give illustrated genealogical
tables of the Ottoman imperial family, in the majority of cases beginning with
Adam. For such family tables, which often take the form of rolls, the artist had
ample opportunity to draw upon his imagination and therefore probably felt
little hesitation in setting down purely fctitious representations of the earlier
Ottoman Sultans, since it is unlikely that there was any authentic portrait of an
earlier date than that of Muhammad 11. The inventor of such illustrated genealogies
is sdid to have been a certain Sharif Shafi’ who lived in the reign of Sulaymin the
Magnificent.® But there is no evidence of any such generous and sympathetic
patronage of painters in Turkey as in Persia and India, and the art of painting
never attained anything like the same fine achievement as in the two latter countries.
Even those Sultans who disregarded the religious prejudices of their co-religionists
— failing to find adequate skill and talent among native artists — preferred to
employ Christian painters, as Muhammad II had done; so that what little skill
the Turkish painters might have been able to achieve; seems to have declined and
finally perished from lack of intelligent patronage. Such little originality as any
Turkish painters showed, consisted in the representation of the charactenistic
costume of the Sultans and the grandees of their court, and in their pictures of
battles and especially sea-fights, for which the Persian pictures they were so fond
of copying provided no models.



Vil
ISLAMIC BOOKCRAFT

{ the craftsmen who rook part in the preparation of an Arabic or Persian ma-

nuscript, the calligrapher was held in highest esteem by his contemipararies. His
art enjoyed the approval of religion, for had not God himself deigned to swear |, By
the pen and what they write!"” (Qur'dn, Stira LXVIIL, 1) and what action could be
more meritorious than the copying of the word of God itself ? Even princes sought to
win for themselves divine approval by transcribing copies of the Qur'an, and thus
added dignity to an art that was already assured of reward in heaven, Extravagant
stories are told of the payments made to expert calligraphers: one is said to have
received 10000 dinirs for 1000 verses.*** A craft so amply rewarded was clearly
one with a recognised status and there is ample evidence that in the Muhammadan
world it was appreciated more than any other art; for where search is made in
vain for any record of architects, painters, metal-workers; and other artists, whose
works have survived for our admiration even to the present day, there are ample
biographies of calligraphers; and the Muhammadan annalist reckons them among
the glories of an illustrious reign and gives them a place in his pages along with
statesmen, generals, poets and men of learning. Those who could not afford to pay
for a whole manuscript, were proud in the possession of a single specimen of the pen-
manship of a distinguished calligraphist, and these (generally a verse from the Qur'an
or a quatrain of poetry) came to be eagerly sought for by amateurs and often fetched
high prices, They find an honoured place in royal albums and private collections,
and unlike the majority of pictures; they quite commonly bear the signature of the
‘artist, since he had no ground for fearing the condemnation of the righteous,

Next in dignity to the calligraphist came the decorators of the written page;
among these the mudhahikid, the worker in gold, appears to have been highly
esteemed, for many painters when they sign their names to a picture add "mu-
dhakiit’ after it, as an appellation thar was clearly intended o imply a claim to
respect, and the historian often makes special note of the fact that a painter was at
the same time a worker in gold also.

In the Muhammadan world decorative art as applied to the written page makesan
early appearance in copies of the Qur'an (ef. p.221). 1t begins quite simply with added
emphasis to the headings of the chapters, the titles of which in early manuscripts are
written on the same line as the rest of the text, but later they receive a separate place
and in their isolation become more and more rich in colour and elaboration. I'n the
most highly elaborated examples of such décoration, special care is devoted 1o the
Fiatika, the opening chapter of the Qur'an, until the text almost becomes lost in a
blaze of gold and colour.
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In manuscripts of a secular content it is often the titles of separate works or of
suiccessive books or chapters that are selected for this special treatment. Thus in
the case of the two works of Persian literature most commonly adorned with paint-
ings, the Shah-nama of Firdawsi and the Quintet of Nizimi, the headings of the
cantos of this epic and of the separate romances that make part of the Khamsa,
are often set in panels which assume a vast variety of design and colour; sometimes
the title is written on a background of gold, at other times the colour used for
the title is in contrast to that of the panel, and different styles of calligraphy and
of ornament testify to the active inventive genius of the illuminators.

M. BLOCHET has suggested that the term farpdli is used as a technical term
to denote the designing of such a sa#law/ or heading, but in the elaborate pictures
of the Mughal school, upon which more than one painter used to work, this term
seems to have been used of the artist who sketched in the original design, leaving
the filling in of the details, especially the painting of the faces (for which a separate
term chihra-ndmi is used) to one of his colleagues, It seems better therefore to take
faryihi as indicating sketching or designing generally and not merely one par-
ticular varety of it. |

The early history of Islamic bookbinding has already been dealt with on p. 30ff;
here only a few references can be made ro examples of a later period; among
the finest of these are the superb copies of the Qur'an that once belonged to the
Mamlitk Sultans of Egypt. It was doubtless on account of his concern with the
word of God that the bookbinder received a consideration that was often refused
to the painter. The binder was thus justified by the common opinion of his co-
religionists in feeling a pride in his work and in inscribing his name on a prominent
place in the binding. In Turkey, the bookbinders formed a recognised guild of
their own, which is said to have been established by Sultan Bayazid 11 (1481—
1512). 090

If any Persian bindings have survived from the period preceding the Mongoal
conguest, attention has not been drawn to them. In the Mussum of the Awqaf in
Constantinople some hindings are preserved that were made for the Mongol princes
of Persia in the early part of the XIVth century; they are characterised by a severe
simplicity in the use of the geometrical ornament, and the absence of any use of
gold for decorative purposes®

By the beginning of the next century, a characteristic mark of Persian binding,
which was destined to appear in a variety of forms for several centuries, makes
its appesrance in a binding executed in Baghdad in the year 1407, namely, &
peace of perforated leather, cut into an intricate pattern and superimposed on a
ground of blue and gold. Up to the Timiirid period, the ornamentation appears
to have been either of geometrical patterns or to have been made up of con-
ventionalised forms of leaves and flowers; but later a more naruralistic character
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was given to the decoration of the covers by the introduction of various varieties
of animal life.

Naturally, when the different styles of binding had once been introduced, they
occurred concurrently, and while we find among the oldest examples of Timiirid
bindings some in which no use at all is made of gold, the artist entirely depending
for decorative effect on an elaborately designed geometrical pattern, for more
precious manuscripts gold was sometimes lavishly employed, until the outside
cover of a book might be entirely made up of tooled gold work; in such an instance,
the pattern might consist of a central panel, repeated once or twice, the space
between these enclosing lines being filled up with an intricate design of leaves or
flowers, — repose and dignity being secured by enclosing the central panel of the
cover within straight lines, alternating with varied patterns, either foral or geo-
‘metrical. Or else the binder might borrow his motifs from the animal world and
cover the page with antelopes, wild goats, and jackals, careering all over it; —
or if he effected a Chinese style of ornament, he might fill up the centre of his
page with a magnificent simeergh, the mysterious bird so often referred to in Persian
poetry, or with fiery dragons elaborated into a variety of fantastic forms, — such
as constantly appear on the margin of Persian manuscripts in forms borrowed from
Chinese silks or pottery.

The minute elaboration of detail devoted to the decoration of such covers may
be realised from the calculation that has been made that in the preparation of
the covers of a MS. of the date 838 (=1434 A. D.), believed to have been made
for Shah Rukh, as many as 550000 impressions were made by the binder’s tool,
and that the whole work must have taken two or even three years to complete %

The inside cover is generally of corresponding richness and elaboration, and
having for obvious reasons been protected from rough usage, preserves the original
freshness of the binder's handicraft; but if the outside has received an especially
rich decoration, the inside cover, by way of contrast, sometimes receives a different
treatmient ; for, as explained above, though these binders sometimes filled the whole
page with elaborate detail, — yer generally so skilfully conceived that there is no
resultant feeling of overloading or monoteny, —still they knew how to make a skil-
ful use of blank spaces, and between the outside borders and the central geometri-
cal panel there is often left a broad space of smooth leather with & brilliant polish,

A considerable variety in colour was introduced by the use of dyed leather, —
black or dark-red, or blue, or olive green. By the insertion of thin strips of dyed
leather into a series of panels set in the borders, brilliant effects of colour were
obtained, and such strips were sometimes afterwards impressed with patterns filled
in with gold. A similar device might also be employed for the central decoration,
- About the middle of the X VIth century, when there was a demand for cheaper bind-
ings, white paper cut into delicate lace patterns was substituted for strips of leather,
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and the new material rendered possible a corresponding minuteness and a daintiness
of pattern. Such a form of decoration was naturally much more perishable than
the criginal leather, but on the inside covers its pleasing effect, so unlike the severity
of the designs of the earlier work, has survived in a number of examples, almost
“unaltered.
A variation in this style of binding was introduced by the use of panels depressed
below the surface of the leather of the cover, sometimes as deep as half the thickness;
' the arrangement of these depressions would of course vary according to the general
geometrical scheme of the design; inside these cavities in the thickness of the
leather were set thin, gilded sirips of leather stamped with any of the designs in
common use, — animals, or flowers, or conventionalised patterns, Sometimes, on
the other hand, the gilded decorative work was tooled bit by bit on the raised
portions of the leather, while the depressed portion of the leather surface was left
plain and polished,

At what date painted covers began to take the place of tooled or stamped leather
work, 15 uncertain, but examples are found as early as the XVIth century, and
they became very common in Persia towards the close of the XVIIIth century. At
first, the pictures were painted on leather, but this practice was probably abandoned
when it was recognised that the paint on such a background had a tendency to
crack. Painted covers of papier-maché are much more common, a thick layer of
gesso being hirst Jaid on as a basis for the colour, The choice of subject often cor-
responds to the contents of the text of the manuscript, e. g. 8 Shah-nama will
have on its covers a warrier or some battle scene; for a volume of romantic poetry
some well-known incident in the story is selected. In other cases we find naturalistic
representations of fowers or some purely conventional design. Plate 103 gives a
good modern example of these latter types; it was designed by Haji Muhammad
Taqi in the year 1270 (=1854 A. D.). [n the central panel, a young Persian in the
national dress of the middle of the X1Xth century is seén offering a girl a glass of
wine which a female attendant has just brought on a salver; above and below, two
tiny panels represent a building with water, two still smaller panels contain the
bust of a young man with his head bare; the greater part of the central panel is
filled in with a conventionalised design of flowers, with five pairs of birds, —
parrots, partridges and peacocks, — each bird facing the other bird of the same
LYPE; in accordance with a convention of Persian art which Is a5 old as the Sasanian

period.
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thinks (ef.p. 1), If people were not afraid to have pictures of Persian kings in their houses t that time,
tiiere wos certamly no objection in the second century A. H. 1o an omament already quite stereatyped
in which it was liardly any longer possible to recognise the traditiomal crown anid helmet ornament
of Chosroes. Cf. B, Hegzvero, Dic Genesis der islamischen Kunst und das Mshatta-Problem, II,
pp. 140, 1412 J. STRZVGOWSKI, Mshatts, p. 32cif.

go, E.Brocser, Les miniatures des manuscrits musulmans, p. 2881, has already suggested Iranian
influsnce in the decoration of the title.

ya0. Tre armariska miniatyrhandsknfter, p. §6 and fig. 6. _

yor. A. Ruxa, Die lgyptischen Textilfunde im k. k. Osterreich. Museam (Wien 188¢), p. 23
und BL I, 210,

yor. Of. M. Diwisp, Die Omamentik der figyptischen Wollwirkereten, Pl. XVL fig. 57, 55

103, Ihidl, PLVIIL, fig. 27. Purticularly striking for its fincly worked woven border is the St
divider on & purchment leaf in the Kaiser Friedrich Museum in Berlin, the pawern of which is in gold
and black; the puge 21,5 % 32,4 on was originally in the possession of Fretherr v. Laxwa and was
presented to the Musoum; it belongs to the VIIIth—IXth century A. D., is Egyptim or Mesopotamian
work and belangs to s Qur'an fascicule of 22 leaves. This leal was first published in Auktionskataiog
XX XIIT of Gitnorexr and Raxscunure (Vienna 1g11) on & plate facing page ii, to No. 28, and was
recently reproduced by E. Ktnxes, Islamische Kleinkunst; Bibliothek fiir Kunst- und Antiguititen-
Sammler XXV (Berlin 1923), p. 27, fig. 5,

1o4. Cf. M. Disaxn, Die Omamentik der Bgyptischen Wollwirkereien, PL1T, fig. 1, 2.

w5, Cf, BE. Herzreen, Der Wandschmuck der Bauten von Samasrra und seine D mamentik
pp. 311, fig. Joo, 215, fig. 305 and PL XCIV. The marginal decorution on fol. 14 is reproduced by
. Karagacuk, Fiihrer durch die Ausstellung, p.236, He sscribes the leaf to the tenth century A. D,

yob:, Cf. M. Dmvaxp, Die Omamentik der Agyptischen Wollwirkereien, PL 111, f6ig. 5, VII,
fig. 19, XI, fig. 36—38, g0, XV, fig. sa.

1o7. F. R. Mawrtin, The miniature Painting and Painters of Persia, India and Turkey from the
8th to the 18th century 1 (London 1g12), p. g6 and II, Pl. 234 above. Cf, also E. Diez, Die Minidturen
des Wiener Dinskurides, p. 24 and PLIV.

108, Cf. M, Disaxp, Die Ornamentik der dgyptischen Wollwirkereien, PI. 11, fig. 3, 4; V. fig: 11,
X1V, fig. 40. The Rainer papyrus collection has in the Greek section under Inv. Gr. Pap, 3a51h
4 yery fine tapestry design on papyrus for such an ornament. The edge is united by a siraight line
with the clrenlar terminal ornament.

10g. CF 1, v, Earapacsk, Zur orentalischen Altertumskunde VI, p. 31f

110, Cf. A. Coxze, Die attischon Grabreliefs I (Berlin 18g3), PL L, 111 (Rerlin 1906), PL. CCLXXIX,

111, Cf ], Stezvcowskl, Omamente altarabischer Grabsteine in Kairo: Der Islam JT (ro11),
PR. 312, 6.7, 314, 6ig. 13, 14, 317, 6g. 22, 23, 318, fig. 25, and Altai-Iran und Volkerwanderung, p. 85,
fig. 78, 86, fig. So.

112, On this technique, of. the very thorough work by Tromas Fraxcs Caste, Invention of
Printing n China and its Spread Westward (New York, 1923), pp. 238, &p. 112—115, 135—7138.

t13. Cf. J. Stravcowskt, Omamente altarbischer Grabsteine in Kairo, p. 321, fig. 52.

114, Tria opuscala, ed. G.vas Viores (Leiden 1903), p.71. Cf. A, Mgz, Die Renaissance
des Istims, p, 422.

115 T, Novoene, Neue Beimdge zur semitischen Sprachwissenschaft (Strasburg 1910,
PP 4% 59

116, As-Soxtrl, lqin, ed. SapeEpoop-Deex Eudw and Basssswoop-Dees (Calcutts
1852—1854), p. 135, Cf A Seeewoer, Das Leben und die Lehre des Mohammad® H1 {Berlin 1863),
P XLIV; Tw. Nowosks -F. Scawariy, Geschichte des Qorlins 1T (Leipzig 1010), p. 25; note 2.

17 A-Makls, Ta'rikh al-Muslimin (Historin Saracenica), ed. Ts. Erpexrvs (Lugd. Batav.
1025}, p. 18, L. Maacoros, Prodromus in refutationem Alcorani I (Romae 1691), p. 357; Obser-
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vations de Mirzd Alexandre Kazem-Bey sur le Chapitre inconnue du Coran, publ. et. trad. par
M. Garcrn pE Tassy: Journal Asiatique IV, série tom. IT (xB43), p-375: ap-DAnt, Mukhtasar
al-Muqni® 7 rasm al-Quran, M, S. of the National Library in Vienna A. F. 413h, fol, z: dddu
dhikri man famd'a lque'dns mini-)-sufnfi ‘avnvilen wa-man ‘adhhalakn bayma 'llawhayns.
Otherwise SiLvestae pE SAcy, Recueil de différent= Traités relatifs & 'Orthographie et & la. lecture
dee I"Alcoran in Notices et Extraits des Manuscrits de ln Bibliothéque Impérinle VITT (1810), p. 357
(Ms. Ar. 260, fol. 47): “Le grand soin qu'ils apportoient & apprendre ¢e livee, ot le nombre congidérable
de ceux qui le savoient par caeur, les dispensoient d'en former un recueil relid entre dex ais.”

118. Cf. Imra'al-qais, 65, in W. AnLwanor, The Divans of the six ancient Arabic poets (London
té70), D160,

11g. Of Najrin we know this by chance from Tslamic sources. Cf, Tu. Nbroees, Geswhichte
der Perser und Araber zur Zeit der Sasaniden (Leiden 1879), p. 184; Iax Hisnis, St, ed. F, WosTEN-
rero, T (Guingen 1858), p. 402,

130, Cf. A. SerexcEr, Das Leben und die: Lelire des Mobammad?® I, p. XLIL

121, C. H. Brexes, Papyri Schott-Reinhardt 1 (Heidelberg tgef), p. o (PSR, 50—s33). The
roll farm remained usual for Qur'ans. At the Munich Exhibition of tgro there was exhihited one of
these ‘Qur'in rolls from the F. R. Mantiy collection, which, according to . Kinwet, Avsstellung
vion Meisterwerken muhammedanischer Eunst in Minchen, Mai bis Oktober 1910: Der Islam 1 (1910),
p. 187, may be not earlier than the XVTth century. Another similar Qur'an roll is exhibited in the
Egyptian Library in Cairo.

22, Sifa Jarirat alArab, ed. D. L MUrzLER {Loiden 1584—a8a1), pp. 67, 113

123. A. SprexcER, Die Post- und Reiserouten des Crients (Abhandl. f, &, Kunde des Margen-
landes 111, 3, Leipzig 1864), p. 140l

124. Bibliotheca geographorum arabicorum ed. M. J. ne Gorie 1T (Leiden 1906), pp. 87,958, V1
(Leiden 1889). p. 155f.; A, Jauvnexy, Géographie J'Edrisi T (Paris 1836), pp: 143, T44.

125. Bibliotheea geographorum arabicorum III, p. 65.

126, C. Laspnero, Rtodes sur les dinlectes de 'Arabie méridionale 1 (Leiden 1g9o1), p.283;
C. Ritter, Vergleichende Erdkunde von Arabien 1 (Berlin 1846), p. 723; Bibliotheca geographorum
ambicotum I, o240

127 Kitib Muhidarit al-Udabi’' wa-mublwarit pah-ehii'ard” 1 (Caito 1287), p. 700 A v
Kremer, Culturgeschichte [T, p. 300f.; At-Haunast, §ifa Jazirat al”Arab, p. rzo.

123, Bibliotheca geogrephorum arsbicorums 11, p, 203

129. At-Magrizl, Rhitat IT, p. 21, 34—3%8; ef. J. v. Kananacex, Zur orjentalischen Allertume-
kunde TV, p. 30.

130. P. Apam in Archiv fiir Buchbinderei XIV (1524), p. 3, has shown how this is to be inter-

131, Bibliotheca geographorum arabicorum I, p.1os; J. Eamanacex, Das arahische Papier:
Mitteilingen aus der Sammlung der Papyrus Erzherzog Rainer 11111 {:887), pp. 138—140; L
orientalischen Altertumskunde TV, p.:a0; A, Msz, Die Rennissance des Isldms, p. 422, On the tech-
mique of amb bookhinding in the XVIith century A D. see the recently published monograph of
Anv'LAseis AEMAD B, MUHAMMAD As-SupvAst,Sinfa - tasfir al-kutub wa:hall adh-dhahab
(Art de la Reliure et de la Dorure) ed. P. Ricann, 2nd edition. (Paris. 1gas) written m 1619 A, D.

332, Inx KuarnOy, Mugaddama 1 (Balig 1284), p. 351 .; Hanls, Khatt we-khattitén (Stambul
1306), p. 258

133 M. J. MCriER, Beitrige zur Geschichte der weatlichen Araber I (Munich 1866), p. 5: of.
J. v. Karasacex, Zur orientalischen Altertumskunde 1V, p. 39.

134. Cf. A Grousasw, Bibliotheken und Bibliophilen im islamischeri Orignt: Festschrift zum
rwethundertjahrigen Jubilium des Bestandes des Gebiudes der Nationalbibliothek in Wien (Vienna
1936), pp-431—442: O. PinTo, Le biblivteche degli Arabi nell’ eth dugli Abbaossidi (Off-print from
La bibliofilia diretta dal comm, L. §. Ouscat, vol. XXX amno XXX [Florence 1g28], p. 7H)

135. Kitdb al-Fihrist 1, p. 264; A, Mgz, Die Remtissance des Tslims, p. 176,
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136. For éxample, in al-Bagra o gold dindrs were paid for the Kitib al-"Ayn of Ab2 "Abd ar-
Rahman al-Khalll b, Ahmad, which & bookseller brought from Khuriisin, said to be from the library
of the Tahirids (Kitib al-Fihrist I, p. 24).

137, CI. A. GRoHMANN, Allgemeine Emfiihrung in die arabischen Papyri, p..St.

138. In the letter PERF. No. 1072, 3f. (tenth century A. D)) & man orders two books, the Kitdb
ar-Rabin and the Romance of Alexander for 2 diniirs. The Secretary of State Nisir ad-Din Mubam-
mad al-Barizl in 810 A.H, (1416—17 A. D,) presented to the mosque founded by al-Malik al-Mu'ayyad
(1412—1421 A.D.) 500 volumes valued &t 7000 dinirs. See aL-Magrizi, Khitat 11 p, 329, 512,

136. Cf. J. Karamacek, Das arabische Papier, p.124;: also B, Dorx, Reise nach Masanderam
im Jahre 1860, 1, Abschnitt, St. Petersburg-Aschref (St. Petersburg 1895), p: 165, note 1, notes in
the description of the bazaars in Ashref, that the bookseller {rakhif) was also a bookbinder (mafolied).

340, 15y "Asn Ramnint, al”Iqd al-Farid 1T (Balaq r203), p. 223; of. also A. Mez, Die Renais-
sance des lslims, p.339. _ '

141 On the book-market in Cairo, of, Al-Magnizi, Khitag 11, p. 102, 111, It is worth noting that
the makers of cases for Qur'ins (sandig) worked not far from them (Khijsj 11, p. 102, 22).

142, Kithb al-Fibrist I, p. 10; of. also C. Huarr, Les Calligraphes et les Miniaturistes de |'Orient
musulman, p. 3e2f.

143. Smmis Ap-Dix Al MugaMMAD *App ar-Ramumix b. Isui’fe b. IsriniM ALMan-
pest Ass-suarl'], Kitih ar-Rawdatayn fi akhbir ad-Dawlatayn I (Cairo 1287), p. 219; E. Brocust,
Histoire d'Egypte de Makeizi: Revue de I'Orient Latin VIII (1goo—1ge1), p. 512. €L J. v Kana-
BACEE, Zur orientalischen Aliertumskunde IV, p. 37. Silk covers were known in Byzantium as early
as the reign of the Empress Trene (797—=8a2 A, D.); of. V. Garprnavsex, Griechische Palilographie? T,
Pyl

144. 18¥ ar-Warni, Ta'rikh II (Biiliq 1283), p. 3o9; J. v. KARABACEK, gp. cit- p. 37

145. Cf J.v. Hasmur-Purcstary, Geschichte der lichane 1 (Darmstadt 1842), p. 233

146, Thid 1, p. 157. '

147. J. v, Hasmen-PurostaLt, Geschichte der goldenen Horde in Kiptschak {Pesth 1840),
pp- 156—157..

148, T vi Hammer-Purcstary, Geschichte der llchane 1, p. 143 Further materinl on the
destruction of early libraries was collected by J. v. HAMueR-PurcsTaLL in his Ubersicht der Lite-

ichte der Araber: Denkschriften d. K. Akademie d. Wissensch. in Wien, Phil.-Hist. KL1I
(1851), p. 48. Cf. also O, Prxro, Le biblioteche degli Arabi nell’ eth degli Abbassid, p. 23

149- Ai-Magrizl, Khitat I, p. 408, 28ff. Cf. also M. Laxpav, Von alten Bibliotheken, ihren
Freunden und Feinden: Zeitschrift fiir Biicherfrounde VI (sg02—1903), p- 464F. and A. GROHMAN,
Bibliotheken und Bibliophiten im istamischen Orient; pp. 436, 417-

7 :51;;1 BIunI:ﬁ:umt des Orients T, Tslamische Bucheinbinde by F. Sarne (Berlin 1023); p. 11 und
gt PLL

1st. In the Manichacan miniature of the VIITth—IXth eentury A, D. reproduced in A v, L=
Cog, Die buddhistische Spatantike in Mittelasien 11, PL8b, fig. a and described on p. 54, we see a book
splendidly bound in red and gold in the hands of u priest; its boards seetn to be decorated on the
nguu-wir.hgmfnnnd white ivory or bone, so is perhaps to be regarded as made of wood, In view
of the active relatians between Central Asia tnd Egypt it is quite possible that the technique of inlaying
book covers heze was influenced by Egypt, |

152. H. Cantir and A, C. Macsg, Tut-ench-Amun, PL 45, 48, 59 and pp. 236, 239, 250-

. 153. Cf. P. Anas, Der Einflul der Klosterarbeit auf die Einbandkunst; Buch und Rucheinband,
ufsiitze und graphische Blitter zum 6o, Geburtstage von Hans Lousier (Leipzig 1933) PP 18—
£69; H. Isscues, Alte koptische Einbinde: Archiv fiir Buchbinderei XI (1911), p. 113 That the craft
"‘f‘ bmk:hundm; was occasionally here learned along with calligraphy is seen from the Vita of Pesen-
}g}:ﬁj bishop of Ermont, Cf. H. E.Wixtock and W, E. Crus, The Menastery of Epiphanius 4t
bes (The Metropolitan Museum of Ant Egyptian Expedition: New York t926), p. 104
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154. A connection between Coptic and early Islamic boards has already been suggested by
E. GrArz, Dslamische Bucheinhinde des 14.—10. Jahrhunderts (Leipzig 1924), p. 4, note 3, and
E. Samap, Islamische Bucheinhinde, p. 11, has correctly pointed out that the former may have
served as models for the latter.

155. K. K. Hofbibliothek, Bucheinhinde: Auswah] von technisch und geschichtlich bemerkens-
werten Stiicken, 100 Tafeln in Licht- und Steindruek mit Einlsitung von THEoDOR GoTTLIER, Vienna
1910, col. 33f. and Pl 1, 2, The board has already been briefly discussed by Friumer, Zum Funde
von El Faijiim: Zeitschrift flir Kunst- und Antiquititensammler I1 (1885), No. 24, p. 242. Frimmel
also was the first to cull attention to the relationship of the ornamentation in the centre to thit of the
dedication picture of the Vienma Dioskurides, and suggest the contemparancousness of the cover with
the latter M. §. (beginning of the Vith century A. D), That the Vith eentury Js decidediy too early
was pointed out by H. Inscwrx, op, ¢it. p. 114, 1 would sllot it 10 the VIIth or IXth century A D.°
to which period also belongs the cover (mentiosed p. 341) in the Morgan collection. F, SAzeg, Isla-
inische Bucheinbinde, p. 165, note 7, also dates the volume in the TXth century A. D. The ornaments In
the cantre of back and front board and the borders are illustrated by J, KARABACEK, Fiihrer durch
die Ausstellung, pp. 121, 68, 87, 00. PoApaws, Beitrige zur Entwicklung der frithislumischen Einbinde:
Archiv fir Buchbindersd XIV (rgr4), p. 63, has given a reconstruction of the fromt cover. The back
board was alio briefy described by J. MaNTUANT in 8. pB Vares, Codices Gracdi et Latini tom. X
Dioscurides 1 (Leiden 1966), p. 258 and reproduced in fig: 2.

156, T have to thank Restaurator A. M. Lisxa, for identifying the material.

137, In the Cheek-list of Pierpont Morgan Manuscripts, Pl 11, p. XV & hrief description of the
covers is given. 1 have to thank Dr. W. E. Ciua for the use of this publication which was privately
printed.

158, On the use of this old oriental motif popular on Assyrian glazed tiles, brick and jvory plites,
in Coptic art of. ]. Strevcowskl, Koptische Kunst: Catalogue Génédrale des Antiquitds Egyptiennes
du Musée du Caire X11 (Vienna 1903), No. 7208, p. 41f and fig. 40

159. Cf. H. FRAUBERGER, Antike und frithmittelalterliche Fullbekleidungen aus Achmim-Pano-
polis (Disseldorf, & a.), p- 12f,

(6. (3. DARESSY, Fouilles de o Vallde des Rois: Catdlogue Général des Antiquités Egyptiennes
du Musée du Caire, V (Cairo 1902), Pl X, No. 34072,

s6c. H. Canter snd Peacy E. Newszeey, The Tamb of Thoutmésis IV, Catalogue Géngral
des Antiquités Egypticnnes du Musée du Caire XV (Westminster 1904), p. 36, No. 46109, fig. 28

163, Alte Koptische Einhinde, pp. 113—116, and Bucheinbinde aus Agypten: Amtliche Berichte

aus den Kgl. Kunstsammlungen XXXTII Berlin (10117—13), col. 46—=1, and fig. 23, 23 ImscuER'S
reconstruction of the large board with back (p.115) is also given in W. Scrusart, Dag Buch bei
den Griechen und Rémern®, p. 142, fig, 33.

163, Beitrige zur Entwicklung der frilhislamitischen Einbinde, p. g1; Die griechische Einband-
jamst und das frithchristliche Buch: Archiv fiir Buchbinderel XXTV (1924), pp. 21, 52 and fig. 16; Der
Einfluf der Klosterarbeit auf die Einbsndkunst, p. s34 and fig. 3, P 16, fig, 5.

164. The bookbinder also took over the smoothing iron froms the tools of the shosmaker. Cf
H., FrauRERGER, Op. Cit. . 10, _

165. Greek Papyri in the British Museum, Catalogue, with Texts V (London 1917), No. 1904,
p, 281,
4 166, This technifue is wlso familiar to us from Coptic shoes; ¢f, H. Faavenrouy, op. db. p. 12.

167. Die griechische Einbandkunst und das frithchristliche Buch, pp. 63, 78—80, 82—&7;

168, CF. J. Wirrrgtr, Die rdmischen Mosaiken und Malereien der kirchlichen Bauten van IV, bis
X1, Jahrh,, [T Mosaiken (Freiburg i Br. 1016), Pl g1—38 (Teufkirche St. Johannes, in Naples,
second half of the IVth century A. D). On the ormament of. also A. Rixar, Stlfragen, pp. 72, 137, 157-
The armngement of the punches is reproduced schematically in. P. Apaw, Die griechische Ein-
bandkunst und das (riihchristliche Buch, p. 79, fig: 70D
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169, The lacing of these coloured strips of leather through holes punched in the material s
a common decoration i Coptic shoemaking, of, H. FRAUBERGER, op. dt. p. fo.

t70. The bexagram in the centre 1 completed by AnaM. The original really gives no clue.

r71. Infaid fret-work along with the application of leather is one of the most frequent modes of
idorning late classical and coptic shoes; ¢f. H. FRAUBERGER, op, cit. p.13.

172, Die buddbistische Sphtantike in Mittelasien TI, p. 40 and Pl. 4e. The piece is also discussed
by J. Lovmszs, Orientalische Einbandkunst: Archiv fiir Buchbinderei X (1910), p. 33 with g, 1
and P. Kerstey, Die Durchbrucharbeit, ibid. XTIV (19r4—i15), p. 5. with fg. r.

173, The markedly Egyptian attitude of the figures of two paintings in the “Cave of the Painters"
at Chotscho is striking; the chest is shown facing smd the faces nre in profile, The hairdressing, too,
distinctly recalls Egyptian work. Still more striking is the representation of Gautuma with aureole in
fillets, quite m the style of an Egyptian mummy, which the chest-like coffin also recalls; ef. A. Grin-
webpger, Altbuddhistische Kuitstitten in Chinesisch-Turkistan (Berlin 1g12), pp. 148, fig. 337, 149,
fig. 338 and p. 153, alsd p. 46, iy gv and p. 48. On the relations between Eastern Turkistiin and
Egypt e also A v. Le Coy, Die buddhistische Spatantike in Mittelasien IT, p. xo.

t74, Published by A. v. Le Cog, Die budihistische Spatantike in Mittelasien 11, p. 17,

175. Zur arientulischem. Altertumskunde 1V, p. 40 note 1.

176. The fragment of a board, P. Berol. 14026, has on the inside a papyrus leaf with Ambic
protocol, second cent. A, H. (eighth A. Dv),

£77. The same thongs are also found om the corners of the Greek binding described und reproduced
on Pi. T by U. BovmiaxT, Fragments Grecs du livre d'Enoch: Mémoires publ, par lez membres de la
Mission Archeéologinue frangaize au Caire TX (Paris 1802), pp. o3f., 146, 333

178. Alte koptische Einbande, p. rigf. with figg.; Bucheinbinde aus Agypten, col. 51 and
fig. 25. The better preserved back cover is also reproduced in W. Scrusant, Das Buch bei den
Griechen und Rémern®, p. 143, fig. 34. H. Isscuzr was formetly of the opinion, as indeed was also
P. Apaum (v. note 179) thit the inner and outer line of each geometrical figure an the binding P, Berol.
14019, as well as the zigzag pattern roumd the centml fielid and on the marginal borders, had been
scratched flat with the knife, bat in a letter written to me on the joth Apnl, 1528, he has entirely
abundoned the idea that this is an example of scraiching work, but on the contrary is now convinced
that the lines made by the hot sleeking iron have in course of time broken our, because the leather
has suffered in piaces, as even nowadays can still happen, if & bookbinder makes the iron too hot
when he s blind-pressing; and thus burns the leather through. 1 am not at present in a position 1o
examine this plece again, and technical details of this kind cannot be clearly recognised from a pho-
tograph. If I cannot thus anticipate agreement with IsscHEp’s new observations, yet it must be
remarked that his judgement in such matters deserves full consideration as that of a skilled specialist.
Moreaver an essay by H. Intcurs on Coptic bindings from Egypt may shortly beexpected, in which
the hindings P. Rerol. 14016, 14021—r4023 will be briefly dealt with and reproduced in the form
of reconstructions,

179. Der Einfiull der Kiosterarbeit auf die Einbandkunst, Pl, 16, fig. 6; Die gricchische Einband-
kunst und das frithchristliche Buch, pp, s2, 61, 62.

180, For the dating of the papyrus leaves in this volume and in the other volumes of the Berlin
Papyrus collection T am indehted to Professar Dr, C. Scuminr. The age of the pulp leaves, now
put back a century, does not however affect Isscase’s dating of the volume, Decades might cer-
tinly pass before it was decided to tum even much used liturgical texts to pulp.

181, Briefly described by W.E.Crum, Catalogue of the Coptic Manuscripts in the British
Museum (London 1908), No. 266, p.110. -

L 13.1_- A reconstruction of the board is given by P. Anam, Die griechische Einbandkunst und das
frithchristliche Buch, p: 63. The very interesting fragments of boards are being restored by H. InscuEx.

183 Cf. J. J. Tekwaxex, Tre armenisks miniatyrhandskrifter, p, 82 and fig. 42.
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184. Reproduced and discussed in P. Apas op. cit. p, 51f., 08 and fig, 87, p. 62 and fig. 51. The
stamnp on P, 14017, which Apas calls a ring with & kind of crown or bhlossoming flower is olearly n
pomegranite, which had already played a great part in Assyrian art, Cf, A. Rigor, Sdlfmgen, p. 96
ind fig. 36 and B, Merssxex, Babylonien und Assyrien 1 (Kultargesch. Bibliothek I, 3, Heidelberg
1920}, fig. 153. For the palm-leaf staump on P 1022, | may refer to the palmettes in double-lined
circles on the sixth century tabile of canons of the Gospel Add. s11x (British Museum) in H. Snaw,
Iluminated Omaments selected from Manuscripts and early printed books from the sixth to the seven-
tecnth centuries (Londom 1833), PL 1.

185. Papyrus V, of. W. E. Crum, Catalogue of the Coptic Manuscripts in the British Museum,
No. 325, p. 146.

186. Coptic Homilies in the Dialect of Upper Egypt PL IV (facing g, XV) and PL V (facing
p. XVII).

187, The same styip, endosed on the right by three, on the left by seven lines, forms the frums of
the binding of Papyrus V, just mentioned, of the British Museum,

188, Cf. A, Sceamtor, Der Einbund der goldemen Hulle vom 1386 in der Landesbibliothek au
Darmstadt: Boch und Bucheinband, Aufsitze und graphische Blater num o, Gebunstige von Haxs
Lousizg, pp. ro8, 109; TH.GorrLiEs, Bucheinbinde, ¢ol. 46, and Englische Einbiinde des XL Jahr-
hunderts in franzdsischem Stil: Belvedere 1X—X (1926), pp. 15—23,

tBy. Cf, W. E, Crus, Catalogue of the Coptic Manuscripts in the British Museum, No. 940,
P- 393 .

1o, Die griechische Einbandkunst und das frihchristliche Buch, p, 62 and fig. so.

1g91; W, SALT Brassiiarox, A History of the Art of Bookbinding (London 18y4), p. §7.

192, Greek papyn in the British Musenm, Catalogue, with Texts, IV (London 1910), Nr. 1419,
pp. 166, 167; cf. also H. I. Bert's asticle, Barly Codices from Egypt: The Library, New Series X
(1goa), p.3rad.

ro3. L'Are VIIT (xgoz), p. 448 and fig. 5 (Stele in the Museo Egizio Vaticano); W, E. Crua,
Coptic Monuments; Catalogue Général des Antiquités Egyptiennes du Musée du Caire TV (Cairo
tgoz), Pl XXXIX, No. 8630, XL, No. 8634, XLVI, No. 8667, L, No. 8685; J. Strrvcowskr,
Koptische Eunst, pp. g1, fig. 49, 86, fig. 130.

104. O, v. FaLke, Kunstgeschichte der Seidenweberel T (Berfin rg13), fig. 21, facing p. 18 (sixth
eent. A, [0). On the lattice work pattern, of, also A RiecwL, Stilfragen, pp. 88—g0, 1941, 267, Rizov’s
work however can only be considered as a beginning in the investigation of this very interesting ormna-
ment. The very useful pecount in M. Dimaxp, Die Omamentik der Rgyptischen Waollwirkereien,
P 42—44, by no means exhacats the ample material,

195, Cf e g H. R. Hawy, Coptic and Greek Texts of the Christian Period (London 1gos), Pl =5,
No. 33158,

‘:Jgﬁ. Cf. A, Gronmanys, Aethiopische Marienhymnen: Abhandlungen d. phil-hist, Klasse d.
siichsischen Akademie o Wissenschaften XXXII1, § (Leipzig 1919), pp. 49, 54, 324

197. Cf. Filmist al-Kutub al“Armabiyys al-Mubfozs bi'l-Kutubkhing al-Khediwiyya 1, p. s,
No. 9983 The statement here made that the covers are of palmwood is hardly to be taken seriously.
The palm-tree of course is unsuitable for supplying boards of the uniform structure necessary for
bindings. One would rather suggest the cedar or spruce (Egyptian smoubar).

1g8. Briel notice in the Deutsche Allgemeine Zeitung of March 12, 1874.

19y, J.v. Kananacek, Zur orientalischen Altertumskunde IV, p. 36, note 2, felt bound to doubnt
this, but gave no reason for his scepticism.

200. M. Disasxn, Die Ornamentik der dgyptischen Wollwirkersien, p. 44, note 2, thinks this
dacoratian of the ribbians by erosslines may be of Hittite origin.

go1. ], v. KAkanaceg, Zur orientalischen Altertumskundn IV, p. 40, note 2.

asoz. A still easlier example of 4 simple wnadorned voliune for everydiy vso is found in the much
worn calf binding of the Papyrus codex of the Kitab al.Jimi' 6'-Hadith of AsD MupAMman "Asp
ALLAH B Wans B. Mustiy AL-Qurassl ar-Missl (d. 197, A H.=812—13A.D.) in the Egyptian



Library in Cairo, which belongs 1o the second century A H. (VIITth—IXth cent. A. DM Jtowhich E. Gratze,
lslamische Bucheinbfinde, p. 4, note 3 has already called attention, This veluable Papyros codex was
found in the lste sutumn of 1922 in Edfi wrapped in u ragged linen covering. It contains 87 folics
and s incomplete. As the leather cover of the binding bears a title in black ink in & vigorous hand
of ilie second-third century A. HL, which cites only a few sections of the Kirab al-Jami' it is perhaps
doubtful whether we really have the original binding of the Papyrus. Information on this M3, I owe
to the librarian AluEn Rauy, as well as o photograph of the leather cover which hes on one side the
remains of u additional thres-cornered piece. Whether this belonged to a triangular flap of the kind
with which we are familiar in later Muslim bindings, as ls very probable from the form of the
binding and as also seems clear from one of Ramy's dmwings, or whether we have here perhaps
anly & piece of the overlap, | cannot yet decide. Iregret that 1 did not see this binding, which is kept sepa-
rately, on my last visit to Cairg, This cover reminds ons of the leather binding of the papyrus manus-
cript of the two Greek treatises by Philo, belonging to the VIth cent. A. D, and found st Coptos, —
now preserved in the Bibliothéque Nationale, Paris. This binding — a plain cover for ordinary use
— tus been described by V. Scign. in the preface, p. 1, to Deux traités de Philon: Mémoires publ,
par les membres de ja Mission Archéologique frangaise au Caire IX (Paris 1892}, and an ilhusiration
is given opposite p: 216. The square body of the book is enclosed in 4 leather cover with a flap, as in the
case of modem Islamic bindings, (cf. p-47), and a leather strap, which is carried gver the cover and holds
the flap in its place. So this is no Tslamic invention, but like so much else has been taken over from
the urt of Coptic-Greek binding.

203 M. Hepz-Bey, Catilogue raisonné des monuments exposés dans le Musée National de 'Art
Arabe! (Le Caire 1906), p. 122, fiz. 28, Quite un inaccurate reconstruction of the fragment of palm-
ette in our binding hes been given by J. Kaxanacex in the Fiihrer durch die Ausstellung, p. 245
as & hedd-plece.

204. CI. M. Disaxo, Die Omamentik der Agyptischen Wollwirkereien, P1, 11, fig. 4, IV, fig- &.

s0s. Cf. J. Strzvcowsky, Altai-Iran und Volkerwanderong, p. 203

206, Cf. A. Guonmawy, Allgemeine Einfiihirung in die arsbischen Papyrd, p, Se.

z07. A zigzag band with similar filling of the triangles — without crescent — from an Anmenin
hymnbook and from .an ivory relief are figured in J. J. Tikkawss, Tre armeniska miniatyrhand-
skrifter, p. 69, fig. 3 und p. 83, fig, 50: From the firld of Muslim art T would call especial attention to the
siguag band in the soffit of the fourth arch of the south-west liwin of the Ibn Tililn mosque in Cairo.
Cf, K. A.C. Cirsweert, Some newly discovered Tillinide ornmment, p. 181, PL I B, No. 4, and asa
later example to the scanthisising transformation — aiso used as a frame —in AL Raciwer, L'Ome-
ment polychrame, German edition (Stuttgart 1880), Pl XXVIH left below, An interesting early
Christian parallel is found in & testile of the Victoria and Albert Museum, which Frascis BirreLl,
Two early Egyptian printed stuffs; Burlington Magazine XXVI1 (t9x5), pp. 1e9 and 108, PL II'D, E,
has published und discussed. Here again the sigzag band serves ps a frame which encloses the figures
(Communion of the Apostles).

268, Cf. J.v. Karanaces, Zur orientalischen Altertumskunde IV, p. s2f.

og. ibid. pp. $3—57 and fig. 6. The piece is also reproduced by P. Apam m his review of J, V.
Kananacex's article in the Archiv filr Buchbinderei XIV (1914), p. 3. On the outer edge of the
parchmens there are still traces of a line of Arabic writing in brown ik, and the shape of the letters
points to much the same period as KarABACER gssumed as the litest probable date, on external evi-
dence. This important indication seems to have escaped KAganacex’s notice,

~2ro, On this motif of. J. ). Tregasss, Tre armenisks mini dekrifter; p. 811, and fig. 30,
Of the examples in Muslim ar, 1 should like to mention spcmmlmdid wvl:d minbar of wood
in the Masque of Sili ‘Oqbs in Quirawiin (EXth cent. A.T2). There we find the intertwined ovals
enclosed o a square in the second panel of the stircase and on the front in the eighth row from the
left, Cf. J. Srrzvoowsis, Alwi-Iran und Vélkerwanderung, PL X and p. 200, fig. 165; in another
pasition also ibid., p. 202, fig. 167.
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211. Zur orientalischen Altertumskunde: IV, . 481, fig. 8. The piece is reproduced by P. Apam
in his review of Earasacer’s publiestion in the Archiv fir Buchbinderei XIV (rg14), p. 3.

212. Cf. M. v. Bercuem and J. Strzvcowskr, Amida (Heidelberg to10), p. 153, fg. 75.

ar3. 1bid. fig. 76 and ]. Strzvcoowsks, Koptische Kunst, p. 124, fig. 178 and No. 8730.

‘avg. Die Kermmik von Samarra, p. 51, Bg. 131,

215. Zur orentalischen Altertumskunde IV, p. 42

216, The double Iozenge hand which enclosed i two lines binds the narrow. ends of an Amb
tambstone and is reproduced by J. Strzvcowski, Omamente altarabischer Grabsteine in Kairo,
p. 319, fig. 28, may be considered o further development of this pattern. That it was also used as a
frame here like the srrangement of quadrilatersls on Coptic bindings is significant, The arrangement
of rhombuses and the double vow of lozenges is onv of the oldest and most widely disseminated
maotives of old oriental forms. The former is already found on Chinese ceramics of the Nealithic
age. Cf. W, Perceval Yers, Painted Neolithic Pottery in Ching: Burlington Magazine XLVII
(v925), p. 309, fAg. 2.

217, Zur nrientalischen Altertumsinnde IV, p. 43

218 Zur orientalischen Altertumskunde IV, p. 43 Inv. Chart, Ar, 25640n is reproduced here
on pi 42, fig. 4. P, ADAw used this picture in his review of Karasacke’s work in the Archiv fiir Buch-
binderet XIV {1y14), p. 2

ara. Zur orientulischen Altertumskunde IV, p. 42, fig. 3; reproduced by P. Abam, Archiv fiir
Buchbinderei XIV (1914}, p. 2. Omament and scroll recall a piece of Spanish-Moorish pottery, which
1. Pijoax, New Data on Hispano-Moresque ceramics: Burlington Magesine XLIT1 (1933), p. 77,
Pl, IA, has published.

225, Cf. M, Boriexrr, Ein Easteneinband mit Lederscimitt in der sichsischen Landeshibliothek
2 Dresden: Buch und Bucheinband, Aufsitze und graphische Blitter zum 6o, Geburtstage von Haxs
Louvnier, Pl.1o, 11,

231, For the lormat of the book in ancient times, see W. Scausart, Das Buch bei den Grie-
chen und Rémem?, poizn

223, B. Mogritz Nas published a series of pages from such ofd vellum Qur'ans in his Arabic
Pulaeagraphy, PL1—iz2.

223, Cf. P.Apay, Die griechischo Einbandkunst und das frithchristliche Buch, pp. 23, 27, 4=

224, Cf, F. R, Mawtiy, Ministuren und Buchkunst, p. 1L

225, Allgemeine Einfihrung in die arabischen Papyri, pp. 20, 21, 77, 80, 87.

226, Cf. aldo C. H. Becrea's brilliant characterizgation of the development of lslamic culture
in his lslamstodien (Leipzig 1924), p. 282

237, Cf: E, Herzreip, Mshaud, Hirk und Bidiya, p. 106; Die Genesis der islamischen Kunst
und das Mshatta-Problem, p.27f.

228, Hamp-Artis Mustawsl, Nuzhat al-Qulib, transiated by G. Le Straxce (London 1519),
p- 151 '

220. British Museum, Add. 7170 (fol. 145),

g3o. 18, (fal. 7).

#35- B. M., Add. 7169 tfol. sab).

aza, B. M., Add. 11856 (fol. o5b).

m'Fumwunrprninmlmmn,ithnsbucmnnfmhimmufermthhdtyundﬂtha Greek
form of its neme, Rhages; but seeing that tho pottery belongs to the VIth or at least the beginning
of the VIIth century of the Muhammadan era, such an antiquarian nomenclature seems entirely in-

234, ], B, Ctanot, Synodicon onentale (Paris 1902), p. 61g,

238, Bihliotheca geographonm prabicorum, ed. M. J. o GoEje I, p. 1350, 11, pp. 16—17.
236, Kitib at-Tanbih, ed. M. J, 0= Gogrx (Bibliotheca peogruphonmm ambicorum VIID), p. 1ol
237, Prolégoménes d'Ton Khaldoun, traduits par M. oe Staxe II (Paris 186%), p. 67.

238, Am-RAwaAxDl, Rihat ug-Sudir, ed. Muhammad Iqbal (London 1011), p. 72.
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239. ABt’L-Ma'iud Mugamstap b, ‘Usavp Aunin, Kitib Bayin al-Adyan (Chrestomathie
Persane, publife par Cu. Scurres I [Paris 1883]), p. 145

240, Bibliothéque Nutionale, Man. arabe 1480.

241, An attempt was made by the present writer in "Survivals of Sasanian and Manichaean
Arnt in Persian Painting” (Oxford 1924).

242. E. BrocuEeT, Les peinturcs des manuscrits persans de ln callection Marteau 4 ls Biblio-
thique Nationale: Momuments Piot XXIII (rotg), pp. 131—132, 147—1359.

243 Man. arabes 3465 and 3467,

244. E. BrocuzT, op. cit. pp. 130—140.

245, Notices sur les manuscrits persans ¢t ambes de la Collection Marteau: Notices et Extraits
des manuscrity de In Bibliothdque Nationale XLT (Paris 1933), Pp. 21g—230.

246. Sikondar-nimal 11 (Dihli 1316 A H.), pp. 197—=200,

2¢7. Pr. W. Scwuz, Die persisch-islamische Mininturmalerei I1, PL 53; E. KOnnzr, Minis-
turmalerel im istamischen Orient; Die Kunst des Ostens VII (Berlin rg22), fig, s1.

248. Man. arabe go36.

a49. Dawrparsean, Tadbkiraru sh-Shu'ard (London 1g901), p. 350

250. He began to reign in Marw in 1458 but made Hardt his capital from 1468 until his death
in 1305; his dominions comprised Khurfisin, Tukhinsiin, Qandahir, Sistin and MEzandarin.

ast. Khulfzar al-Akhbir (India Office MS. Ethé 77), fol. 30q.

252, Hahib M-E.l}'lr 111 (Bombay 1857), p. 350-

2¢3 The Bibur-ndma in English, translated by A, S, Beveripce (London rg21), p. 320.

z54. Id. p, 201

255, Cr. Huart, Les Calligraphes € lez Minlaturistes de Vorient musulman, p. 226,

236, Mmza Munamstan Qazwing et L. Bouvar, Deux documents inédits relatifs b Behedd:
Revoe du Monde Musulman XXVT (1914), pp. s350fE

257. E. Brocuzr, Les peintures des manuscrits orientaux de la Bibliothéque Nationale (Paris
1914—1090), I, 285

258, Wa-gdlan Ustdd Bikeid Adr-i-bhud badi raji’ mikunad. Supplement to FagHg!
SurTAx Momassan's La@'if-nime, a truslation of Min "ALl Suir’s Majlis an-Nafit'is (B. M.,
Add, 7660, fol. 98).

agy. E. BrocHET, op. Gt pp. 283—a84.

a6o. Hablb us-Sivar 111, pi 343

261. Pu. W. Scuurz, Die persisch-islamische Ministurmalerei T, p. r14 (where it is suggested
that he survived the death of Bihzad); A, V., Witrtams Jacksox & Ase, Youansay, A cawalogue
of the Colleetion of Persian Manoscripts, including also some Turkish and Arabic, presented to the
Metropalitan Museum of Art, New York, by Avex. Surrs CocuraN: Columbin University. Indo-
Iranian Series, ed. by A, V. Wintams Jacksox 1 (New York 1914), p, 63F

#63. Hablb us-Siver 11T, pp. 342—343

a6z, B. M., Add 7669, fol g7b (cf note 238).

264, The Babur-nima in English, rranslated by A. S, BeveriDce, pp. 273, 291.

a5, Khulisat al-Akhbhr (1. 0. MS. Ethé 77), fol. 300,

266, Tubfa-i-Sami (1, O. MS, Ethé 663), fol. 43b. _

26%. Ta'rikh-i"Alumfri-yi-' Abbasi, 1. 0, MS. Ethé s40, fol. 74b; B. M., Add. 16,684, fol. 43b..

268, Cf niete 267,

abg. i, e, Shih "Abbis, in the last year of whose reign the author completed his work.

sy 1O, MS. Ethé 540, fal. 76h.

27t. E. Brocuer, Monuments Piot XXITI, pp. 176 and 105

273. Seven of these pirtures have been reproduced in "An Empire-Builder of the Sixteenth
Century', by L, F, Rusnaroox Wititams (London 1918).

273, The Bibur-nima in English, tvansl. by A. S. Beveninge, pp, 23, 110

274 1d. p. 18,
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275, Humfydn-ndma by Gulbadan Begam (Landon 1g03), p. 160.

276, An eluborate study of this work has been published by H. GLOcxk, Die indischen Mininturen
-des Haemzae-Romanes, im Gsterreichischen Museum flir Kunst und Industrie in Wien und in anderen
Sammlungen, Zirich-Wien-Leipzig 1925,

277. The A'In-i-Akbari by Abul Fazl, translated by H. Brocumaxx (Calcutta 1873), p. 598.

278, The Madsiru-l-Umard, being biographies of the Muhammadan and Hindu officers of the
Timurid sovereigns of India from rseo to about 1782 A. D, by Nawdb Samsimu-d-deula Shih
Nawlz Khan and his son *Abdul Hagq, transtated by H. BevEripoe (Calcutta 1911 ff), p. 454-

a79. H, BLoCHMANS, op. ©it, p. 495,

280, The Madsiro-1-Umard, loc, ot.

2Bt H. BLocHMANN, op. cit, p. o8,

283, Bee T. H. Heworey, Memorials of the Jeypore Exhibition, 1883, Vol. IV (Londan r884).

283. Percy Brows, Indian Painting under the Mughals (Oxford 1g24), p. ro8.

284 H. BLoCHMANY, op. Cit. p. T07.

285, See: Indische Buchmalereien sus dem Jahiingir-Album der Stantsbibliothek zu Beslin, by
Erxst Kiuner und Hermass Goerz (Berlin 19z4), pp. 38—42. Examples of Flemish-Dutch wood-
cuts, copied by Indian painters, are drawings by DURER, ¢ g. the Virgin under the tree, 1513,
engraved by Jonsn Wizrix (Alvin 625); the sandard-bearer, engraved by Wigmx (Alvio 1580 I);
Holy Family, engraved by RAPHAEL SApELER after J. ROTIENHAMER in 1601; Massacre of the Inno-
cents after M, pe Vos, engraved by . SADELER.

286, Memcirs of Jahfngtr, translated by A. Rocers 1I (London 1g14), pp. s20—21:

285, 1d., Vol L, p. 150.

288, Victoria and Albert Museum Portfolios. Thirty Mogul Paintings of the School of Jahangir
in the Wantage Bequest. Text by C. Sraxvey Crarxe (London 1g2z), Plig and 15

28g. Travels in the Mogul Empire, ed. Vincext A, Smrrs (Oxford 1914), p- 259

a9c. [d., pp. 254355,

zo1. Id., p. 228,

202, E, Buochzr, Les peintures des manuscrits orientaux de la Bibliothéque Nationale, pp. 12—73.

2g3. F.Baminoer, Quellen zur osmanischen Kiinstiergeschichte: Jahrbuch der asintischen Kunst 1
(1924), PP. 39—49.

204. ] vox KARABACEK, Abendiindische Kiinstler zu Konstantinopel im XV. und XVI. Jahr
hundert: Denkschriften der K. Akademie d. Wissenschaften in Wien, Phil.-Hist. Kl LXII, ¢ (rg18),
pp- 24—125.

298, Id., p. 53.

296, J. vox Hasmmer, Geschichte des Osmanischen Reiches ITI (Pesth 1833}, p.236.

297, F. BARINGER, op. dL P. 40 |

208. A. SerencEr, Catalogue of the Arabic, Persian and Hindustany Manuscripts of the Libra-
ties of the King of Oude (Calcutta 18s4), p- 23 (No. 249)

299. L. Bouvar, Autour du Monde Musulmun, Empire ottoman: Revue du Monde Musul-
man IX (1g09), p. 172

300, A.Saxisiay, La reliure persane du XIVe au XVile siécle: Actes du Congrés d'Histoire
de P'Art 1 (Paris 1922), Pp. 344—345-

o1, T. Hagmisoy, A Persian hinding of the fifteenth century: Burlingron Maguzine XLIV
(£924), p. 35.
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ERRATA

p-4 (Fig.1): for oft he read of the

p. 26, line 23: for from te hand »ead from the hand
p. 31, line 26: for were brought read was brought
p. 38, last line: for lead up réad led up

p- 41, line 36: for 1 no. read Inv,

p. 86, line 21: for Barbur read Babur

p.98, line 37; for peace read piece
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INDEX OF SUBJECTS, PERSONS AND PLACES

‘Abd Alldh b. "Ttr, 36

‘Abd as-Samad, 86-87.

Abii "Isa b, Shiran, 32.

Abii Tamim Haydara, 6.

Abyssinian covers, 44.

acanthus leaf, s.

Ahmad, Pir Sayyid, 75

Ajanta, frescoes of, 11, 84.

Akbar, 87-8q.

Akbar-ndma, 88,

Akhmim, 35.

albums (cf. muragga'dt), 4o, 95.

"Ali Asghar of Kashan, Mawlani, 83.

*Ali, Mir Sayyid. 86, 87.

‘Ali Shir Nawa’i, Mir, 75, 77-

Amir Hamza, Romance of, 86, 88.

amulets, 2629,

animal figures in round stamps, 40.

animeals, in decoration, T15.

animals, on bindings, 99, 100.

antilopes, stamps with, 41.

Anitishirw@n, portrait of, 67.

appliqué work, 34-36, 57.

Aqba’i, 2s.

arabesques, 5, 24, 45, 52, 54-

Arabia, tanning in, 30, 3I.

arcade of horseshoe arches, 29.

arches, horseshoe, 29,

arches, row of, 22, 23.

arcs, 42.

Armenian bird alphabet, ro4 note 66.

Armenian initials, 15.

arrangement of the feld, 57.

arrangement of quadrilaterals, 113,
note 216.

arrangement of mbands, 45

arrangement of rhombuses, 113 note
116,

121

Central Asian, 771.

Chinese, 70, 71.

art, Christian, 63-065, 68, 60.
art, Coptic, 12.

art, Manichaean, 68,

art, Sasaman, 65—67.

Arzhang, 68.

‘@shira marks, 22, 23, 26.

ashrds (asphodel paste), 31.
asphodel paste, 31.

al-Athir al-Bagiya, 68.

Augustine, St., on Manichaean books, 2.
Awrangzib, g2.

Aybak b. "Abd Alldh as-Sayfi, 18.

art,
art,

Babur, 75. 8s.

Badi' az-Zamin Mirzi, g94.

Baghdid, school, 64.

band, intertwiming, 45, 50, 50.

band of writing, 36.

band, undulating, 25.

band, woven, 23, 24, 26, 53, §6.

band, zigzag, 18, 40, 50, 112 note 207.

bands of lattice work, s0.

bands, intersectmg zigzag, 18, 33,
34 36.

bands, system of intertwining, 47.

bars, incised, 40.

Baysunqur, Mirzd, 72, 85,

Bellini, Gentile, g5,

Bihzad, Kamal ad-Din, 68, 7479,
81, 82, 85, 86,

Bihzad, school of, 7678, 81, 86, 89.

bindings, colours of, 99.

bindings, Coptic, 34—44.

bindings, English, 41, 48.

bindings, French, 41.

bindings, inlaid, 33, 34-



bindings, lacquer, 1co,

bindings, Mongel, 98.

bindings of ‘Irdq, 31.

bindings of Malaga, 31, 32.

bindings of South Arabia, 31, 37.

bindings of Spain, 31.

bindings of at-Ta'f, 31.

bindings of wood, 33.

bindings, prices of, 31.

bindings, Timiinid, 99.

bird alphaber, Armenian, 104 note 66.

bird ornaments, 18,

bird, stamps with a, 53.

birds, 50; 53: 34-

blocks, 28, 53.

boards, carved Arabic, 3.

book, cased in silk, 32

book, format of the, 56, 57.

book of the classes of painters, 1.

book of the portraits of the Sasanian
Kings, 2.

bookbinders, famous, 32.

bookbinders, guild of, in Turkey, o8.

bookbinders’ art in Yemen, 31.

bookbinding, 98—t00.

book-clasps, golden, 32.

bookeraft, Islamic, g7—r100.

book-form, borrowed from the Abys-
siians, 30,

book-form, used for the Qur'an, 3o.

book illustration, Manichaean, 67,

book production, 3a.

books, bound in satin, 32.

books in Arabia in the pagan period,
30.

books, liturgical Christian, 32,

books, Pehlevi, 23.

books, prices of, 32.

books, precursors of printed, 26.

booksellers, 32.
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border, artistic, t8.

border, zigzag, 28, 29.

borrowings from Pehlevi books, 23.
buds, almond-shaped 46,

Cairo, tanneries in, 31.

calligrapher, 14, 23, 104 note 0s.

calligrapher, esteem of, 97.

calligrapher, payment of, 97.

carved Arabic-boards, 5.

carvings, ivory, 24.

Central Asia and Egypr, relations
between, 38, 108 note 151.

Central Asian art, 71.

chain (ornament), 2.

chain-stitch, 57.

chessboard pattern, 42.

chthra-nami, g8,

Chin, picture gallery of, 7o.

Chinese art, 70, 71.

Chinese characteristics, 69.

Chinese influence, 63, 69, 70, 99.

Chinese, painters and paintings 70,
1.

Chinese paper, 32.

Chinese pottery; 71, 77, 99-

Chinese silks, gg.

Chinese style of ornament, 99.

Christian art; 63—65, 68, 69,

Christian communities in Arabis, 30,

Christian manuscripts; 18, 20-22,
26, 29.

Christian painters in Stambul, 95, gb.

circle, ninefold division of the, 52.

cirele, double lined, 42.

arcles, z1,

circles, double; 30—41, 43-

circles, nine intersecting, 52.

circles, punched, 40, 41, 45.

circles, segments of, 37, 40, 31.



circles separating the sentences, 23,29.

circles, stencilled, 36—30.

circles; two concentric; 23. 50; 52:

circles, used as a full stop, 23.

cireular patterns, 22

clasps of books, golden, j32.

clavi, 24. .

Clouet, Francois, 95,

coating of varnish, 50, 51I.

codex, 30.

codex form, 3o.

compasses, 51, 32.

colours, 12, o3 note 34.

colours of bindings, 99,
blue-gold, 20, 21, 23, 105 note 87.
chrome yellow, replacing gold, 26,
red-green, 12.
red-yellow-green, 12, 22.

combinations of geometrical figures,
18,

comma-like lobes inside a circle, 17,

Coptic art, 12,

Coptic bindings, 34—44.

Coptic embroideries, 48.

Coptic grave steles, 44.
Coptic manuscripts, 15, 22,
Coptic miniatures, 4.
Coptic shoes, 33.

Caoptic textiles, 23, 24, 40,
coronis, 18.

covers, Abyssinian, 14.
covers, painted, 42, 43, 100,
covers, wooden, 44—47-
crescents, 33.
crescent-shaped lobes, 10.
criss-cross pattern, 5, 34-
cross, 34, 42, 43, 46, 53.
cross-bars, 28, 41, 42.

cross lines, punched, 45.
cross placed obliquely, 4o.
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cross, St. Andrew’s, 3o.
cross strips, 38.

crosses; intersectng, 3s.
crown of the Sasanians, 1o.
Crusades, 41.

Dagfatini, 30.

darbir, g0, O1.

decarative scrolls, z22.

designs, studies for, 15.

destruction of great libraries, 32, 671,
H2.

Dimyana al-A'sar b. al-Hajjam, 32.

Dioscurides, 3, 25, tor note 19, 109
note 153.

dividing of the surface, 38

division of the circle, ninefold, s2,

dog, running (ornament), 40.

dots, row of ornamental, 18.

dove, go.

dragon, 71, 9g.

drops, 53.

Edfi, r12 note 202.

Egyptian paintings, 12.

Egyptian pictures, 3.

Elephantis, books of, 3.

embroideries, Coptic,. 48,

endless pattern, 23, 51-53, 57.

end-papers, 19, 29, 39, 43, 44—46,
50.

end-papers, leather, 43.

English bindings, 41, 48.

engraved stamps, 28,

erotic literature of the Arabs, s,

erotic papyrus of Turin, 5.

Ethiopic miniatures, 4,

Farrukh Beg, g0,
Fayyiim, 3, 8. 15, 17, 18, 34.



festoons with spirals, 24.

filigree work, 38, 34, 57, 99, too.

fish-bladder pattern, 25.

flap, triangular, 47, 112 note 202.

flaps protecting the edge, 3638,
45, 47, 58.

Flemish-Dutch wood-cuts, 89, 113
note 283.

floral ornament, 46.

flowers on bindings, gg, 100.

format of the book, 56, 57.

foundation of libraries, 32.

framework, 18, 19, 23, 46.

framework, decorative, of the first
page or title-page, 18,

framing, of the text, 29.

French binding, 41.

frescoes, 1.

frescoes of Ajanta, 11, 84.

frescoes of Samarrd, 1, 103 note 49.

frescoes of Turfan, 67.

fretwork, 34, 38:

fretwork, inlaid, 36, 45.

friezes of geometrical ornaments,
28.

friezes of tendrils, 28.

Galen, 3.

geometrical figures, combinations of,
18,

geometrical ornament, 23, so.

geometrical pattérn, endless, 57.

German wood-cuts, 8g.

gilding, o.

gilt layers, 36, 17.

gilt plates, 30.

glass, Synan, 3.

gold, replaced by chrome yellow, 26.
shell-gold; 25.

gold ink, 1o—21, 23, 32.

gold-leaf, 2, 12, 13, 19, 34, 38, 104
note 60. '

golden bhookelasps, 32.

golden letters, 20.

grave: steles, Coptic, 44.

Greek paintings, 12.

Greek omb steles, 26.

guild of bookbinders in Turkey, 98.

Habdib as-Siyar, 75.

al-Hallg), sect of, 2, 32.

halo, 66.

Harat school of painters, 57, 72, 77-

Harat al-Husayniyya, 31.

al-Hariri, Magamat of, 10, 14, 64,
69.

al-Hasan b. *Ali b. *Abd ar-Rahman
al-Yaziiri, .

Haydar, 93-

Haydara, Abfi Tamim, ©.

head pieces in manuscripts, 18,

headings of the chapters in Quridn
manuscripts;, 97.

heart with inlaid palm-leaf, 36.

heart-shaped configurations, 37, 49,
53-

heart-shaped leaf, 5, 49.

heart-shaped openings, 37.

Hellenistic portraits, 4.

Hellenistic representations, I10.

hexagons, 52, 53

hole-iron, 36, 41.

Holy Secriptures, Christian, 32.

horror of vacuum, 40, 74.

hostility to pictural representation,
1, 92, 96, 97.

Humiyin, 85-37.

Husamzada San'ulldh, 93.

al-Husayn b. as-Saffar, 32.

Husayn Mirza, Sultdn, 72, 75, 77, 86.



Ibn Abi -Harish, 32.

Ibn al-‘Alqami, 62.

Ibn “Aziz, 1.

Ibn al-Baww@b, 1, 32.

Ibn Mugla, 1.

Ibn Talin, Mosque of, 6, 17, 112
note 207.

Ibn Wahhab, 2.

Ibrahim, 32.

incised work, 36, 30. 41. 37.

influence, Chinese, 65, 69, 70, 99.

influence of European painting on
Indian painters, 84,

initials of Coptic and Armenian
manuscripts, 13.

inlaid book covers, 33, 34, 108 note
151.

intercourse between Central Asia and
Egypt, 38.

‘Iraq, binding of, 31.

iron, hole, 36, 41.

iron, three lined, 36, 37, 40.

Ismafl, Shah, 75-76.

ivory carvings, 24,

Ja'far b. Muhammad as-5adiqg,

44
Jahdngir, 8g—go0.

Ralila and Dimna, 64, 69, 70, 88,
101 note 19.

Khalid b. Abi'l-Hayydj, zo.

knots, 18, 22, 40.

knots, interwoven, 40.

Kific, 23, ¢7. 50.

Kific, elaborate, 19, 23, 28, 56, 104
note 63,

Kiifie, inscriptions, 29.

Kiific, lapidary, 29.

al-Kutami, 1.

125

lozénge-shaped figure,

Lace-making, 54-

laced work, 39.

lacquer bindings, too.

lim-alifs, conventional, 34.

lattice work, bands of, s0.

lawhini, 30.

leaf, acanthus, 5.

leaf, first, of the Qur'dn manuscripts,
24,

leaf, gold, 34, 38.

leaf with a face drawn in it, 18,

leaves, heart-shaped, 5, 49.

leaves, lotos, 46.

leather appliqué work, 57.

leather-cutting, 57.

leather end-papers, 45.

leather filigree work, 99, 100.

leather industry in South Arabia, 30,
31,

libraries, destruction of, 32, 61, 63.

libraries, foundation of, 32.

librariy, 32.

lining tool, 47.

lobes, comma-like, 17.

lobes, crescent-shaped, 19.

looped squares, 46.

lotos leaves, 46.

lozenge band, double,

lozenge, pattern, 23.

I13 note 216,

37
lozenges, 41, 45, 46.

lozenges, double lined, 41.
lozenges, network of, 24, 40—42.

Mah&bhirata, 84.

Malaga, bindings of, 31, 32.
mandarla, 37, 40, 45, 49
Mani, 67, 68, 70, 75.

Mani, portrait of, 2,
Manichasan art, 68.



Manichaean book illustration, 2, 67.

Manichaean school of painting, 2.

Manichaeans, 67.

Manichaeans, technique of the, 13,

Manichasism, 2, 21.

Mansar, Mir, 86,

Mangsiir, Ustadh, go.

manuscripts, Christian, 18, 20—22,
26, 20.

manuscripts, Coptic, 15, 22.

manuscripts, initials of Coptic and
Armenian, 135.

manuscripts, |ewish, 21,

marginal decoration, 18,

marginal decoration of Copric and
Armenian manuscripts, 5.

mashaf, 30.

mechanical
terns, 33.

Mendgib-i-Himerwerdn, 14.

Mesopotamian school, 64, 69,

miniatures, Coptic, 4.

miniatures, Ethiopic, 4.

miniatures, Manichaean, 2, 67.

miniatures of the Buddhist and
Perso-Manichaean school, 12.

miniatures, technique applied in the,
12.

Mirak, Aqa, 76, 78-81.

mishaf, 30

monastery workshops, 34, 59.

Mongol bindings, 98.

Mongol painting, 69-71.

Morocco leather, 31,

mosaics, 1, 37, 72.

mosque of 1bn Tuliin; 6, 17, 112 note
207

mudkahkib, 14, 97.

Mughal school, 87—03.

Muhammad b. Ibrahim, 32,

stamping from

pat-
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Muhammad Khin Shaybani, 7576,
7778

Muhammad Nadir, go.

Muhammad Naqqash, Darwish, 76.

Muhammad Naqqash, Mawlana Ha-
i 77

Muhammad Tagqi, Haji, 100.

mujallid, 14, 108 note 139.

al-Mukhtir, palace of, 1.

Murad ITI, album of, 95.

muragya'dt (cf. albums), 14.

musawwir, 14.

mushaf, 36.

Muzaffar 'Ali, 78, 8o, 83.

Naskd (wheat-starch), 31,

Nasir ad-Din Tisi, 62.

network of lozenges, 24, 40—42.
Nizami (Khamsa of), 78, 88, 68

Oblong folio (format of books), 37.

octagon, 29

openwork, 36.

ornament, floral, 46:

ornament, geometrical, 28, 30,

ornament, pressed with a pattern dip-
ped in black ink, 17.

ornaments, bird, 18,

ornaments, sketches of, 14, 15.

ornaments, terminal, 22—24, 28.

‘Osmin, 95.

ovals, intertwined, 53, 112 note 210.

Painted covers, 42, 43, 100.

painters, Chmese, 70.

painters, Christian, in Stambul, 95,
96,

painters, signatures of, 6, 74, 79
8o, 83, _

painting, Islamic, in India, 84—03.



painting, Islamic, in Turkey, 94—g6.

painting, Mongol, 69—71.

painting, pre-Mongol Persian, 61—68.

pamnting, Timarid, 71-73-

paintings, Chinese, 70, 71.

paintings, Egyptian, 12,

paintungs, Greek, 12

palm-leaf, 23-25, 35, 46-49. 53, 56,
111 note 184.

palm-leaf, half, 15, 26, 41.

palm-leaf, winged, 22—24, 26, 103
note gi.

palmette, 26, 27.

paper, Chinese, 32.

paper-makers, 32.

paper millboard, 47, 49.

papyrus, erotic, of Turin, 5.

papyrus-leal as end-paper, 39.

papyrus millboard,  34-37,
4143,

papyrus pulp (used for book-boards),
34

parchment leal as end-paper, 39, 40,
43; 44, 45, 30, 5L

parchment- and skin-rolls (in Persia
and Mesopotamia), 30.

parrots, 9.

pattern, chess-board, 42.

pattern, circular, 23.

pattern, Criss-Cross, 5. 34

“pattern, endless, 23, 51—53, 57

pattern, fish-bladder, 25

pattarn, geometrical, 57.

pattern, lozenge, 23.

pattern, mechanical stamping from
a, 53.

pattern,

pattern,

pattern,

pattern,

39

square, 22,
stencil, 39.
tendril, 3s5.
toothed, 33, 54
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panern, zigzag, 43.

payment of calligraphers, 97.

peak, angular, 26.

peak, central, 27.

pearls, row of, 29.

Pehlevi texts; 23.

pellets, row of, 43.

pen-and-ink sketches, 17.

pt:‘n-drawiﬂg, 14

Persian designs, 24.

Persian Kings, portraits of, 1.

Persian painting, pre-Mongol, 6168,

pictural representation, hostility to,
I, 92, 95, 96.

picture gallery of Chin, 70.

picture of the author, zo.

pictures, Egyptian, 3.

pictures in the Persian fashion, 1,

pictures of the Prophets, 2.

pictures of the Virgin, 1.

pictures; Sasanian, 66, 67.

plates, gilt, 39.

polygon, regular, 23.

polygon, spherical, 45.

Pompeian wall-paintings, 5.

portrait-coins, 10; IIL.

portrait of Antshirwan, 67.

portraits, Hellenistic, 4.

portraits of Persian Kings, 1.

portraits of poets, 1.

porraits of the Sasanian Kings, 66,
67.

pottery, Chinese, 71, 77, 09.

pottery of Rayy, 6466, 6g.

pottery of Samarrd, 104 note 66.

pottery of Sultgnabad, 69.

prices of books, 32.

prices of bindings, 31,

printed books, precursors of, 26..

protocol leaf (as end-paper), 43.



punches, 38—0.
punching, 36, 39-41, 45.

Qasim ‘Ali, 78—8o.

gare, 14.

quadrilaterals, 29, 38.

quadrilaterals, arrangement of, 113
note 216,

quadrilaterals, two intersecting, 15.

quatrefoil, 22, 35, 39.

quatrefoil as a border, o,

quires, binding of the, 57.

Qur'an, decoration of, 20, 21.

Qur'an roll, 107 note 121

al-Qusayr, I

Qusayr "Amra, 1.

Ramayana, 88.

Rashid, 32.

Rawdat as-Safd, 75.

Rayy, 17, 65.

Rayy. pottery of, 64—66, 69.

rectangle, as the format of books,
57~

relations between Central Asia and
Egvpt, 38, 108 note 151,

relations between Muslim and Cop-
tic binding, 34, 36, 45, 3638

repoussé work, 36, 48.

rhombus, double-lined, 2.

rhombuses, 40, 352.

rhombuses, accumulation of, 41.

rhombuses, arrangement of, 113 note
s,

rhombuses, double-lined, 2g,

rhombuses, series of, 36, 41, 54

ribands, arrangement of, 43,

ribbens, intertwining, 24, 56,

Riza 'Abbasi, 82, B3.

roll-form, 3o.
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roll of the revelation of Daniel, 21.

roll of Traditions, 3o0; parchment
and skin-rolls, in Persia and
Mesopotamia, 30; Quran roll, 107
note 121,

rosette, 9, 29, 34. 45 353

rosetté, eight-leafed, 29.

rosette, nine-leafed, 28.

rosette, sajda, 47.

row of arches, 22, 23,

row of omamental dots;, 18.

row of pearls, 29,

row of pellets, 43.

row of stamps, 41, 48,

Sadiq Beg, 83.
Safawid school, 78-83.
safina form, 49, 57.
sakfkaf, 108 note 139,

sakifa, 30.
sajda roseite, 47.
Sam Mirzg, 79.

Samarra, frescoes of, 1, 103 note 49.

Samarra, pottery of, 104 note 66,

Samarrd, wall-decorations of, 17, 24
54.

sandsig, 108 note 141.

sarlawhk (heading), o8.

Sasanian art, 65—67.

Sasanian Kings, portraits of, 66, 67.

Sasanian pictures; 66, 67.

Sasanian silver dish, 11.

Sasansan traditon, 68.

Sasanians, crown of the, 1o,

satin (book-covering), 32.

satin, books bound in, 32.

school, Baghdad, 64.

school, Harat, 57. 72, 77:

school, Manicharan, 2.

school, Mesopotamian, 64, 6g.



school, Mughal, 87—03.

school, Safawid, 78-83.

school, Timiind, 82.

school, Turkish, g5—gb.

scroll, 53,

scroll of tendrils, 28.

scroll-work, 17.

scrolls, decorative, 32.

scrolls of writing, 26, 28, 29, 36

Shah Muzaffar, 77, 8s.

Shdkh-ndma, 72, 78, 98, 100.

Sharif Shafi’, o6.

shell-gold, 25,

Shiblizida Alhmad, 95.

Shifat al-Migrad al-Ujayfi, 32.

shoes, Copric, 35.

signatures of painters, 6, 74, 79, 80,
B3.

silk (books cased m), 32.

silks, Chinese, g9.

silver (oxidized), 36.

silver dish, Sasanian, 11.

silver ink, 19,

simurgh, 71, 99,

sketches of ornaments, 14, 15.

slits, series of parallel, 36, 37. 39,
45

smoothing iron, 109 note 164.

South Arabia, bindings of, 31, 57.

South Arabia, leather industry in, 30,
31.

Spain; bindings of, 31.

spheroids, 51.

spiral, double, 51, 53.

spirals, 24, 35, 37-

square, 45.

square (format of books) 57.

square, double, g0

square frame, 51.

square frame, double-lined, 29,
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square, looped, 46.

s(uare, pattern, 22,

squares, double-lined, 29.

SUAres, INLErwoven, 40.

squares, superimposed, 25, 33.

squares, two interlacing, 50.

squares, two intersecting double lined,
23

stamped work, 40.

stamping, 57.

stamps, engraved, 28

stamps, row of, 41, 48,

stamps, series of, 37.

stamps with a bird, 53.

stamps with a rosette, 40, 53.

stamps with animals, 40,

stamps with antilopes, 41.

stamps with geometrical figures, 4o.

stamps with intricate work, 40.

star, 50,

star, eight pointed, 40, 41.

stencil patterns, 39.

stencilled circles, 36—39.

strips of text, 26, 28.

studies for designs, 15.

Swbhat al-Akiddr, 9b.

Sulayman [, 93,

Sultin 'Ali Mashhadi, 7s.

Sultin Mubammad, 78, 8t.

Sultinibad, portery of, bg.

Siira divider, 106 note 103,

Siira-divisions, 19, 23, 25, 34 47.

Siira headings, 23.

Sira titles, 19, 22, 26,

swans, 40.

symplegma, representation of, 4.

Tahmasp, Shah, 78, 81.
Tai' (cloud form), 71.
at-Ta'if, bindings of, 31.



tanneries in Cario, 31.

tanning in Arabia, 3o, 3i.

tapestry design, 1ob note 1o08.

Tag-1-Bustan, 8, 23.

Ta'rikh-i-Rashidi, 85.

farrdh, 14.

tarrdhi, o8.

technique applied in the miniatures,
[2:

technigue of the Manichaeans, 13,

Tell el-"Amarna, wall-paintings of,
102 note. 25,

tendril, 53.

tendril pattern, 33.

tendrils, confused, s2.

terminal ornaments, 22—24, 28.

text, framing of the, 29,

text illustrations, 12.

text, strips of, 26, 28.

texts, literary, 18,

texts, Pehlevi, 23.

textiles, 24.

wxtiles, Coptic, 23, 24, 40.

thongs. plaited, used as clasps, 37.

huiuth hand, 20, 21.

thuluth Rayhdini, 2x.

Timiind bmding, 99.

Timiirid painting, 71-73.

Timiind schoal, 82.

firdzs, G.

title-page with framework, 18.

title-picture, 1o, 11

title vignette, 25,

tomb steles, Arabic, 26.

tomb steles, Coptic, 44.

tomb steles, Greek, 26.

tombstones, Arabic, 29, 113 note 216,

vooled work, 41, 45, 47, 57.

toothed pattern, 53. 54

traditions, roll of, 3o.
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trapeziums, 23.

trapezoids, 25,

trefoil, 18, 37. 40. 41. 49. 53.
trellis-work, 22,

triangle, 45.

Toliinid ernamentation, 6,

Tiimar hand, 19.

Turfan, frescoes of, 67.

Turfin, German expedition to, 2, 38,
Turkish school, 93—ab.

Ushminayn, al-, 5, 7, 8, 14, 28, 36,
50 52, 53

Verse divisions (of the Qur'an) 23, 47:
ven verse divisions cf. "d@skira marks

vignette, 15,

vine-leaf (ornament), 40:

Virgin, pictures of the, 1.

volume for everyday-use, 42, 111
noté 202.

Wali Jan, os.

wall-decorations of Samarrd, 17, 24,
54-

wall-paintings of Tell el-"Amarna,
102 note 25.

wall-paintings of the Buddhist and
Perso-Manichaean school, 12.

wall-paintings, Pompeian, 5.

warrdgun, 32.

Watteau, ga.

wheat-starch, 31.

whorl, 25.

wood hindings, 33.

wood block, 28, 53-

Wmfl COVETS, 4447

wood-cuts, Flemish-Dutch; 8q,
note 283,

wood-cuts, German, 8g.
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writing, bands of, 36.
writing, scrolls of, 26, 28, 29, 30.
writing-tablets, 20, 25.

Yahva b. Muhammad b. Yahya b.
Abi'l-Hasan of Wasit, 14,

Yinis, 32

Yemen, bookbinders’ art im, 31.

Zigzag band, 18, 40, 50, 112 note
207

zigzag bands, intersecting, 18, 33,
34, 36

zigzag border, 28, 29,

zigzag line, 39.

zigzag pattern, double lined, 43
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- FRAGMENT OF AN ILLUSTRATED MANUSCRIPT.

with a drawing of a tree as a vignette at the end,
Seem FWMH*F’WM _ I
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A, Above: W OF AN 1mmamﬁomnﬁﬂrm

See p.5—6. From al-Us

VIENNA| SATIONAL LIBRARY. ARCHDUKE RAINER ¥ PR COLLECTION,
mtm AR. 25615,
15-X CENT.A.0:

B, Below, 'Pﬁfmwma ON VELLUM

Greek. See pt . From the Fayyim.
HOUKE lﬂﬂi:' APYRUS COLLECTION,
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A. Centrs; left: TRAGMENT OF AN [LLUSTRATED MANUSCRIPT

See p.y—ﬂ From al-Ushminaymn.

VIENNA, NATIONAL LIBRARY, ARCHDUEE RAIRER FAPYRUS COLLECTION.
1NV, CHART. AR. 13682,
- l:lh‘.mn.

8, Above, right: FRONTISPIECE OF AN ILLUSTRATED MANUSCRIPT

See p.8—12. From al-Ushmanayn,

VIEXRA, NATIONAL :-l_:ll.lﬂ' ARCHDUKE BAINER PATYRUS COLLECTION.
Eﬂ.mﬁ’ mtjun
K CENT.A: D,

c.m right: mwamm

with title strip written in silver. Ses p1g. 1

VIERNA, RATIONAL LIBRARY. mmmm J
NV, CHART. AR. 7322,

e £T
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DESIGNS FOR ORNAMENTS
. Left: PEX-DRAWING ON PAPER
See p.14 and fig.10.
VIEXRA, muunu. LIBEARY, ARCHDUKE RAINER PAPYRLS COLLECTION.

INV. CHART. AR. 25641.
E-EI'CENT.A.D.

B. Right: PEN-DRAWING ON PAPER

| ~ See p.ag1s and figiar. From al-Ushminayn.

VIERNA, NATIONAL LIGRARY. ARCHDUKE RATNER PAPYRUS COLLECTION.
WV, qnm.u.uﬁu.
m—mmm
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STUDIES FOR BIRDS, MBQUEES AND FLOWERS
A. Above, left: PEN SKETCH ON PAPYRUS
See p. 15

VIENNA, NATIONAL LIFRARY, ARCHDURA RAINER PAFYRUS COLLELTION,
ANV, AR, PAF, 10053,
IX<X CENT,A.D.

8. Above, right; PEX SKETCHES ON PAPYRUS
Smpts,l? meﬂmFa‘pp.lm

: ‘The illustration has been put in upmducfnwuandiﬁmﬂﬂﬂuu

/it may be seen properly, it should be turned round abour 180°..

VIENNA, NATIONAL LIBRARY, ARCHDUKE RAINER PAFYRUS COLLECTION.
VO AR PAP. 160EL.
X CENT. AD.

C. Below, left and D. Below, right: PEN SKETCHES ON PAPER
Bfﬁ.p-ﬂ?ﬁf&-
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A Above, left: AMULET WITH ORNAMENTAL TOP
See p.26.

VIENNA, NATIONAL LIBRARY, ARCHDUER RAINER PAFYRUS COLLECTION.
I8V, CHART. AR. 25616,
IEE'H"I-' &..l.k

B. Above, right: AMULET WITH ORNAMENTAL TOF
See p.26—27. _ |
VIENNA, NATIONAL LIBRARY. ARCHDUKE RAINER PAFYRUS COLLECTION.

X CENT.AD, .

. Below, left and 0. Below, right: FRAGMENT OF A WORK ON TRADITIONS
with an inscribed border. See p.19.

VIENNA, WATIONAL LIBRARV. AKCHDUKE RAINER PAFYRUS COLLECTION.
- TNV, CHART. AR-1924 + 25647, [

et Vi .
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A Above: ORNAMENTED PAGE FROM A QUR'AN ON VELLUM
EATRD, EOYPTIAN LIBRARY. !lg,_lilj_tl N0, 194, FOL I8,
VIIIX CENT. AJD. '
Phote Lehnert & Landrock, Catro

B. Below: TITLE PAGE OF A Ms, OF THE BURDA OF AL-BOSIRI

DATED E345 A1V
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TITLE PAGE OF A M5, OF THE BURDA OF AL-BOSIRI
See p.2s. _
VIERKA, NATIONAL LIBRARY. N, . 381, FOL.1..
'ﬂlm ’iﬁﬂ hﬁ!'ﬂ*

Phote Jaifé, Vienna
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AMULET, WiTH PARAGRAPHS DIVIDED BY DESIGNS FROM STAMYS
VIENNA. NATIONAL LIBRARY, ARCHDUKE RAINER PARYRUS COLLECTION.
IRV, CHART, AR: 7205,

% CENT. AT,
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"&mm RoLL, wt:m auum 'r.'lm'

HFIDELBERS, UNTYRRSITY LBRARY. mllmummnm COLLRC
X CENT.A.G. =

Photo Jaf¥, Vienna
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COPTIC BINDING, WITHE LEATHER APPLIQUE WORK
See p.34. From the Fayytim.
.. A, .-.- _ o .I_-:._.I-.__.....-.. ..-..I._ ..- 3 :- .L T&_r*!':’m‘n‘“m
VITHIX CENT. A D,
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A. Above, left: FRAGMENT OF A SHOE
with leather appliqué work. Coptic. See p.35.
ﬂﬂﬂﬂu Hl‘!‘lﬂ‘lﬂ- 'I-I!ll-ﬁi‘\‘ ARCHDUKE EAINER PAPYRUS COLLECTION.

INV. AR PAL ST 21H
ABOUT G50 ALD.

B. Above, right: FRAGMENT OF A SHOE
with leather appliqué work. Arabic. See p.35.
VIENNA, NATTONAL LIBRARY. ARCHDUKE RAINER PAPYRUS COLLECTION.

INV. CHART. AR, 25003,
X CENT.A.IL

C. Below, left: CormiC BINDING
with leather appliqué work and incised work. See p. 36..
l.qnm:, nrﬂm MUREUM. LEPARTMENT (08 Iu-:-rl;mltm mm-.
Vil CEXT AL UL
0. Below, vight: Corric Bmmm
wath interlacing woaled work and punching.. See p.39.

VIENNA; RATIONAL LIBEARY. ARCHDI'KE RAINER PAPYRUS COLLECTION,
INV. GR.PAP: 30503,
VHF-TS CENT. A, D

A 8. and 0, Phote National Library, Fienns:
. Photo K. B. Fleming, London
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A: Left: FRAGMENT OF A PAINTED VELLUM END-FAPER OF A C0
See p43—44-
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[ .
~
gy A, Above; ARABIC BINDING OF A QUR'AN
wﬁﬂgp.Smp 45#4&
ﬂmr“
N B. and C. Below: ARABIC BINDING OF A QUR'AN
with remains of a flap. Seup 1.6-1;.

CAIND, EGVPTIAN LISRARY. MASAHIF NO.192..
ﬁm‘kh-.
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A, Above, right: FRAGMENT DOF A PAINTED COPTIC BINDING

See p.43.
VIENNA, NATIONAL LIERARY. ARCHDUKE RAINER PAPYRUS COLLECTION,

I¥V. FERG, AR, 3530,
VIl CENT AT,

B, Centre, right: FRAGMENT OF AN ARABIC ENU-PAPER
See p.32. From al-Ushmiinayn.

VIENNA, NAVIONAL LIBRARY. ARCHDUKE RAINER PAPYEUS COLLESTION,
INV, CHART AR 33630,
N-X1 CENTOAL D

C. Above, left: RECONSTRUCTION
of the circular ormament of Inv. Chart. Ar. 25630.

Lrrasorng by Nittmany

D, Below, left: FRAGMENT OF A VELLUM END-PAPER OF AN ARABIC BINDING
See p. 50,

VIENNA, MATIONAL LINEARY. ARCHOURE RAINGE PAFVEUS COLLECTION,
INY. PERG, AR. 315,
X CENT, A D

E. Below, right: FRAGMENT OF A VELLUM END-PAPER OF AN ARABIC BINUING
See p.50—51. From al-Ushmiinayn,

VIENNA, NATIONAL LIRRARY, ARCHDUKE BAINER PANEUS COLLKETION!
INVUPERG: AR, 357.
X CENT. A1

Pilerte faffé, Vienso
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Ao Above, left: FRAGMENT OF AN ARABIC END-PAVER
See p.§1-52.
BERLIN, STAATLICHE MUBEEN, PAPYRUS COLLECTION. P 1nfoa,
E=XI CENT.A; D\

B. 'A"Ewr, ng,&! RECONSTRUCTION OF THE GEOMETRICAL OJRNAMENT OF #.12802.
C. Contre: FRAGMENT OF AN ARABIC ENI-FAPER
See p.32—53. From al-Ushmimayn,
INY, CHART. AX, 25633,
hoto [, Wiewes:
D. Below: RECONSTRUCTION OF THE ORNAMEN
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FRAGMENTS OF ARABIC END-PAPERS
From al-Ushminayn.

VIENNA, NATIONAL LIBRARY. ummnmtmn: m
A-%1 CEXT. AT

LMM INV. CHART. ngﬁummammﬂﬂmﬁﬂ-:
hMM:mv.mmqm . IMPRESSION FROM STAMPS, hmﬂ-ﬂa

. Centre: INV. CHART. AR, 256408, FILIGREE WORK. Emp.%

’.—.-W’ SV, CHART, AR. 25640 A. FILIGREE WORK. See P. 54, 5.
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51
FRONTISPIECE OF A TRANSLATION INTO ARABIC

Ascribed to JOHANNES GRAMMATICUS,
of the first book of Galen’s treatise on Electuaries.

The central figure in the picture probahly represents the prince for whese library the
manuscript was written and illustrated. An arendant immecdiately behind the prince,
holds some kind of standard, while another attendant, opposite to him, bears the
royal sword in its scabbard; in balconies on either side are servants, —on the right,
a cupbearer and another holding a bird (a duck or a goose), — on the left a falconer,
and a spear-bearer. Along the top of the picture runs a hunting scene, in which the
prince with his companions is depicted shooting the wild-ass and the deer. Immed-
sately below this, and over the wooden screen at the back of the prince, are visible the
heads of four men who appear to be engaged in agricultural wark; the figure on the
right is wielding such an implement as is shown in Plate 37a. If this conjecture is cor-
rect, we have here such a representation of the life of simple folk as is to be seen in
Plate 53 (see above p. 80) and F. R. MARTIN, Mintature Painting and Painters of
Persia, vol 11, Plates 131, 132, where behind the enclosure in which sit the royal
personages a labourer tills the soil. In the lower panel of the picture is a procession
of men on horse-back and women on camels, All the figures, even the birds, have
haloes of the type familiar in Christian art.
VIERNSA, NATIONAL LIRRARY, A FoiG, ¥OL 14,
FIRST HALF OF THE XIIT CENT.A. D

Phote faffé, Viewnn
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N 33 ®
| A TRANSLATION INTO ARAKIC

: ascribed to JOHANNES GRAMMATICLS,
' of the first book of Galen’s treatise on. Electuaries.

A.. Abover A BOY BITTEN BY A SNAKE CURES HIMSELF BY MEANS OF THE BERRIES
' 5 OF THE LAUREL TREE, AND THIS GIVES ANDROMACHUS THE FIRST IDEA OF THE COM--
POSITION OF THE Tmuﬁ [mt..an)

r 0. Below: A MAN BITTEN BY A SNAKE CALLS TWO LABOURERS TO HIS RESCUE.
. : {FoL"128)

VIEXNA, NATIONAL LIBRARY. A ¥.10:
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A Wﬂnﬁ' INTO ARABIC
ascribed tuJumm GRAMMATICUS,

of the first book of Galen’s treatise on Electuaries,

A. Abore: SNAKES BEING MADE TO BITE IMAGES OF MEN, S0 AS 10
mnucml..xgn)

B, Bedowe: THE STORY OF A SNAKE THAT ROTTED AWAY, WHEN SHUT UF IN A GLAZ-
EDJAR OF WINE (FOL. 1288);
VIENNA, NATIONAL LIBRARY. A, ¥, 10.
Hi#,lﬂu OF THE XU CENT, A. D,
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AL-BIRCNI, AL-ATHAR AL-BAOIVA

A, Above: MUHAMMAD PREACHING HIS FAREWELL SERMON (FOL.78).

B. Belosw: ABRAHAM DESTROYING IS FATHER'S [DOLS, SEE QUI'AN, XX1, 59
. (foL seew). _
RDIKEURGH, UNIVERSITY LIBRARY. NO. 161
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AL-BIRONI, AL-ATHAR AL-BAQIVA

A, Above: THE FALSE PROPHET, BAHAFRID, TELLING A PEASANT THAT HE HAD JUST
COME DOWN FROM HEAVEN AND HAD BEEN COMMISSIONED BY GOD TO TEACH 4
mmmn(roh TIIR):

|
) . Beloto: HINDUS SITTING TOGETHER IN A PLEASURE:GARDEN ON A FESTIVAL DAY
=1 (FoL.1538). n
| EDINAURGH, UNTVERSITY LIBRARY, NO.167.
mﬁaEWa D).

Plisto Victoria and dlbert Musewn, Soutk Kensingion
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AL-BIRON, AL-ATHAR AL-BAQIYA

A. Above: PHYSICIANS PERFORMING THE CAESARIAN OPERATION (FOL. £7).
B. Below: THE DEAD BODY OF MANI EXPOSED AFTER HIS EXECUTION OUTSIDE
THE GATE OF THE CITY OF JUNDI-SHAPCR (FOL.105).
EPIRBURGH, UNIVERSITY LIBRARY. RO G .
| DATHI 767 A1 (3078 A, 1)
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- ALBIRONL AL-ATHAR AL-BROWA
. Mubammad declaring "Ali, wh!:smhmcdlﬂbrmd EWO- X

1 DATED 707 AN (13078 A.0).
oy r =T Prveh 4= e “..Iu .:-. :":‘:I_." J:,il.ﬁ,.. -




» .-

[SF kA .!;.:"3 P IS

=









.at,.
ﬁnﬁm Mlmv
A

nnn‘ ’ m
P
e armi;é;“

| 1ai. ;




. ¥ o
i #
I # e B
B
- i
r -
.__:_ mﬂ_- . o — —— -

—_—— -

illis7 : ==

’11 iﬂ-"" || 1“H % )/







T I .._...._._..J- r .__,

M= YT PEEE ki




 wspuoy ‘Supuyy &.ﬁ.ﬁﬂ,

Mol ol

(6104) h—L E,_%Em% .:9&&%5 oaogp v
TNAYMY L1V INY [ NICaY qiHsYY

B4










rl'llt._' ilt [ § 'l i'l’l"l Ll [ it L] | ad .rf! q—ﬂ- &
.'L1L" ‘:. . T T L ISR [I™ RN | = BED Wl Nd PR
[HL & SAAf s I'“_ -ﬂ"u-"r.ul - | LA AN P e T
FHT ke Foret alil e ey BE Rk =HARAIT il sl 1A & hsben ol (o

Ka_a Npwh = ekt ' -

U (11" m TS [ FCRITTTC N TS AT 7 0 PTRAA T T
P X I A NgT el ]

e R

8 sl 4

ﬁ‘




Mufizz), DIWAX

A. Abovés THE POET MU'1ZZ], WHO WAS COURT-POET IN THE SERVICE OF SULTAN
SANJAR (OB, 1157 A, D.), GOING OUT WITH HIS ROVAL MASTER 10 SEE THE NEW
MOON AT THE END OF THE FAST OF RAMAUAN, THE POET WEARS A TURBAN; THE
'SALIDQ PRINCE AND HIS FOLLOWERS ARE REPRESENTED IN THE DRESS OF THE
Movoous (roLam.
 Below: THE VoET MU'IZZI READING HIS POEMS TO THE SULTAN (FOL. 14):
LONDON, IXDLA OFFICE LIBRARY. ETHE NO, 912
DATED T4 A (1304 AD.). '
Phota R_B. Fleming, Londow
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AL-HARIRI, MAQAMAT

Froniispiece: A prince, seated cross-legged on a throne, among his courtiers, and
holding & goblet in his hand; in the loreground (centre) is an acrobat performing a
feat of balancing on a rounded circular bowl. The attitude of the angels, behind the
prince, seem to bea reminiscence of the two-winged Victories on the arch of Tiég-1-
Biistan (see E. Herzrern, Am Tor von Asien, Berlin 1920, Plate XXXIIT),
See p.64.
VIENRA, NATIONAL LIHRARY. A F.0y FiH. I
PATED. 734 A-H (1334 A:D.)
Phote Jaffé, Fienna












AL-HARIRI, MAQAMAT

A Above: ABD ZAYD, AFTER PREACHING A SERMON AGAINST . mmmnmJ
FOUND FEASTING ON A ROAST KID AND WHITE mm, mn;mwm
(FoL. 68)

8, Aelow; AB0 ZAYD nmwmmn sz‘rﬂ IN THE PUBLIC LIBRARY OF AL-BASRA

S0 . ¥ -'33}

Mﬂnﬁml«@mm)-
oo Wekivmel bk P













Ar-HaRIRL, MAGAMAT
A. Above: ABT ZAYD AMONG THE REVELLERS IN THE WINE SHOP OF "ANA
(FOL. 428).
¥, Below: ABD ZAYD ASKING FOR ALWIS, 1N THE DISGUISE OF AN OLD WOMAN WITH
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]
A-s;ﬁmm’ g, MAQAMAT
‘A, Above: WHMILE THE NARRATOR 15 ON THE PILGRIMAGE TO Mm And Z.mm
AND HIS SON HEG FOR FOOD AND A CAMEL, TG ENABLE THEM TO CONTINUE THEIR
JOURNEY (FOL. 48),
B, Below: THE MERCHANT OF SINJAR BILDING FAREWELL TO THE GUESTS HE HAD
. ENTERTAINED AT A BANOUET (FOL. 39).
YIENNA, NATIONAL LIBRARY. A.¥, 0.
_ mﬁmm..su {m;ua.
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ALHARIK, MAGAMAT

A, Above: ABE ZAYD RECOVERING FROM FEVER, IS VISITED BY HIS FRIENDS; HIS

SON STANDS BEHIND HIS FATHER'S PILLOW (FOL.648).

5. Below: THE ¥ARRATOR, HMAVING FALLEN INTO GREAT POVERTY, SEEKS ASS-

ISTANCE AT THE TENT OF A WEALTHY TRAVELLEK, WHOM HE DISCOVERS 10 BEAKC
ZAYD, WHO HAD BEEN RICHLY REWARDED FOR COMFOSING AN EULOGY ON THE
'GOVERNOR OF 105 (FOL.878).

VIENNA, RATIONAL LIBRARY. A.¥.4.

DATED 734 AH, (3334 AT
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NizAu1, HAFT PAYKAR

Bahram Giir exhibiting his skill in shooting to his lutist, Fitna, who is seated on
I a horse in the centre of the picture. The signature “Bihzad™ may be seen in theex-
treme left-hand corner, at the bottom of the picture.
NEW YOKK, METROPOLITAN MUSEUM OF ART.
PERSIAN MSS. NO. 10, FOL. Y71,
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lq,ﬁlﬂ,HmFum
;mwmmmdmhmzamm

BERLIN, PREUSSISCHE STAATSEIRLIOTHER. DIEZ 4, FOL.7, FOL. 301,

’ mw EARLY XVI CENT. A D.
mmmm-
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T;Itraa. KAsum,
YN AL~
FT&EHIB » Egypt.
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The Wi e
fe of Harith implu;; hm- mewm children.
Muslim, the en e -
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BERLIN, FREUSSISCUE. mmnmmnf;.mym nf
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| AvsuM ofF SuLTay Murap 11
: “The entrance to the harem of the palace, the front of which is decorated with colour-
‘ed tiles: the ladies are looking out of & balcany, while a female servan at the door
speaks to one of the door-keepers.
VIENNA. umm mm :ﬂ!‘l‘.sﬂ FOL. 29,
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I_w.lq n;];nnjmu 8. MANSOR B, Eﬁaur AN-NISHAPORID
Qisas al-Anbiya (Biographies of the Prophets)

| Abraham, just about to sacrifice [smael (whom the majority of Muhammadas
cmmmmrwkmmthmo&mm}
£ chiecked bir @4 angel whi bringa s yam.

BERLIN, § mﬂmnm nm;;.m & TOLAt,
SATSR AN (ISF2 AP
Phote Staatsbiblivthed, Berlin
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IsHig 5. 1BRAHIM B. MANSOR B. KHALAF AN-NISHAPORI
Qisas al-Anbiya (Biographies of the Prophets)
Joseph discovered in the well by the servants of the merchant travelling 1o Egypt.

RERLIX, PREVISICHE -;mmh-g DIEZ A FOL. §, FOL 5§58
DATER Mm’mﬂ;ﬂl AD)

Pioto Stastshiblivthe. Beriin
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““m’” 3.
AD.

Marriage rejoicin 1072
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Hlnmim, RAWDAT AS-SAFA
When Sultan Tukush, Shah of Khwirizm, in 1192 marched on Rayy to attack the
Saljiq Sultan Tughnl,\ Baha adr%:'ﬂl.ltmmm&ﬂ. gmutgmnli&ther afthu:lrm
Juwayni, recited a quatrain in his honour; this so delighted
- it sung to him uﬁlcheﬁtdﬁnhugﬁm. muilhempmdz q,-iwlewine-,hz.
BERLIN, PREUSSISCIE STAATSHIBLIOTHER, OR. TOL.160, mqh.-
COPEED Thog A1
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NizAMI, KHUSRAW AND SHIRIN
strated by Rica “Abbas
A complete déscription qfthu MS. is given in WMMW,
. XXXVIII (1920), p.61fL
Khusraw entertained by Shirin.
SUUTH KERSTNGTON, LIRKARY OF THE VICTORIA AND ALBEKT MUSEUM, KOL.73.
THE COLOPHON BEARS THE nm*lnq‘m.lv{tﬂhmnq
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N:;m Kgmuw m;nsm

Khusraw in battle m!mini mpln mthehdgd&cﬁumumy.

SOUTTH KENSINGTON, Mﬁr-;uumm ALBERT MUSEUM, FO5. 88,
| BATHD -mmammm.

| Lhota of the Muse
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Hm, Egmmmsmm
llustrated by Riza 'Abbasi _
Sbi&n giving | Fa:hi& a cup « ﬂ" water to drini:.
WWMW&%
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1 N:;M ;Ema!rm SHIRIN

I I&mﬂhyﬂiﬂm
Khusraw, on an hunting expedition, visits the castle of Shirin,

SOUTH m,mwﬂﬁmﬁn&miﬂﬂrmmd&
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PORTRAIT OF RIZA "ABBASI
BY MU' MuSawwiR

See The fournal of Indian Art XV1I, Noii13s, July 1916, p.6o.
The inscription is as follows: “The portrait of my late master, who has gone to his
rest, on whom God has had mercy, Riza “Abbasi the painter, known by the name
of Riza "Abbasi Ash'ar (?); it was painted in the month of Shawwil 1044 (March
1635). In the month of Dha'l-Qa’da of the same year (April) e passed from his
transitory life to the life eternal; and this portriit was finished 4o years later on the
t4th of the month of Ramadan of the year 1084 (24 Décember, 1673), in accordance

with the wish of my son, Muhammad Nasira. Mu'in Musawwir

(may his sins be forgiven!),”

Photo Artists flustrators, dondon
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- Fara "ALl KHAN KRsul
the court poet of Fath 'Ali Shah, King of Persia (1707—1834),.
Fath "Ali Shih on his throne receiving revenue.
LONDON, INDIA OFFICE LIBRARY, eTid gor, FOL 33,
Photo R B: Fleming, Lonidon
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[ Fﬂﬂﬂ 'I-I'FID ﬁn-mm
by Mirza Abu'l-Hasan Ghafiart Qashani.

| EONDOK, BRITISH MUSEUM: mumm%mﬁ.
\ mmmwmmw
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WAQIAT-1-BABURL

translated from Turki into Persian by ‘“Abd ar-Rahim.
Babur laying out a garden in a village near Kabul. “There is a pleasamt halting
place outside it, under great planes, green, shady and beautiful. A one-mill-stream,
having trees on both banks, flows constantly through the middle of the garden;
formerly its course was zig-zag and irregular; [ had it made straight and orderly:

so the place became very beautiful”
The Babur-nama, translated by S, A, BEVERIDGE, p, 216,
LONDON, BRITIFH MUSEUM. DEPARTMENT OF MANUSCRIFTS, OR. 3714, FOL. 1808
Phvte Aveiste Hlustrators, Londan
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Apin KHusraw Dineawl, KHaMmsa
The poet presenting his work to his patron, "Ald ad-Din Mubammad Shah Khalji,
Sultan of Dihli (12¢6—1316 A, D),
As this picture, which oceurs at the end of a poem, was painted three centuries
later, the representation is, of course; purely imaginery,

BERLIN, PREUSSISCHE STAATSBIBLIOTHER. GR. FOL 1278, ML 43
COPIED BEFORE 1017 A.D,

Phote Staatsbibliochek, Berlin
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AMIR KHUSRAW DiHLAWL, KHAMSA
An artificer, named Hasan, imprisoned for defrauding his sovereign,
1s rescued from the dungeon by his wife.

Pamnted by Hishim, one of the court-pamters in the reign of |ahangir.

BERLIN, PREUSSIACHE STAATSRINLIOTHER, OK. FOL. llfﬂ, Fol. t47 B,
COPIED REFORE 1617 ALDy

FPloto Sraatsbebliorkeh, Serlin
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A youth who has lost his way in the forest tells the story of his wanderings:
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PorTrAIT OF BAQIR KHAN (0B.1637) | N !
a Persian of noble birth, wﬂomkmin India under the emperors

and m ﬁhﬁn.
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PORTRAIT OF H.wmmm {08, 1716) "
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LONDON, INDIA OEFICE mmm, I,l}
Fhoto R. B. Flewing, London










ng

q’l-n "4 d it H'J'n‘r'n-rﬂ'- i
i o el aan et e sl e
ilq-qw‘.-n
N -

! 1 1acmml
i.‘. AT ot T . b
BT 5T el

v :




01
PORTRAIT OF Husayx PAsuHA IsLim Kuin Roml
formerly Beglarbug of al-Basra, who fled into India to escape being beheaded by the
Sultan of Turkey; he was kindly received by Awrangzib who made him governor
of Malwa; he was killed in the war against Bijdpur in 1676,
LOSDON, INDIA OFFICE LIBRARY. JOHNSON COLLECTION, 1, 71,
FPhoto R, A, Fleming, London
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FroM & MS. oF KHUSRAW AND SHIRIN, BY SHAVEH!
A. Above: SHIRIN LOOKING AT THE PORTRAIT OF KHUSRAW (FOL, 17).

B. Below: FARHAD CARRYING SHIRIN AND HER HORSE (FOL.52).
LONDON, SRITISH MUSEUM, SUPARTMENT OF WANUDSURIFTS, OR. 2708,
PROBABLY OF THFE LATTER FART OF THE XV CENTURY.

Fhoro Aveists Hilnstratons, London
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TuLd't PASHA-NAMA

Ken'an Pashd marching through the provincs of Rumili in March 1627, in arder to
put down the brigands that infested it, and being welcomed by the inhabitants.

LONDON, BRITISH MUSEDM, DEPARTMENT OF MANUSCHIPIS, STOANE 584, VDL 25,
ABOUT 16530 4. T

FPaoto Artistv Sllustrators, London
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FRONT COVER OF A BINDING IN BLACK LEATHER
with traces of gold-pressed marginal lines. The corners and medallions are filled in
with eluborate fligree work of gilt leather, supenimposed upon a ground of rose
and azure blue. Size 40,2 % 250m.
STERNA, AUSTRIAN MUSHUM FOX ART AKD INDUSTRY. IRV, NO. 16 840G (3621),
Phato Frankenstein, Vienna
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COVER OF A QUR'AN
Brown leather with gold-pressing. The centre panels are filled in with a deficate
Horal trellis pattern. Along the outer border, in a bold Nasta'liq charmcter, is Siim
XCIV of the Qur'an. Size 49 % 32em,
VIENNA cm.:.:cr:ﬁun OF PBIL-TIGDOR. INV, idg.

Phote Frawkessteim, Vienna
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THE IsNER CovER OF PLATE too

covered with a delicate lattice: work made of thin leather superimposed upon &
ground variously eoloured, blue and red and gold.
VIEMNA, COLLACTION OF DA FIGIHR 1INV gy
Phots Franemiteiz, Viewna
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LACQUER BINDING
made by Haji Mubhammad Taqi of Isfabin, lor Nasir ad:Din Shah of Persia
[ 1B43—13890)
The colour of the background is yellow, which blends harmoniously with the gold
work that covers it. Red. blue and vellow are used for the circles thae form pare
of the central design, and black is also skilfully used for contrast. The bolder
mscriptions are in gold on a black background, while those in the ablung panels
ini the borders are written in hlack letrers ona gald background. Size 33 x 45 cm.
VIERNA, AUETRIAN MUSEUM VOR ART AND INDUSTRY. 1NV, 50,77 {1143}
FPloro Feankenzieen, Frenwa



o

o

¥

T

iy
5}*‘ u'k’t;



















2k
1 ‘—l-ﬂ"l o
-












OF THIS EDITION OF THE 1ISLAMIC BOOK 375 NUMBERED COPIES WERE PRINTED,

THE TEXT WAS PRINTED BY AUGUST PRIES IN LEIPZIG. THE BLACK AND WHITE

COLLOTYPE PLATES WERE EXECUTED BY F.BRUCKMANN A.G. IN INICH, THE

COLOURED COLLOTYPE PLATES BY MAX JAFFE IN VIENNA. THE BINDING WAS
CARRIED OUT BY HUBEL & DENCE IN LEIPZIG

THIS COPY 1S NUMBER
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Central Archacowgical Library
NEW DELHL 20 §¢56

Cati No.77€0 . P/ /A‘ﬂ.h /_{;'n

sl LTI &
S wolntavey, A -

Titl&?w -ﬁu@mh B b2,
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