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New photography of MMA
objects by Katherine Dahab,
Anna-Marie Kellen, and Eileen
Travell; cover by Bruce Schwarz.
The Photograph Studio, The
Metropolitan Museum of Art.

Covers: Details of pages from
‘Attar’s Mantiq At-tair (The Language
of the Birds). Iran, Herat, A.H. 892
(A.D. 1486). Written in Nasta'liq by
Sultan ‘Ali al-Mashhadi. Ink, colors,
and gold on paper. (front)
63.210.34r. (back) 63.210.47r.
Inside front cover: Detail of a wood
Koran stand. West Turkestan, dated
A.H. 761 (A.D. 1359). Carved with
fourfold repetition of “Allah.”
Bottom (not shown) contains names
of twelve Shia imams and signature
of artist, Hasan ibn Sulaiman of
Isfahan. Rogers Fund, 1910 (10.218)

The Metropolitan Museum of Art
Bulletin

Summer 1992 Volume L, Number
1 (ISSN 0026-1523)

Published quarterly © 1992 by The
Metropolitan Museum of Art, 1000
Fifth Avenue, New York, N.Y.
10028-0198. Second-class postage
paid at New York, N.T., and
Additional Mailing Offices. The
Me'ttopolitan Museum of Art Bulletin is
provided as a benefit to Museum
members and available by subscrip-
tion. Subscriptions $22.00 a year.
Single copies $5.95. Four weeks’
notice required for change of
address. POSTMASTER:

Send address changes to Membership
Department, The Metropolitan
Museum of Art, 1000 Fifth Avenue,
New York, N.Y. 10028-0198. Back
issues available on microfilm from
University *Microfilms, 300 N. Zeeb
Road, Ann Arbor, Mich. 48106.
Volumes [-XXXVII (1905—1942)
available as a clothbound reprint set
or as individual yearly volumes from
Ayer Company Publishers, Inc., 50
Northwestern Drive #10, Salem,
N.H. 03079, or from the Museum,
Box 700, Middle Village, N.Y.
11379. General Manager of
Publications: John P. O’Neill. Editor
in Chief of the Bulletin: Joan Holt.
Assistant Editor: Tonia Payne.
Production: Matthew Pimm.

Design: David Skolkin/Binns & Lubin

EE CALLIGRAPHY, whether written on paper, painted on clay,
or carved in stone, is one of the high achievements of Islamic
culture. Arabic writing was formalized and embellished out of
the need to transcribe the Koran, which, until shortly after the
death of the Prophet, had been passed among believers through
an oral tradition. While copies had to be accurate, they also had
to be worthy of the sacred verses. It is not surprising, therefore,
that a beautiful hand was encouraged to set them down, and
scribes aimed for balance, elegance, and harmony in their work,
dedicating their skills—and sometimes their entire lives—to
their art. In Muslim lands master calligraphers achieved an even
higher status than painters. In this brief history many of the
illustrations are of pages from the Koran, providing important
continuity, but equally fascinating are other literary documents
and inscribed objects, both secular and religious; they have spe-
cial qualities that gave rise to new styles, from the arcane
Musalsal, used for “secret” messages, to the light and elegant
Nasta'liq, which is often complemented by delicate miniatures in
fifteenth- and sixteenth-century Persian manuscripts.

The author of this Bulletin, Dr. Annemarie Schimmel, has served
for the last ten years as consultant for Islamic art on matters
pertaining especially to calligraphy and inscriptions. She was ably
assisted with this project by Barbara Rivolta, a member of the
Department of Islamic Art. Dr. Schimmel has contributed to
numerous Museum publications, most notably as co-author of
Anvari’s Divan: A Pocket Book for Akbar and The Emperors’ Album:
Images of Mughal India. Dr. Schimmel has recently retired from
her position at the Museum and from her other American post
as well, at Harvard, where she was Professor of Indo-Muslim
Culture, and has returned to Bonn, where she will continue

to produce erudite and invaluable publications on Islamic
calligraphy, literature, and religion.

Philippe de Montebello
DIRECTOR
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RRITY OF WRITING is purity
of the soul.” Thus states an
old Arabic saying that points
to the importance of writing,
and especially of beautiful
writing, in Islamic culture.
Islam is the first religion in
which a distinction was made
between the “People of the
Book,” that is, those who pos-
sess a revealed sacred scrip-
ture, and those who have no
written revelation. Hence the
importance of keeping the
“revealed” book, the Koran,
in the best possible form was
central from both the reli-
gious and the aesthetic view-
points. Furthermore, the
aversion in Islam to figural
representation, which is not
expressly prohibited in

the Koran, led Muslims to

develop within the art of

calligraphy an unsurpassable
variety of styles.

The revelations given to
the Prophet Muhammad
between 610 and 632 (the
year of his death) were first
scribbled down on various
materials, from bones to palm
leaves. In the days 6f his third
successor, Caliph “Uthman
(r. 644—156), the material was
edited, and completely writ-
ten copies of the Koran were
produced to be sent to the
different centers of the
expanding Islamic empire.
From that time on, thousands
of pious scribes copied the
Koran, as it was regarded as
the absolutely binding Divine
Word, which had to be writ-
ten as beautifully as possible.

Muslims believed that by

copying the Koran, or parts

of it, the scribe would receive
heavenly reward.

The script in which these
copies were made during the
first centuries of Islam devel-
oped out of a rather ungainly
Arabic alphabet, which, like
all Semitic scripts, runs from
right to left. It is angular, and
spacing was done not so
much according to the exi-
gencies of grammar but rather
for aesthetic reasons. Each of
the twenty-eight letters of the
alphabet could change shape
slightly according to its posi-
tion in a word—whether as

the initial, middle, or final

1
KORAN LEAF

Central Islamic lands, Egypt(?),
9th century. Written in Kufic,
Sura 47:36. Ink, colors, and gold
on parchment. 9%8x 133 in.
(23.8 x33.3 cm). Gift of Professor
R. M. Riefstahl, 1930 (30.45)
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character (figs. 1,2). The dia-
critical marks put over and
under a number of Arabic let-
ters to distinguish them—
there are twenty-five
consonants and three long
vowels—were added to the
bare outlines only at a some-
what later stage, as were
vowel signs, which were usu-
ally colored green, red, or
gold. The writing was gener-
ally on vellum in ink that
was predominantly of a
brownish hue, although black
also appears.

It is customary to call the
first, impressive style of
Arabic writing used for the
Koran Kufic, after the city of
Kufa in Iraq. However, there
were various styles in Mecca,
Medina, and other places, and
a distinct “slanting,” Ma’il,
style (fig. 3) is found in some
of the first known copies. As
there are no signed early

Korans, it is barely possible

to identify the place where
they were written or their
date, but now—thanks to
recent finds in the Great
Mosque at Sanaa, Yemen—
we hope to solve some of the
problems connected with
these early manuscripts. They
were usually laid out in a
broad format, reflecting the
long horizontal Kufic strokes,
but they were apparently
of different sizes. Although
a saying ascribed to the
Prophet Muhammad exhorted
the pious to write in large
letters—as the word of
God needed to be shown in
full majesty—there are also
extremely small copies (fig.
4), which may have served
traveling scholars, who
could easily carry them in a
sleeve or in the folds of a
turban.

Kufic was, however, a
script not only fitting for
copies of the Holy Writ, but,

2

Three letters of the Arabic
alphabet illustrating the different
shapes taken according to the
position in a word. The letters
(reading each line from right to
left) are shown in an initial form,
connected to the same letter in the
medial position, and connected to
the letter in its final shape. At the
far left the letter stands in its
independent form.

because of its angularity, also
ideally suited for epigraphy,
whether on stone (fig. 5),
wood (fig. 6), ceramic, or
metal objects such as coins
(fig. 7). While the lettering
was rather clearly defined in
copies of the Koran, which,
after all, had to be legible
even though the pious would
know the texts by heart, its
development in other medi-
ums shows an extraordinary
flexibility. The long verticals
in which Arabic is very
rich—the Arabic article al
(the) consists of two
prominent high letters Un—
were often elongated to end
in various kinds of flourishes.
Palmettes and flowerlike
designs sprout out of the let-
ters of foliated Kufic (fig. 8),
and the imagination of the
artists seems to have been
almost boundless. They often
filled the spaces between high

letters with extended decora-



(above)

3

KORAN LEAF

Late 8th—first half 9th century.
Written in Ma’il, Sura 45:end
qf verse 30—verse 37. Ink, colors,
and gold on parchment.

9/2x 11 in. (24.1x28.3 cm).
Gift of Adrienne Minassian,

in memory of Dr. Richard
Ettinghausen, 1979 (1979.201v)

(right)

4
KORAN LEAF

Central Islamic lands, probably
Egypt or Iraq, 9th century.

Written in Kufic, Sura 25:32—40.
Ink on parchment. 11/2x 278 in.
(3.8x7.3 cm). Rogers Fund, 1962
(62.152.2r)
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6
FRAGMENT FROM A MINBAR

Iran, Yazd, dated 4.H. Jumada 1 §46 (a.p. 1151). Carved in Kufic with
the profession qf faith; ordered by Abu Bakr Ibn Muhammad in the time qf
‘Ala addin Garshasp, a governor of Yazd under the Seljuks. Wood.

18Vax 30V/8 in. (46.35x76.51 cm). Fletcher Fund, 1934 (34.150.2)

tions known as mashq. Over
the course of time they began
to plait the long letters and
wove them into knot patterns
so intricate that one some-
times has the impression that
the knots were designed
before the text was written.
This is particularly true of
architectural epigraphy and
inscriptions on metalwork.
The first Kufic Korans
often had only three or five
lines on a page. Since this
resulted in a vast number of
pages, the Holy Writ, com-
prising 114 chapters in

descending length, was soon

divided into thirty parts, or
juz’, one for each day of a
thirty-day month. To contain
these parts, special cases

and metal boxes were made
that were usually decorated
with Arabic inscriptions as
well (fig. 10).

Numerous metal objects
bear writing in fine Kufic, and
it was a special trend in
Seljukid times, during the late
eleventh and twelfth cen-
turies, to decorate with
inscriptions not only boxes
and candlesticks but also
bronze and iron mirrors,

which were prized possessions

7
GOLD COIN

Egypt, 4.H. 366 (A.D. 976—77).
Inscribed in Kufic in the name of
the Fatimid caliph Al-Az1z

(r. 975—96). Diam. 1 in.

(2.5 cm). Gift of Darius Ogden
Mills, 1904 (04.35.3341r)






of the wealthy (fig. 9). In
fact, the sumptuousness
of mirror backs is a con-
stant theme in medieval
Persian poetry.

During the first three

centuries of Islam (622 to

(1efy)
8
BOWL

Eastern Iran or Transoxiana,
Samarkand or Nishapur, 10th
century. Painted in foliated Kufic,
“Blessing and fortune to its owner.”
Earthenware, white engobe, slip
painted, incised, and glazed.
Diam. 10 7/16 in. (26.5 cm).
Fletcher Fund, 1975 (1975.195)

9

MIRROR

Iran, 12th century. Inscribed in
Kufic with good wishes to the
owner. Bronze. Diam. 75/8 in.
(19.35 cm). Rogers Fund, 1942
(42.136)

ca. 1000), the Kufic style for
manuscripts flourished in
many variations. Iran was an
especially fertile ground for
innovations. In the late tenth
century letters became more

elongated and slimmer, and,

10
KORAN CASE

Spain, Granada, second half 15th
century. Embroidered in Thuluth.
Leather, with silver wire. 47/8x 44 in.
(12.36 x 10.8 cm). Rogers Fund, 1904
(04.3.458)

as a corollary, the format
changed from broad (fig. 11)
to high. During this same
period vellum was replaced
by paper. In the eleventh and
twelfth centuries Korans from

eastern Iran showed remark-
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11
KORAN LEAF

Iran, 11th century. Written in Eastern
Kufic (formerly called Karmathian
Kufic), Sura g4:end of verse 35—verse
39. Ink, colors, and gold on paper.
9V2x 13%6 in. (24.1 x 33.85 cm).
Rogers Fund, 1940 (40.164.51)

12
KORAN LEAF

Iran, 11th—12th century. Written in
Eastern Kufic, Sura §:15—16. Ink, colors,
and gold on paper. 11%4x 8% in.
(29.85x22.22 cm). Gift of Horace
Havemeyer, 1929, H. O. Havemeyer
Collection (29.160.24)
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able similarities to contempo-
rary carved or engraved
designs in architecture (figs.
12, 13). Interestingly, compa-
rable developments in plaited
and foliated Kufic appear in
architectural epigraphy at
almost the same time in vari-
ous Islamic lands. This may
have been due to the ease
with which artists during
those years could travel
throughout the Islamic world,
which stretched from Spain
to Transoxiana.

While Kufic inscriptions
on ceramics—such as the fine
Nishapur bowl of the tenth
century (fig. 14)—are
remarkable for the beauty of
the writing, they also serve

as a compendium of Arabic

proverbs and adages, without,

however, being exactly datable.

A particularly fascinating
medium in which Kufic let-
ters appear, frequently in
strange forms, was the tiraz,
that is, inscriptions woven

in or embroidered on fabrics

produced in official weaveries.

They often bear the name
or title of the ruling king or
else that of an official who
ordered the fabrics to be
made (figs. 15 a—d). Products
of the workshops in Fatimid
Egypt are especially well
known and often give the
exact date of their manufac-
ture. Sometimes, however,
the writing offers almost
insurmountable difficulties

to the scholar, as is the

case with the famous ikat
fabrics of Yemen with their
golden painted inscriptions
(fig. 16).

After the thirteenth
century Kufic went out of
fashion. It is used today,
especially in its rectangular
form, for decorative purposes
in epigraphy and in a some-
what mannered version still
appears in chapter headings of
the Koran; it is also the basis
for modern calligraphic paint-
ing. On the whole, the Kufic
style has been restricted to
Arabic, and only in a very
few instances, in northern and
eastern Iran, do Persian texts
occur in Kufic inscriptions.

Kufic was not the only

style used by the Muslims in

13

SECTION OF A KORANIC INSCRIPTION ON A TOMBSTONE

Iran, Ghazna, late 11th century. Written and decorated in
the same style as fig. 12; beginning of Sura 29:57, “Every
soul will taste death.” Illustration: Arthur Upham Pope, ed.,
A Survey of Persian Art: From Prehistoric Times to the
Present, Oxford University Press, 1939, p. 1746, fig. 601

11




14
BOWL

Iran, Nishapur, 10th century.
Painted in Kufic, “Deliberation
before action protects you from
regret. Luck and well-being.”
Earthenware, white engobe, slip
painted, incised, and glazed.
Diam. 18 in. (45.72 cm).
Rogers Fund, 1965 (65.106.2)




15 a—d

TIRAZ

(a) Egypt, early 11th century.
Inscription woven in Kufic with
the name of the Fatimid caliph
az-Zahir (r. 1020—35) and the
Shia profession of faith. Plain-
weave linen and silk tapestry
band. 25 x 10%4 in. (63.5x
27.3 cm). Rogers Fund, 1929
(29.136.1)

d

(b) Egypt, 12th century. The
basmala, woven in cursive script,
“In the name of God, the Merciful,
the Compassionate.” Plain-weave
linen and silk tapestry band.
10¥%4x 72 in. (27.3x19.05 cm).
Rogers Fund, 1929 (29.136.2)

(c) Egypt, 10th century. Woven in
Kufic, “The Kingdom belongs to
God.” Plain-weave linen and silk
tapestry band. 8%4x 61/2 in.
(22.2x 16.5 cm). Gift of George
D. Pratt, 1931 (31.106.26)

13

(d) Egypt, 4.D. 908—32.
Embroidered in Kufic, “..glory
from Allah to the Caliph ja'far,
the Imam al-Mugtadir bi’llah,
Commander of the Faithful. Allah
make him mighty.” Linen and silk.
10x 6%4 in. (25.4x17.1 cm).
Gift of George D. Pratt, 1931
(31.106.52)



the early centuries of Islam. It
was, however, the most typi-
cal stately ductus for sacred
writing and epigraphy, while
everyday correspondence was
carried out, mainly on
papyrus, in a flowing, often
scribbled cursive hand. In 751
the Muslims, in the wake of
their invasion of central Asia,
discovered the use of paper,
and from that time on not
only was Chinese paper
imported on a grand scale to
be used for important docu-
ments, but mills for the pro-
duction of rag paper were
established in various parts of
the Islamic world. Paper

enabled the scribe to develop

distinguished, more elegant
styles of writing, and Arabic
sources tell of admirable doc-
uments written on thin
Chinese-silk paper or on thick
Khanbaliq paper—documents
that unfortunately have not
survived. We have learned,
however, from a survey of
book art and librarianship
compiled during the late
tenth century, Ibn an-Nadim’s
Fihrist (Register), that in his
time more than twenty differ-
ent cursive hands must have
existed. As he does not give
examples, none of them can
be identified authoritatively,
although we know that

Ghubar (dust) was a minute

14

16
TEXTILE

Yemen, 10th century. Inscription written in
quic. Plain-weave cotton, black ink, and applied
gold leaf. 23 x 16 in. (§8.42 x 40.64 cm).
Gift of George D. Pratt, 1929 (29.179.9)

hand used for pigeon post and
that some of the styles, like
Thuluth (one-third), were
originally named for the for-
mat of the paper on which
they were to be written.
(There was also a very large
hand called Thuluthain [two-
thirds] for important docu-
ments.) However, it is clear
that the calligraphic styles
used in government offices
and especidlly in chancelleries
were very complicated, filled
with ligatures and sometimes
also abbreviations. This cus-
tom was continued through-
out the centuries because the
writers wanted to ensure the

“secret” or personal character
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The alif, first letter of the Arabic alphabet, in dl‘ﬁérem styles

of the documents by using
scripts like Musalsal (chain-
like)—in which all the letters
are connected—that could be
deciphered only by specialists.
Thus the great mystical poet
Jalaluddin Rumi (d. 1273)
complains in one of his
Persian poems, “You wrote to
me in Musalsal, that means
you do not want me to read
it!” A document in the
Metropolitan Museum from
Iran (fig. 18), written in
Tauqr", a typical chancellery
script, is an example of this
tendency to obscure. On the
other hand, a crisp style
called “that of the copyists,”
the Warraqin, was developed.
It was easy to read and fast to
write, for the copyist was
supposed to produce many

pages every day to earn his

daily bread.

18
LEAF OF CALLIGRAPHY

Iran, Safavid period, dated

A.H. 973 (4.D.1565—66). Written
in Persian in Tauqz—g, signed
munshi (secretary) [name is
illegible]. Ink on paper. 65/16 x

4 in. (16.07 x 10.16 cm). Rogers
Fund, 1962 (62.152.9)

All cursive writing was
first standardized by Ibn
Mugla (d. 940), the vizier
of the Abbasid court. He
invented a system still used
in teaching calligraphy, that

is, the measuring of the pro-

portions of letters by differing
numbers of rhomboid dots
and triangles. He also estab-

lished firm rules about the

exact relationships between
the letters of the Arabic
alphabet. The first letter, alif,




19
COLOPHON PAGE OF A KORAN

Iraq, Baghdad, dated 4.H. 707
(4.D. 1307—8). Written in
Muhaqqaq and Kufic, signed by
Ahmad as-Suhrawardi. Ink, colors,
and gold on paper. 203/16 x

14> in. (51.3x36.83 cm).
Rogers Fund, 1955 (55.44r)

which is basically a straight
vertical line (fig. 17), served
as the yardstick for all the
other letters, and the height
of the alif—five, seven, or
nine dots—established the
style of writing.

Ibn Mugla, who was,
according to his admirers,
“like a prophet in the field
of calligraphy,” was followed
by Ibn Hilal Ibn al-Bawwab
(d. 1020), who added a softer
touch to the calligraphic rules
and whose writing is there-
fore more elegant than that of

his predecessor. In the course

of the next century and a half
the art was refined by masters
in Iran, Iraq, and Egypt,
among whom a woman callig-
rapher, Shuhda, played an
important role. Elegant cur-
sive writing reached perfec-
tion under Yaqut (d. 1298),
whose name has become
synonymous with “master cal-
ligrapher.” He developed

the rules for the so-called

six styles—Thuluth, Naskh,
Muhaqqaq, Rihani, Riqa“,
and Tauqt*. According to leg-
end, he had six master pupils,

and one of them, Ahmad as-

16

Suhrawardr (d. after 1318),
influenced the Arabic-Turkish
tradition (fig. 19).

The six styles were
used, at least in the centuries
immediately following
Yaqut, for specific purposes.
Muhaqqaq, a “dry” style
with sharp edges and a
marked contrast between the
very high alif and the flat,
pointed lower ending, was
the favorite hand for copying
the Koran both in Mamluk
Egypt (fig. 20) and in Iran
during the late thirteenth to
fifteenth century. This stately
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style could be used in lavishly
decorated copies, for the let-
ters lent themselves to writ-
ing in a large size. For
example, the giant Koran in
the hand of one of the princes
of the house of Tamerlane

(d. 1405), in which the alif
measures thirteen centimeters
high and eight millimeters
wide, is perhaps the most
impressive example of a per-
fect Muhaqqaq, and the
observer wonders how the
calligrapher could have
worked with such large pieces

of paper (fig. 21).

There were exact rules
for writing. Learning calligra-
phy was a long and difficult
process: one had to sit in
the proper way, holding the
paper or parchment with
the left hand, which rested
on the left knee so that it
could bend slightly under the
movement of the pen, for
only in this position could the
perfect rounds of the “letters
with a train” be achieved (fig.
22). The calligrapher trimmed
the reed pen according to
strict rules, that is, it had to

be cut more or less obliquely,

17

20
KORAN PAGE

Egypt, Mamluk period, 14th
century. Written in Muhaqqaq
and Thuluth (in band), end of
Sura 83—beginning of 84. Ink,
colors, and gold on paper. 12 x
8% in. (30.5x22.2 cm). Gift of
Mr. and Mrs. Russell Pickering,
1969 (69.149)

depending on the style to be
written; at a speciﬁc point on
the nib the calligrapher placed
a small incision so that a reg-
ular flow of ink was guaran-
teed. Calligraphers prepared
the ink themselves, as there
were numerous trade secrets
in the making of black,
brown, golden, or other col-
ors from soot, ox gall, and
various ingredients. These
secrets were carefully kept
and handed over only to initi-
ated disciples, for calligraphy,
like poetry and the knowl-
edge of Prophetic traditions,



(above)

21
FRAGMENT OF A KORAN LEAF

Iran, Timurid period, first

half 15th century. Written in
Muhaqqaq, Sura 28:82—83. Ink,
colors, and gold on paper.
281/2x 42 in. (72.4x 106.68 cm).
Rogers Fund, 1921 (21.26.12)

(right)
22
A SCRIBE

Attributed to Bichitr. India,
Mughal period, ca. 1625. Leaf
from an album. Opaque watercolor
and gold on paper. Image
4Y8%x2%4 in. (10.§x7.1 cm).
Private collection. Courtesy of the
Arthur M. Sackler Museum,
Harvard University, Cambridge, Mass.




had to be learned through an
established line of masters,
which went back to the time
of the Prophet and especially
to his fourth successor, ‘Al
ibn Abr Talib. To this day a
good calligrapher will refer to
a relationship to a master of
the fifteenth or sixteenth cen-
tury. Only after a long period
of studying all of the arts
connected with calligraphy
was the disciple allowed to
sign his work; the ijaza (per-
mission [to sign]) corre-
sponds, so to speak, to an
academic degree. Many callig-
raphers were employed in

workshops and chancelleries,

23 a,b

PEN BOXES

(a) Syria or Egypt, 13th century.
Inscribed in Kufic with blessings
and good wishes. Brass, inlaid
with silver. 1%/4x93%4x 2V/2 in.
(4.44%24.8x6.35 cm). Gift of
Mrs. Lucy W. Drexel, 1889
(89.2.194). (b) Iran, Safavid
period, 16th century. Inscribed in
Thuluth and Naskh with the
names of the Shia imams and the
invocation Nadi ‘Aliyyan; signed
by Hasan Ramadan Shahi. Brass,
chased, engraved, and inlaid with
silver. 27/8x 137/16 x 315/16 in.
(7.3 % 34.1x9.8 cm). Fletcher
Fund, 1975 (1975.350.1)

and even nineteenth-century
postage stamps or money
from Turkey and other
Islamic countries bear witness
to the survival of the skill of
drawing elegant letters. While
ordinary copyists were so low
on the social ladder that poor
man’s food was known as
“copyists’ bread,” masters
whose art was acknowledged
assembled students around
them and wrote for the nobil-
ity. However, very few
reached the rank of court cal-
ligrapher, for which they
would be well paid and highly
honored. In fact, a consider-

able number of rulers in the

Islamic world, from North
Africa to India, excelled in
calligraphy, this art being
taught to every gentleman
and, in some families, also to
women.

Just as the preparation of
ink and pens was an art in
itself, inkstands and pen
boxes were often lavishly dec-
orated, sometimes with good
wishes for the owner, pious
invocations, or verses written
in praise of the miracle-
working pen (figs. 23 a,b).
The inkwell was filled with
silk shreds to give the ink the

necessary thickness. The

paper had to be burnished,




preferably with an agate to

make it smooth and shiny
(fig. 24). Often a ruling
device of strings (fig. 25)
was pressed between two
sheets of paper or parchment
to produce thin guidelines.
Finally, the calligrapher who
wished to copy the Koran
had to be in the state of
ritual purity, as “only the

purified should touch it”
(Koran, Sura 56:78). Once
prepared, the calligrapher
would begin writing, either in
large Muhaqqaq or its smaller
version, Rthani. A mere
copyist of secular texts would
probably write them in
Naskh, the very name of
which originally meant “abro-
gation,” and then “copying.”

20

(left)

24

PAGE OF CALLIGRAPHY FROM THE
JAHANGIR ALBUM

Depicts the artisans of a

library, including a polisher of
paper, a decorator of bindings, a
bookbinder, and a scribe. India,
ca. 1615. Freer Gallery of Art,
Smithsonian Institution,
Washington, D.C.

(below)
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RULING FRAME

Turkey or Iran, 17th—18th century.
Cotton twine and ink on paper.
9Y/2x 65/8 in. (24.1x16.8 cm).
Gift of H. P. Kraus, 1973 (1973.1)

For documents and nonliter-

ary works, Tauq1’, a chan-
cellery hand, or Riqa* would
be used.

Naskh later became the
generally accepted form for
writing Korans (fig. 27) and
secular Arabic or Turkish
texts, and Arabic print is
based on this style. It was
developed into a fine art
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ALBUM PAGE

Turkey, Istanbul, Ottoman period, ca. 1500. Written in Naskh (below)
and Thuluth by Shaikh Hamdullah with hadith (sayings of the
Prophet Muhammad). Ink, colors, and gold on paper. 93/% x 125/8 in.
(23.9x 32 cm). Purchase, Edwin Binney, 3rd and Edward Ablat Gg’fts,

1982 (1982.120.3)

form in Turkey by Shaikh
Hamdullah (d. 1519), who,
like several other famous cal-
ligraphers, was said to have
been granted a vision of
Khidr (a saint regarded as the
spiritual guide of those who
travel on the way to God), in
which he was taught this

specific style. Everyone who
has seen Turkish copies of the
Koran from about 1500 on
recognizes the thin, slightly
slanting script (fig. 26) that
was continued through the
centuries by the long chain of
Hamdullah’s disciples and had

its last great master in ‘Aziz

21

Rifa't (d. 1934), who helped
to develop the modern school
of Egyptian calligraphy. In
Iran, on the other hand, the
Naskh style was generally
much more rounded, stately,
and perfectly upright, proba-
bly in contradistinction to the

“hanging” style of Persian



27
FIRST TWO PAGES FROM A KORAN

Turkey or Iran, dated A.H.1268 (A.D.
1848). Written in Naskh. Colors and
gold on paper. 64 x 44 in.

(15.9 x 10.8 cm). Gift of Elizabeth
Riley, 1980 (1980.603)

calligraphy. Its unsurpassed
master was Ahmad Nairiz1 in
the early eighteenth century
(fig. 28). To this day Iranian
Naskh can be easily distin-
guished from Ottoman. The
Naskh of the Indo-Pakistani
subcontinent, which was
influenced by Iranian tradi-
tion, has even narrower
round endings and tends to
look somewhat cramped.

As was the case with
Kufic, the cursive scripts

were also used largely for

22

epigraphy. In fact, one of the
cursive hands is found pre-
dominantly in inscriptions on
stone, metal, and wood: It is
the “soft,” rounded Thuluth,
the counterpart of the “dry”
Muhaqqaq. Thuluth can also
be seen in numerous chapter
headings of the Koran and
even on whole pages where
an important text is to be
highlighted. Thus in a Koran
at the Metropolitan Museum,
Sura 96, the first revelation to

the Prophet Muhammad, is



written in golden Thuluth
(fig. 29). But Thuluth’s great-
est achievements were in
architectural inscriptions,
where it was used almost
simultaneously in Anatolia and
in Delhi, slowly replacing the
all too complicated geometric
Kufic. Thuluth is also found
on glass, metalwork, textiles,
and wood (fig. 30).

Perhaps the best known
examples of Thuluth epigra-
phy come from the Mamluk
period in Egypt, when the
large, heavy style reached its
height. Objects for daily use,
like combs (fig. 31), were
inscribed with good wishes
for the owner. Mosque lamps
(fig. 33) and metal stands, to
mention only a few examples,
are impressive to the viewer
even if the inscriptions cannot
be read. Legible texts, which
frequently contain a sequence
of titles, often enable scholars
to identify the owner or
donor. Thus it is known that
the stand (fig. 32) was made
for Bahadir al-Badri, a
Mamluk governor of Hims,
Syria, in A.D. 1319.

In other cases it is as
difficult to identify the exact
time and provenance of a

piece of cursive writing as it

28
LEAF WITH ARABIC PRAYERS

Iran, Safavid period, dated

A.H. 1126 (4.D. 1714). Written in
Naskh by Ahmad Nairizi. Ink,
colors, and gold on paper.

9x g in. (22.86x12.7 cm).
Rogers Fund, 1962 (62.152.14)
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FINIAL

Iran or India, late 14th—Isth century. Carved in
Thuluth with the Shia profession of faith. Wood,
turned and painted. 13 x71/2 in. (33.02x 19.05 cm).

(Ieft) The Louis E. and Theresa S. Seley Purchase Fund for
:(%RAN PAGE Islamic Art and Rogers Fund, 1988 (1988.346)

Egypt, Mamluk period, 14th
century. Written in Thuluth and
Kufic (in band), end of Sura 9,
beginning of Sura 96. Ink, colors,
and gold on paper. 20 x 13V4 in.
(50.8 x 33.65 cm). Fletcher Fund,
1924 (24.146.1)
25
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COMB

Egypt, 13th century. Inscribed in
Thuluth, “permanent well-being.”
Wood, painted. 3 x 3 in.
(7.62x7.62 cm). Rogers Fund,
1938 (38.118.17)

32
STAND

Syria, first half 14th century.
Inscribed in Thuluth. Brass, inlaid
with silver. H. 95/8 in. (24.43 cm).
Edward C. Moore Collection, Bequest
of Edward C. Moore, 1891
(91.1.598)

(right)
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MOSQUE LAMP

Syria, Mamluk period, mid-14th
century. Painted in Thuluth, part of
Sura 24:35 (the Light verse),
honorific names, and blazon of the
donor. Glass, free blown, enameled
and gilded. H. 13 in. (33.02 cm).
Edward C. Moore Collection,
Bequest of Edward C. Moore, 1891
(91.1.1537)







is to determine them for early
Kufic. Sometimes a clue is
provided by the ornamenta-
tion of a page, and sometimes
by linguistic considerations.

A manuscript of the Koran
(fig. 34), the individual leaves
of which are now dispersed in
many museums and private
collections, shows by the
interlinear translation of the
Arabic into rather archaic
Persian that it was certainly
written in the eastern Muslim

lands, anywhere from eastern
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KORAN LEAF

Eastern Islamic lands,
Turkey, Iran, central Asia,
or India, 14th century.
Written in Muhaqqaq with
Kufic border, Sura 5:55
with interlinear Persian
translation. Ink, colors,
and gold on paper. 145/8x
1138 in. (37.131 x28.88
cm). Rogers Fund, 1962
(62.152.8)

R

Turkey to India. Korans in
similar hands are found in
other collections, some of
them even containing transla-
tions in both Persian and
Turkish. The elegant border
in this manuscript, which
contains sayings of the
Prophet Muhammad (hadith)
in nicely drawn red or blue
Kufic, seems to have been
added at a later stage.
Cursive inscriptions are
also found on ceramics, not

only on large, imposing tiles
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that adorned the walls of
mosques and mausoleums

(fig. 35) but also on smaller
ones. Scribbled around the
borders of many of them are
Arabic texts, often quotations
from the Koran, which point
to the use of the tiles on
sacred buildings (figs. 36 a,b),
or Persian verses or sayings.
The same is true of numerous
Persian bowls, plates, and
other ceramics, mainly of the
thirteenth century. These

pieces are often decorated
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TILE

Iran, Kashan, 13th century. Inscribed in Thuluth, first words

of Sura 2:285; in Naskh (top border), Sura 34:39—40. Composite body,
underglaze and luster painted. 7V/2 x 15V2 in. (19.7 x 40 cm). Gift of
Mrs. Frederick F. Thompson, 1915 (15.76.4)

with Persian poems, usually
quatrains (ruba‘iyat), and thus
constitute a source of literary
history, although the writing
is anything but perfect and
can often be deciphered only
with great difficulty. A partic-
ularly splendid example of
the application of different
writing styles is a fourteenth-
century mihrab from Iran
(fig. 38). The main inscrip-
tion, in fine Muhaqqaq, con-
tains Sura 9, verses 18—22,
which speak of the duties of
the believers and heavenly
reward for those who build
mosques. The niche is sur-
rounded by a frieze in
Kufesque style enumerating
the five pillars of faith: pro-
fession of faith, prayer, alms
tax, fasting in the month of
Ramadan, and the pilgrimage

to Mecca. The inscription in

the center states that “the
mosque is the house of every
pious person.”

It is natural that a prayer
niche (fig. 37), intended to
direct the attention of the
faithful to Mecca, the sacred
center of Islam, should be
heavily decorated with writ-
ing; but it is equally under-
standable that objects that
were likely to be used on
floors or for seats would not
carry inscriptions, for there is
the danger of treading upon
or sitting on letters that might
contain the name of God.
Only rather late were there
occasionally rugs bearing
inscribed medallions, usually
with Persian verses or dates.

At the eastern and west-
ern fringes of the Islamic
world, in India and the

Maghrib, a variety of calli-

29

graphic styles developed. In
both places the rules elabor-
ated by Ibn Mugqla were not
strictly applied, and, as Arab
historians such as Ibn Khaldun
(d. 1406) tell us, calligraphers
did not practice letter by let-
ter until each letter was per-
fect but immediately wrote
the entire word, which gives
both the Indian style (Bihar1)
and the North African—
Andalusian style (Maghribr)

a very different look: the
complete harmony of mea-
sured proportions is missing.
Maghribi Korans were writ-
ten up to a late date on
parchment with lavish use of
golden ink (fig. 39), but there
were also styles in which

the letters appear extremely
thin and seem to wear

little buttons on the top;

they can also be, as is
Y ,



a

36 a,b
TILES

(a) Iran, Kashan, dated Ramadan A.H. 663 (4.D. 1265). Inscribed in Naskh, Sura 1.
Composite body, underglaze and luster painted. Max. W. 81/8 in. (20.6 cm). Edward C.
Moore Collection, Bequest of Edward C. Moore, 1891 (91.1.105). (b) Iran, Kashan,
13th century. Inscribed in Naskh with sayings concerning fasring as a preparation ﬂ)t the
banquet qf Paradise. Composite body, underglaze and luster painted. Max. W. 67/8 in.
(17.44 cm). Edward C. Moore Collection, Bequest of Edward C. Moore, 1891
(91.1.106)
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NICHE

Iran, Sultanabad, dated A.H. 722
(4.D. 1322). Inscribed in Naskh,
Sura 11:114. Composite body,
molded and underglaze painted.
27%8x 26 in. (69.5x 66 cm).
Gift of William Mandel, 1983

; (1983.345)
/
Sl N
SO (?
P
XN
y AR
X5
t - ~ 4
' 7:-,.&
\\‘\ (right)
€ :
> MIHRAB

C._\

R

=~

Iran, Isfahan, ca. A.D. 1354.
Main inscription in Muhaqqag,
Sura 9:18—22. Mosaic tile,
composite body, painted and
glazed. H. 135 in. (342.9 cm).
Harris Brisbane Dick Fund,
1939 (39.20)
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the case in Andalusia, very
thin and narrow (fig. 40); the
round endings, however, are
always prominent. North
African and Andalusian
manuscripts often excel in
their colorful geometrical
decoration, which is fully
developed in the frontispieces
of the entire Koran or of
parts of it (fig. 41).
However, a good number
of calligraphers in the western
Islamic world were well
aware of the classical tradition
and practiced it. For instance,
the motto of the last Moorish
kings of Granada, Wa la
ghaliba illa Allah (There is no
Victor but God), which a visi-
tor sees in the decoration
throughout the Alhambra, is
usually written in fine,
flowing Thuluth and has
become almost an icon; it
appears in more or less per-
fect replica wherever the
kings of Granada ruled (see
fig. 10). Some textile inscrip-
tions from North Africa and
Spain, most of which contain
good wishes for the ruler
(fig. 42), show the same
pleasantly rounded Thuluth
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KORAN LEAF

North Africa, 14th century.
Written in Maghribi, Sura 4:72—
73. Ink, colors, and gold on
parchment. 10V4x 8%6 in.
(26.03x21.81 cm). Rogers Fund,
1937 (37.21)

style, and so do some inscrip-
tions and manuscripts.

A different development
took place in Iran. The gram-
matical structure of the
Persian language, being Indo-
Germanic, is unlike Semitic
Arabic and has many verbal
and nominal endings that
require one of the rounded
Arabic final letters. To
accommodate the swing of
the endings, a style developed
that slanted somewhat from
the upper right of the page

to the lower left.

From its earliest days this
style, called Ta'liq (hanging),
was used in chancelleries,
while poetic and prose
manuscripts were often writ-
ten in a somewhat stiff, angu-
lar Naskh. But the “hanging”
style appealed more to
Persian taste and was more
compatible with Persian
grammar. Calligraphers soon
devised an elegant version of
Ta'liq, known as Nasta'liq.

Shortly before 1400, Mir

‘Al1, a master from Tabriz,

saw in a dream a flock of
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FRONTISPIECE OF ONE jUZ’
(A THIRTIETH PART) OF A KORAN

North Africa, 18th century. Ink,
colors, and gold on parchment.
6x8 in. (15.24x20.32 cm).
Purchase, Gift of George
Blumenthal, by exchange, 1982
(1982.120.2)

geese, and he was instructed
by AlT ibn Abr Talib (see
also p. 44) to imitate the
birds’ curved shapes, be it the
wing, be it the beak. He did
this by applying the rules of
Ibn Muqla for measuring the
letters to the “hanging” style,

and in this way—at least

40
KORAN LEAF

Spain, 14th century. Written in
Maghribi and Kufic (top), Sura
39:1. Ink, colors, and goId on

parchment. 21 x22 in. (§3.34x
55.88 cm). Rogers Fund, 1942

(42.63)

according to tradition—
became the inventor of
Nasta'l1q. This style soon
gained popularity in the areas
under Persian cultural
influence, which stretched
from Ottoman Turkey to
Muslim India. From the
fifteenth century on, a great

number of Calligraphers




copied the masterpieces of

classical Persian literature,
lyrical poetry or long epics
such as ‘Attar’s (d. 1220)
mystical Mantiq at-tair (The
Language of the Birds), an
allusion to Sura 27:16, in
which Solomon is mentioned
as understanding the birds’
language (fig. 43). Nasta'liq,
however, was rarely used for
Arabic texts: there are only
three known copies of the
entire Koran in this style,
although one may find

some Nasta'liq prayers and
pious invocations.

Nasta'liq has been right-
fully called “the bride among
calligraphic styles.” It lends
itself perfectly to copying
love lyrics and romantic or
mystical epics. The beauty of

a perfect poem is enhanced

by the calligraphy, and both
are enhanced in turn by the
sumptuous or dreamlike bor-
der decorations executed by
master artists. In illuminated
manuscripts the equilibrium
between the painting and the
text, which is sometimes inte-
grated into the illustration, is
of special importance. The
same observation is valid not
only for Persian but also for
Turkish poetry. For at the
time that the masters of
Nasta‘lfq were active in cen-
tral and eastern Iran, the
Timurid court of Herat was a
center of both Persian and
Chagatay Turkish poetry. The
ruler, Sultan Husain Baiqara
(r. 1470—1506), wWas a
mediocre poet in Chagatay,
but his verses were copied

time and again by the greatest

34
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TEXTILE

Spain, 1sth century. Woven in
Thuluth, “Glory to our lord the
Sultan.” Silk, compound weave.
105/8x 21V4 in. (26.97 x §3.97 cm).
Rogers Fund, 1918 (18.31)

(right)

43

LEAF_FROM

‘ATTAR’S MANTIQ AT-TAIR

(THE LANGUAGE OF THE BIRDS)
Iran, Herat, dated A.H. 892
(4.D. 1486), border ca. 1600.
Written in Nastcf]fq. Ink, colors,
and gold on paper. 15/2x 8 in.
(39.37 x20.32 cm). Fletcher Fund,
1963 (63.210.47)
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master of the age, Sultan Al
Mashhad1 (d. 1519; figs. 45
a,b). Sultan Alr, who inde-
fatigably copied thousands and
thousands of pages during his
long life, also calligraphed
some of the poetical works of
Maulana ‘Abdur-Rahman Jami
(d. 1492). Jamr, mystic,
poet, and philologist, was a
friend of the sultan, and he
composed numerous epic
poems as well as sophisticated
lyrics. Among his tens of

thousands of verses cal-

E}L‘.leyl ]

ligraphed by numerous writ-
ers is a poem in which he
describes the secrets of the
letters; for the mystics of
Islam had discovered in the
early days of calligraphy that
each letter held mysteries that
had to be properly under-
stood—speculations about the
“primordial dot” emerged in
the mystical tradition at the
time that Ibn Mugqla invented
the measuring of the letters
by dots. Therefore the mys-

tics referred to the secret

36

qualities and mysterious inter-
connections of the letters in
their interpretations of reli-
gious texts (fig. 46). Is not
the Divine Word expressed
through letters, the letters

of the Koran? And are not
human beings, like the letters,
written by the hand of the
master calligrapher, the
Creator himself? Further-
more, comparisons of Arabic
letters with the most varie-
gated items and especially

with the parts of the human

THE GREAT MUFTI ABU SU'UD
TEACHING LAW

Leaf from a divan (collection of
Iyrical poems) by the Ottoman poet
Bagqr (d. 1600). Turkish, mid-
16th century. Written in
Nastélz_q. Hlustration, gouache

on paper. 85/8 x 43/16 in.
(21.9x10.7 cm). Gift of George
D. Pratt, 1925 (25.83.9)

(right)

45 a,b

LEAVES FROM A DIVAN

BY SULTAN HUSAIN BAIQARA OF
HERAT (r. 1470—1506)

Iran, Herat, Timurid period, dated
A.H. 905 (4.D.1501). Chagatay
Turkish, written in Nasta'h_q

by Sultan Alf Mashhadt

(d. 1519). Ink, colors, and gold
on paper. 10V2x7V4 in.

(26.67 x 18.41 cm). Purchase,
Richard S. Perkins and Margaret
Mushekian Gifts, 1982
(1982.120.1)



body and face are common-
place in Arabic, Persian,
Turkish, and Urdu poetry.
And as much as the calligra-
pher had to understand the
deeper meaning of the letters,
so the poet and, in fact, every
well-educated person had to
know how to play with letter
symbolism when writing ele-
gant prose or poetry.
Moreover, as every letter of
the Arabic alphabet has a
numerical value, it was easy

to invent chronograms from

meaningful sentences.

Thus calligraphy and calli-
graphic imagery permeated
every aspect of life in the
medieval Islamic world. One
of the masters who both com-
posed and calligraphed
chronograms was Mir Alt
Haravi (d. ca. 1550), who
grew up in Herat toward the
end of Husain Baiqara’s reign,
was later taken by the Uzbeks
to their court in Bukhara, and
produced there an enormous
number of flawless pages of

poetry and, less frequently,

37

prose (fig. 47). He states at

the beginning of a treatise on
calligraphy:

Boundless praise and countless
lauds to the Creator! The paint-
ed album of the sky is one frag-
ment from the works of His
bounty and excellence, and the
well-cut illuminated sun is one
paper scrap from the lights of
His bounty and elegance. [Praise
to Him who is] the artist, the
pen of whose creative art is the
writer of the script [or “facial
down”] of the heart-ravishing
beauties; the inventor, the line

of whose invention is the painter

[of every lovely looking form...].




In the course of his introduc-

tory essay, Mir ‘All quotes a

poem:

When a script is devoid of
the element of beauty

The paper becomes black-
faced [i.e., disgraced].

The script should run from
the pen in such a way

That its reader becomes rest-

ful thanks to it.

38
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POEM BY MAULANA
‘ABDUR-RAHMAN JAMI (d. 1492) ON
THE SECRETS OF THE LETTERS OF
THE BASMALA

Iran, Herat, or India, 16th century.
Written in Nasta'lz_q and Kufic.
Ink, colors, and gold on paper.
7V2x 358 in. (19.05x9.19 cm).
Purchase, Joseph Pulitzer Bequest,
1952 (52.20.8v)

(right)

ALBUM LEAF FROM A TREATISE ON
CALLIGRAPHY BY MIR ALI HARAVI
(d. ca. 1550)

India, Mughal period, ca. 1630—
40. Ink, colors, and gold on paper.
15516 x 10 in. (38.9 x 25.4 cm).
Purchase, Rogers Fund and The
Kevorkian Foundation Gift, 1955
(55.121.10.39%)

A nice script written in a
nimble hand—

The pen is an elegant key to
one’s daily bread.
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In many of his verses Mir ‘Al
complains of his fate—that
“calligraphy had become a
chain for his feet”—for he
was not able to leave his
“exile” in Bukhara while his
work was sought after by
princes and kings in India

and Iran.

By the late sixteenth cen-
tury India had become a
region where Nasta' liq was
highly appreciated. Many
artists left Iran and the Herat
area in the wake of the politi-
cal turmoil that occurred after
the end of the Timurid rule

in 1506. They migrated
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INKPOT

India, Mughal period, dated A.H.
1028 (4.p. 1619). Made for the
emperor Jahangir by Mu’min.
Nephrite, carved with Nasta(h_q
inscription; gold cover

and chain. 22 x 3V4 in.
(6.4x7.9 cm). Anonymous Gift,
1929 (29.145.2)

from their native country

and traveled to the subconti-
nent to enjoy the generosity
of the Mughal emperors,
some of whom were good
calligraphers as well. In fact,
Nasta'liq became the favorite
script during Mughal rule.
Coins (fig. 48) and objects
such as Jahangir’s inkpot (fig.
49) were inscribed in this
style, and inscriptions in
Nasta'liq were incorporated
into architecture. The beauty
of the writing was highlighted
by the use of precious colored
or gold-flaked paper; mar-

bleized paper was, and still is,

48
GOLD COIN

very highly appreciated by
calligraphers (fig. 5o).

In Iran the development
of Nasta'liq continued in all
fields. The influence of Mir
‘Imad al-Husainl (assassinated
1615), who was known for
his crisp style (fig. 51),
extended in later centuries to
Ottoman Turkey, where the
masters of Nasta'liq still fol-
low his example exactly.
Aside from calligraphy proper
there were numerous objects
decorated with Persian
inscriptions—brass pieces, for
example, were often embel-

lished with historical or,

India, Agra mint, dated A.H. 1028 (4.D. 1619).
Inscribed in Nasta'liq with a dedication to

the Mughal emperor Jahangir
(r. 1605—27). Diam. 7/3 in. (2.2 cm).
Bequest of Joseph H. Durkee, 1898
(99.35.74021)
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iEAF OF CALLIGRAPHY

India, Kashmir or Deccan, 17th
century. Written in Nasta']z_q by
Muhammad Salih, “the scribe,”
with the Shia invocation Nadi
‘Aliyyan (see p. 44). Ink, colors,
and gold on paper. 12V4x 8V in.
(31.1x21.6 cm). Purchase,
Richard S. Perkins Gift, 1986

more frequently, literary

inscriptions in engraved,
embossed, or a jour tech-
nique. Candlesticks might be
decorated with verses alluding
to the radiant beauty of a
beloved’s face (fig. 52):

I see the candle of those with
heart radiant thanks to
your face.

I see that all those who have
a heart have turned their
hearts’ face toward you.

You are the ruler of the
world—may a single hair
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(1986.109.2)

never disappear from your
head,

For I see the world to be
depending on a single hair
of yours!

The love of calligraphy is
demonstrated by the attempt

to preserve as many frag-



ments of fine examples of
writing as possible. Even the
siyahmashq, exercises in which
one letter or word was
copied over and over until it
was perfect, became collec-
tor’s items. Miniature paint-

ings and even large pieces of

calligraphy were often sur-

rounded with minute bits of
nicely written poetry that had
been cut from older pages, or
else pieces representing differ-
ent calligraphic styles were
pasted together (fig. 53). To
destroy a fragment on which
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something was written was
regarded as a sin—for fear
that the name of God might
be found on it!

In the calligraphic tradi-
tion of Iran, especially after
1501, when the Shiite dynasty
of the Safavids was established



(1)

51

LEAF FROM A POEM BY AMIR
KHUSRAU DIHLAVT (d. 1325),
COPIED IN NASTALIQ BY MIR ‘IMAD
AL-HUSAINT

Iran, Isfahan, Safavid period, dated
A.H. 1017 (A.D.1608). Ink, colors,
and gold on paper. 11V4x71/2 in.
(25.57 x19.05 cm). Rogers Fund,
1946 (46.126.3)

2

éRASS CANDLESTICK

Iran, Safavid period, 16th
century. Engraved in Nastaelfq
with a Persian Tuba'i (quatrain).
H. 11%% in. (30.1 cm). Gift of
Mrs. Lucy W. Drexel, 1889

(89.2.197)
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LEAF OF CALLIGRAPHY

Iran, Safavid period, 16th
century. Written in Nastaelfq,
Muhaqqaq, and Tauqx_e. Ink,

colors, and gold on paper. 6 x 8 in.

(15.24x20.32 cm). Purchase,
Mr. and Mrs. Jerome A. Straka
Gift, 1982 (1982.120.4)

and Shia Islam became the
official religion of Iran, two
formulas are met with time
and again. The first one, also
used in the Sunni tradition, is
“There is no brave young
hero [fata] but ‘AlT and no
sword but Dhu'l-fiqar.” ‘Al
ibn Abt Talib, the fourth
caliph and first imam of the
Shia (r. 656—61), who is also
considered a master calligra-
pher, is the prototype of the
fighter for the faith, the
unsurpassable hero and the

source of wisdom. Therefore

this saying adorns many pieces
of arms and armor, although
it appears also in less obvious
contexts (fig. 54).

The other formula that
one is likely to see in Persian
and partly Indian inscriptions
after 1501 is the invocation of
‘Alf, called after its beginning
Nadi ‘Aliyyan (Call upon ‘Alf,
the manifester of miracles...).
It is used as a protective
prayer on almost every pos-
sible material and is often
combined with the favorite
Koranic verse of the Shiites,
“Help from God and near
victory” (Sura 61:13).

There are inscriptions on
and in mausoleums of Shiite

rulers with poems in honor of

the Prophet’s daughter and
‘Al1’s wife, Fatima the

Radiant, and her sons Hasan

(right)
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MOSQUE LAMP

Turkey, Ottoman period, ﬁrst
quarter 16th century. Painted in
Kufic and cursive scripts, “The
One,” “Kingdom belongs to God,”
and the formula “There is no
brave young hero but AlT and no
sword but Dhu’l:ﬁ'qar.” Composite
body, painted and glazed.

H. 65/8 in. (16.8 cm). Harris
Brisbane Dick Fund, 1959
(59.69.3)
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PLAQUE

Iran, fourth quarter 1 7th century. Inscribed in Thuluth,
against a ground of arabesque scrolls, with a verse ﬁom an
Arabic poem containing epithets for Fatima and her sons.

Cut steel. L. 15 in. (38 c¢m). Rogers Fund, 1987 (1987.14)

and Husain (fig. 55). The
Hand of Fatima, used as a
protective talisman, appears in
various materials, sometimes,
as in our example, with the
just-mentioned formulas and
the names of the twelve Shia
imams (fig. 56), which are
ubiquitous on Safavid and
Deccani metalwork. The Shia
enlargement of the general
profession of faith, “There

is no deity but God,
Muhammad is God’s messen-
ger,” by “All is God’s friend”
is likely to appear in Persian

and Deccani inscriptions. In

Ottoman Turkey, on the
other hand, one finds allusions
to the sword Dhu’l-fiqar,
divine names, and short
prayers on sword hilts, and
sometimes even on the
blades. The steel blade illus-
trated here (fig. 57) bears
poetic inscriptions in Turkish
inlaid in gold; as on most
blades they are written in
mixed calligraphic styles. Sura
112 (the profession of God’s
unity) and the Throne verse
(Sura 2:255) are most likely
to be found on arms and

armor (fig. 58).
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The artists in Iran and
neighboring countries not
only wrote down or invented
texts and pious formulas or
prepared large models for
inscriptions on the walls of
minarets and other buildings,
they also performed amazing
technical feats in découpage.
They cut out minute letters
in Nasta'liq or other styles
and pasted them on colored
paper so skillfully that the
script, even from a short dis-
tance, looks as if it had actu-
ally been written on the page
(fig. 59). Artists from Herat



seem to have invented this
technique about 1500, for
one copy of Husain Baiqara’s
Divan in Sultan Al1’s hand has
been produced in this man-
ner. Later, artists in Turkey
gained fame for their elegant

découpage.
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BATTLE STANDARD IN THE FORM
OF THE HAND OF FATIMA

(USED TO AVERT THE EVIL EYE)

Iran, early 18th century. Inscribed
in Nasta'h_q with the names of the
twelve Shia imams, the Shia
invocation Nadi QAliyyan, and
verses from the Koran. Silver with
niello inlay. 19Y4x 9 in. (48.9 %
22.9 cm). Gift of Dr. Marilyn
Jenkins, 1984 (1984.504.2)

During the seventeenth
century the Shikasta (broken
style) grew out of Nasta'liq.
Simplifying the letters with
“teeth” by straightening them
out (as had been done earlier
in chancellery scripts) and by

connecting letters in an

unusual way, such scripts
sometimes make the untu-
tored reader despair just
looking at them. Yet, this
style is still a favorite of
Persian and Indian Muslims,

and a fine page of Shikasta,

when executed by a classical
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CUIRASS WITH PECTORAL DISK

Turkey, Ottoman period, 1557—
1600. Inscribed in center, Sura
112; around central disk, “rewards
of patience and fear of God,” Sura
76:12; on outer ring, Ayat al
Khurst (Throne verse), Sura
2:255. Iron and silk. Max. Diam.
11 in. (27.9 cm). Bequest of
George C. Stone, 1 936
(36.25.345)

SWORD BLADE

Turkey, Ottoman period, 17th century. Inscribed with a
poem in Ottoman Turkish in mixed calligraphic st/vles and
in the cartouches with religious formulas in cursive script.
Steel and gold. Blade L. 30V in. (76.8 cm). Gift of

J. Pierpont Morgan, 1917 (17.190.2101)

(right)
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PAGE OF POETRY FROM A POEM
BY SHAHT (d. 1453)

Iran or Turkey, 16th century. Découpage in

Nastaelz_q. Ink, colors, and gold on paper. 8%4x

§%4 in. (22.22x14.6 cm). Gift of Mrs. Lucy
48 W. Drexel, 1889 (89.2.2152)
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master like ‘Abdul Majid
Taliqant (d. 1773) (fig. 60)
or by a contemporary artist,
often reminds one of modern
graphic art, just as a page of
stately early Kufic has an
“iconic” quality to it.
Calligraphers never tired
of inventing new forms. The

technique of square Kufic

appeared in the early Middle

Ages on architecture because
both brick and tile work lent
themselves perfectly to this
style, in which the angular
Arabic letters were even
more simplified than usual in
order to permit more or less
legible sentences in a defined

space (fig. 61).
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LEAF OF CALLIGRAPHY

Iran, dated A.H. 1174

(4.D. 1760—61). Written in
Shikasta; signed by ‘Abdul Majid
Taligant (d. 1773). Ink on paper.
912 x 412 in. (24.13 x 11.43 cm).
Rogers Fund, 1946 (46.126.4)

(right)

61

TOMBSTONE IDENTIFIED AS THAT OF
MAHMIUD, SON OF DADA
MUHAMMAD OF YAZD

Iran, dated 1352. Inscribed in
square Kufic in relief in the lower
part gfthe niche, in the square
above the niche, and in the
surrounding ﬁame; signed Nizami,
son of Shahab(?). Marble.
32%ax21%4 in. (83.2x §5.25 cm).
Rogers Fund, 1935 (35.120)

The cursive hand, too,
could be used to produce
inscriptions of remarkable
strength. In India the indige-
nous art of stonecutting, in
which mainly Hindus
excelled, was developed to
create unusually powerful
inscriptions. This is especially

true of Bengal, where during
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the late fifteenth century a
number of inscriptions for
mosques were composed that
doubtless rank among the
finest examples of Islamic let-
tering. In the dedicatory panel
below (fig. 62) the elongation
of the arrowlike high letters
of the Arabic text in a force-
ful rhythm and the weaving of
a group of bow-shaped letters
into the upper level is cer-
tainly ingenious.

Most of these Indian
inscriptions emphasize the
importance of building a
mosque, for “Whosoever
builds a mosque for God
Most High, God will build
for him a house in Paradise”;
this saying, attributed to the
Prophet, occurs with slight
variations in many Bengali
mosques.

One calligraphic art
form, at first restricted to the
princely chancelleries, is that

of the tughra (fig. 63).
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Originally the tughra was
used as the king’s hand sign,
or emblem, and as a specific
design at the beginning of a
document drawn up by a
senior official. In Ottoman
Turkey the tughra was elabo-
rated into a highly sophisticat-
ed motif, with each Ottoman
emperor having his own type.
All tughra, however, consist
of three high shafts and two
ovals protruding to the left,
with the names of the ruler
and his ancestors in the lower
center. This arrangement has
been explained as represent-
ing the three middle fingers
and the thumb (the prints of
which formerly may have
been used for signatures).
However, another interpreta-
tion is that the design derives
from the three standards dec-
orated with yak tails carried
by central Asian Turkish
rulers in battle or in proces-

sions. Whatever the true ori-
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gin, drawing and embellishing
a ‘gughr5 was an important
duty in the imperial chancel-
leries.

In the course of time the
word “tughra” came to mean
“artificially shaped writing,”
and today a tughra can be
any kind of unusual and often
very elegant way of joining
words into decorative shapes,
including flowers, animals, or
architectural forms. One
would even be inclined, in
modern parlance, to call the
delightful peacock illustrated
here a tughra (fig. 64).

Drawn by an imaginative

62

PANEL WITH DEDICATION FOR

A MOSQUE

Bengal, Gaur, dated A.H. 90§
(4.p. 1500). Inscribed in Thuluth
in ‘bow-and-arrow” style. Gabbro.
161/8x 45516 x 234 in.

(41 x 115 x7 cm). Purchase, Gift
of Mrs. Nelson Doubleday and
Bequest of Charles R. Gerth, by
exchange, 1981 (1981.320)
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TUGHRA OF SULTAN SULEYMAN
THE MAGNIFICENT (r. 1520—66)

Turkey, Istanbul, Ottoman period, mid-16th century. Ink, colors,
and gold on paper. 20V/2x 25%% in. (52.07 x 64.44 cm).

Rogers Fund, 1938 (38.149.1)

Turkish scribe in Divant
script, it is composed of
blessings for an unnamed
Ottoman ruler of the seven-
teenth century.

An interesting develop-
ment can be observed in the
decoration of silver and
bronze objects of the twelfth

and early thirteenth centuries:

letters of both Kufic and
Naskh are written in zoomor-

phic form, as lions, giraffes,

birds, and harpies, or the high
stems simply end in human
heads (fig. 65). In connection
with these styles—often bare-
ly legible kinds of script and
complicated tughra shapes—
pseudowriting should be
mentioned. It developed
rather early, in part because
most of the craftsmen who
executed the inscriptions
were illiterate and just imit-

ated the external shapes of

53

the letters more or less accu-

rately, and also because the
mere act of copying an
inscription, even incorrectly,
was seen by many as filled
with blessing, or baraka.
Perhaps the finest expres-
sions of purely decorative
script, or calligrams, are the
mirror-writing repetitions of
words, especially the fourfold
or even eightfold repetition in

star or roundel shape of the



name of God (inside front

cover), and invocations of one
of the Ninety-nine Most
Beautiful Names of God

(fig. 67, inside back cover),
which, by their very pres-
ence, confer a blessing on the
buildings where they are used
or to the objects that they
adorn. There are also mirror
images or artistically devised
calligrams containing the

shahada, the profession of

faith, “There is no deity but
God, Muhammad is God’s
messenger.” Its first part, con-
sisting of eleven vertical and
two small round letters, is
and was an especially impor-
tant and excellent calligraphic
device. Woven into a tomb
cover (fig. 66), it is thought
to convey blessings to the
deceased and, as it were, help
answer the question that the

interrogating angels in the
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64
ALBUM LEAF

Turkey, 17th century. Peacock
with tail composed of a calli-
graphic inscription in Divani
script eulogizing an Ottoman
sultan. Ink, colors, and gold on
paper. 9%16x7 V16 in. (24.3 x
17.9 cm). Louis V. Bell Fund,
1967 (67.266.7.8r)

(right)

Iran, Khurasan, early 13th
century. Inscribed on neck and
shoulder with blessings and good
wishes. Bronze, engraved and
inlaid with silver. H. 15'/2 in.
(39.37 cm). Rogers Fund, 1944
(44.-15)

grave will pose, “What is
your creed?”

Calligraphy is the most
typical of the Muslim arts.
When looking at its different
styles and the inventive ways
in which Muslim calligraphers
from West Africa to Malaysia
used the letters—never for-
getting their sacred quali-
ties—one will certainly agree
with the sixteenth-century
Iranian author Qad1 Ahmad,
who, well aware that most of
his compatriots were illiter-
ate, wrote, “If someone,
whether he can read or not,
sees good writing, he likes to
enjoy the sight of it.”

Calligraphy was a high
art, largely a sacred art, and
doubtless an art that required

untiring devotion, “soft” char-
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acter, and love. Only few

of those who set out to study
it reached the heights of
success. But anyone who
has indulged in the beauty of

Arabic letters and tried a

hand at them would probably
echo the sentiments of the
unknown calligrapher from
the lower Indus Valley who
wrote in the seventeenth

Century:

56

(1efy)
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TEXTILE TOMB COVERING

Turkey, Ottoman period, 18th
century. Woven in Muhaqqaq with
the profession of faith, invocation,
and piousformulas. Silk, satin,
and plain weaves. 384 x 26%4 in.
(97.15 x 67.94 cm). The Friedsam
Collection, Bequest gf Michael
Friedsam, 1931 (32.100.460)

(below)

67 and inside back cover
ARCHITECTURAL ROUNDEL

India, Deccan, probably Bijapur,
late 16th—early 17th century.
Carved with invocation in mirrored
seript, “O Mighty.” Painted
sandstone. Diam. 181/2 in.

(47 cm). Edward Pearce Casey
Fund, 1985 (1985.240.1)

Everyone who lives through
the “Water of Life” of
the pen

Will not die, but remain alive
as long as life exists.
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Islamic Calligraphy. No. 1, 1-56
‘Ali, Mir, 323
‘Ali, Sultan, see [al-]Mushhadi
alphabet, Arabic, 3, 15, 36-7; illustration of letters, 4, 15
architectural calligraphic designs, 7, 11, 23; see also
epigraphy
architectural roundel, India, late 16th—early 17th cen., 56;
detail, inside back cover
arms and armor: calligraphy on, 46; cuirass with pectoral
disk, Turkey, 1557-1600, 48; sword blade, Turkey,
17th cen., 48
‘Attar, see Mantig At-Tair
Baiqara, Sultan Husain, 34, 36, 37, 47
basmala, 13, 38
bowls, 11, 28: eastern Iran or Transoxiana, Samarkand, or
Nishapur, 10th cen., 9; Iran, 10th cen., 11, 12
calligrams, 534
calligraphers, 16,17, 19, 20, 21, 22, 29, 32-3, 36, 37, 44, 50
calligraphy, 1-56
learning process, 17
mysticism of, 36-7
candlesticks, 7, 41: Iran, 16th cen., Nasta'lig, 43
ceramics, 11, 28
coins, 40: gold, Egypt, AH. 366 (A.D. 976-7), 7; gold, India,
AH.1028 (A.D. 1619), 40
combs, 23: Egypt, 13th cen,, 26
copyists, 15,19, 20
découpage, 42, 44, 46-7, 48, 49
diacritical marks, 4
epigral};hy, 4,7,11,14,22,23
ewer, Iran, early 13th cen., 54, 55
finial, Iran or India, late 14th~15th cen., 25
formulas, 44, 46
hadith (sayings of Prophet Muhammad), 21, 28
Hand of lgz:ntima, 46: battle standard in form of, Iran, early
18th cen., 47
Haravi, Mir “Ali, 37, 38, 40
al-Husaini, Mir Tmad, 40, 42, 43
ijaza (permission to sign), 19
ikat fabrics, 11; see also textiles
inkpot, India, A.H. 1028 (a.0. 1619), 40
inks, 4,17,19,29
Islam, aversion in to figural representation, 3
Jami, Maulana ‘Abdur-Rahman, 36, 38: poem by, Iran or
India, 16th cen., 38
juz', 7,33
frontispiece of, North Africa, 18th cen,, 33
khanbaliq, see paper
Koran, 2,3,4,7,9,20,21,22,28,29,32,34,36
cases for, 7; Spain, 2nd half 15th cen., 9
leaves (pages) from: central Islamic, 9th cen., 3; central
Islamic, 9th cen., 5; eastern Islamic, 14th cen., 28;
Egypt, 14th cen., 17; Egypt, 14th cen., 24, 25; Iran,
11th cen., 10; Iran, 11th-12th cen.,10; Iran, 1st half
15th cen., 18; Iraq, A H. 707 (a.D. 1307-8), 16; late 8th—
first half 9th cen., 5; North Africa, 14th cen., 32;
Spain, 14th cen,, 33; Turkey or Iran, a.H. 1268
(a.D. 1848), 22
pages, see Koran: leaves

stand (detail), west Turkestan, A.H. 761 (A.D. 1359), inside
front cover
Kufic script, see script
lamps, mosque, 23: Syria, mid-14th cen., 26, 27; Turkey, 1st
quarter 16th cen., 44, 45
Language of the Birds, The, see Mantiq At-Tair
leaves (pages): see also Koran; Mantiq At-Tair
from album, Turkey, ca. 1500, 21; from album, Turkey,
17th cen., 54; from divan, Iran, a.H. 905 (A.D. 1501),
36, 37; from divan, The Great Mufti Abu Su'ud
Teaching Law, Turkish, mid-16th cen., 36; from
Jahangir Album, India, ca. 1615, 20; from poem,
Iran, AH. 1017 (a.D. 1608), 42, 43; from poem, Iran
or Turkey, 16th cen., 48, 49; from treatise on
calligraphy, India, ca. 1630-40, 38, 39; India, 17th
cen., 41;Iran, AH. 973 (A.D. 1565-6), 15; Iran,
AH. 1174 (a.D. 1760-61), 50; Iran, 16th cen., 44; with
Arabic prayers, Iran, AH. 1126 (a.0. 1714), 23
Mantiq At-Tair, 34: leaves (pages) from, Iran (Herat),
AH. 892 (a.D. 1486, detail) front cover; 34, 35; (detail)
back cover
al-Mashhadi, Sultan “Alj, 2, 36, 47
mashg, 7
mihrabs, 29: Iran, ca. A.D. 1354, 30
minbar, fragment from, Iran, A H. Jumada 1 546 (a.p. 1151),7
mirrors, 7: Iran, 12th cen., 9
mosque lamps, see lamps
Muhammad (the Prophet), 2, 3, 4, 19, 22, 28, 52
Mugqla, Ibn, 15, 16, 29, 33, 36
Nairizi, Ahmad, 22, 23
niches, 29: Iran, A.H. 722 (A.D. 1322), 30
pages, see Koran: leaves; leaves; Mantig At-Tair
panel, dedicatory, 52: Bengal, A.H. 905 (a.n. 1500), 52
paper, 9, 14,17,19-20, 40
papyrus, 14
parchment, 20, 29
pens, 17,19
pen boxes, 19: Iran, 16th cen., 19; Syria or Egypt, 13th cen.,
19
“people of the book,” 3
plaque, Iran, 4th quarter 17th cen., 46
prayer niches, see niches
professions of faith, 6,7, 13, 25, 29, 46, 54, 56
pseudowriting, 53 :
ruling frames, 20; Turkey or Iran, 17th-18th cen., 20
A Scribe, India, ca. 1625, 18
script
Bihari (Indian), 29
cursive, 13, 14, 15,22, 23, 28, 44, 45, 50
development of, 3
Divani, 53, 54
Ghubar, 14
Kufic, 3,4,5,6,7,9,11,12,13, 14, 16, 19, 21, 24, 28, 29, 33,
38,44, 45,53
eastern, 10, 11
foliated, 4, 8,9, 11
Karmathian, see eastern
square, 50, 51
Magrhribi (North African-Andalusian), 29, 32, 33
Ma’il, 4,5
mirrored, 56
Muhaqqagq, 16, 17, 18, 20, 22, 28, 29, 44, 54, 56
Musalsal, 2, 15
Naskh, 16, 19, 20, 21, 22, 23, 30, 32, 53
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Nasta‘liq, front cover, 2, 32, 33, 34, 35, 36, 37, 38, 40, 41, 42,
43,44, 46, 47, 48, 49, back cover
Rihani, 16, 20
Riqa, 16, 20
Semitic, 3
Shikasta (broken style), 47, 50
Ta‘liq (“hanging” style), 21, 32, 33
Taugqi’, 15, 16, 20, 44
Thuluth, 9, 14, 16,17, 19, 21, 22, 23, 24, 26, 27, 29, 32, 34,
46,52
Thuluthain, 14
Warraqin, 15
shahada, see professions of faith
siyahmashq, 42
stands, 23: Syria, 1st half 14th cen., 26. See also Koran
swords, see arms and armor
Talib, ‘Ali ibn Abi, 19, 33, 44
tiraz, 11: Egypt, 10th cen,, 13; Egypt, a.D. 908-32, 13; Egypt,
early 11th cen., 13; Egypt, 12th cen., 13
textiles, see also tiraz
inscriptions, 11, 32; Spain, 15th cen., 34; tomb covering,
urkey, 18th cen., 54, 56; Yemen, 10th cen., 14
tiles, 28, 50: Iran, 13th cen., 30; Iran, 13th cen., 29; Iran,
Ramadan A.H. 663 (A.D. 1265), 30
tombstone, Iran, 10th cen., 6; of Mahmud, son of Dada
Muhammad, Iran, 1352, 50, 51
drawing of Koranic inscription on (section), Iran, late 11th
cen,, 11
tughra, 52, 53: of Siileyman the Magnificent, Turkey, mid-
16th cen., 53
vellum, 4,9
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New York Obelisk, The: Or How Cleopatra’s Needle Came
to New York and What Happened When It Got
Here. No. 4,1-72
Alexandria, 7, 8, 11, 12, 28, 33. See also under obelisks: New
York; obelisks: London
Bierstadt, Edward, 11, 41
Djehuti-hotep, statue of, 4,5
Farman, ElbertE., 10, 13-5
Gorringe, Henry Honeychurch, 10, 11, 12, 16, 18-67 passim
Egyptian Obelisks (author of), 11
Hurlbert, William Henry, 12, 13, 16, 20, 38, 41, 42
John A. Roebling’s Sons (manufacturers of equipment), 18
khedive of Egypt, see Pasha
obelisks
Cleopatra’s Needles, 7, 8, 11, 15, 20, 29. See also obelisks:
New York, obelisks: London
in Alexandria, 6,7, 8,9, 11, 12, 20-33, 48. See also under
obelisks: New York
inscriptions on, 6, 45
English and, 9, 16, 20. See also obelisks: London
fallen, see under obelisks: in Alexandria; obelisks:
London
French and, 8, 9, 16, 20. See also obelisks: of Ramesses II:
in Paris
New York (Cleopatra’s Needle)
anti-American sentiment and, 19, 20, 22
arrival in New York, 35, 39
caisson, used to float, 27, 29, 31
cartoons about, 12, 15, 41
ceremonies in celebration of raising of, 42, 44, 58, 62, 63,
66
City of New York (owner of obelisk), 66
conservation of, 66, 68, 70
crab supports at base of, 7, 22, 24, 63
deterioration of, 66, 70
Dessoug (vessel used in transporting), , 29-31, 32, 33,
34-5, 36-7, 38, 39, 40, 48, 49, 50, 51, 66

dimensions of, 16
en route to New York, 34-5
excavation of, 20-21,
folding model of, 47
foundations of, 24, 27, 41
four faces of, inside back cover
Freemasonry and, 27, 41, 42-3, 44, 71
gift of, from Egyptian government, 14-5
Graywacke Knoll, as site for, 38, 41, 42, 56, 60
hieroglyphs and, 45, 66
images of, in advertising, 46, 47, 71
in Central Park, 38, 41, 42, 48,56-7, 58-62, 64, 65,70, 71,
back cover. See also obelisks: New York: Graywacke
Knoll
in Alexandria, 7-8, 14, 21,23, 24, 25,26, 41,72
floating of, in Alexandria bay, 27, 29
landing of: Staten Island, 48, 49, 50, 51; Ninety-sixth
Street, 48, 52
loading of, into Dessoug, 32-3
lowering of, 26, 27, 29
maps of routes, 27, 54
mechanisms for moving and transporting, 16, 19, 22,
23,24,25,42,49, 51, 54, 56,60, 61,63
medallions in honor of, 63
Metropolitan Museum of Art and, 38, 66, 68, 69, 70
moving through New York, 42, 43, 524, 55, 567, 59
plans for transportation of, 11, 16, 17
pedestal of, 16, 24, 27, 31-2, 38, 42, 43
pontoons as transportation of, 48-9, 51
time capsules and, 41
turning of, 24-6
raising of, in Central Park, 58, 59-60
route of: through Alexandria, denied, 26-7; through
New York, 39. See also obelisks: New York: maps of
routes; moving through New York
Lateran (originally Karnak), 7
London (Cleopatra’s Needle), 9, 10, 13, 18
Cleopatra (barge used in transporting), 9, 18, 36
Paris, see obelisks: of Ramesses II: in Paris
of Queen Hatshepsut, 5
of Ramesses II; at Luxor, 9; in Paris, 8,9, 18
of Senwosret], 6
of Thutmosis i1, 3, 4, 6, 7, 42; in Heliopolis (On), 5, 6; in
Istanbul, 17
quarrying of, 34
raising of, 5, 6, 58, 59-60
Romans and, 6-7
transportation of, 4-5; see also under obelisks: New York
Vatican, 17
Pasha, Ismail (khedive of Egypt), 12-15, 19, 41, 66
Pasha, Tawfiq, 13, 15,20
Price, Frank, 18, 22
Schroeder, Seaton, 10, 11, 18, 19, 20, 21, 30, 31, 33, 41, 64
scrapbook of clippings on New York obelisk, 11
Thutmosis 111, 3, 7, 10, 64. See also obelisks: of Thutmosis Il
Unfinished Obelisk, Aswan, 4
Vanderbilt, William Henry, 13, 15, 16, 41, 66

Nicolas Poussin. No. 3, 1-!

Andreani, Andrea, Rape of a Sabine Woman, 1584, 28, 30

Ariosto, (Ludovico), Orlando furioso, 23, 25

Barberini, Cardinal Francesco, 7, 8

Bellange, Jacques, The Hunter Orion, ca. 1610, 49, 52

Bernini, Gian Lorenzo, 3, 6; The Rape of Persephone, 1621-2,
30,31

Caravaggio (Michelangelo Merisi), 10; Martyrdom of Saint
Matthew, 1599-1600, 10, 12

Cézanne, Paul, Mont Sainte-Victoire, ca. 1887,52, 54

cinerarium of Licinius Crassus Frugi, 1st cen. A.D., 23

Claude Lorrain {Claude Gellée), Landscape with the Tiber
from Monte Mario, ca. 1650, 47, 48

Cortona, Pietro da, The Rape of the Sabines, 1625, 31, 33

dal Pozzo, Cassiano, 8, 9, 20, 31



museo cartaceo or museum chartaceum (paper museum), 20—
21,23
David, Jacques-Louis, Intervention of the Sabine Women,
ca, 1795-9, 34, 36
Degas, Edgar, The Rape of the Sabines, ca. 1861-3, 34, 36, 37
Fragonard, Jean-Honoré, Rinaldo, Astride Baiardo, Flies Off
in Pursuit of Angelica, ca. 1795, 24, 25
Gaul Killing Himself and His Wife, see Perrier
Gericault, Théodore, Saints Peter and John Healing the Lame
Man, 44, 46
Giambologna, Rape of a Sabine Woman, see Andreani
Gombrich, E.H., 48, 52
Hazlitt, William, 3, 4, 48, 49
Ildefonso Group, see Castor and Pollux
Leonardo da Vinci, Trattato della pittura (Treatise on Paint-
ing), 31, 32
Ovid, Metamorphoses, 7, 17
Perrier, Frangois, Gaul Killing Himself and His Wife, 1638, 10,
11,28
Pesne, Jean, Engraving after Self-Portrait of Nicolas Poussin, 5
Poussin, Nicolas
artists influenced by, 46, 52, 54, 55
Bacchante from the Borghese Krater, ca. 1627,13
Blind Orion Searching for the Rising Sun, 1658, 2, 46, 48, 50—
51, 52; details, 53, 55
Castor and Pollux, ca. 1628, 10,12, 13,23
Cinerary Urn, after the Antigue, mid-1630s, 22
Claude Lorrain, relationship with, 46-8, 54
The Companions of Rinaldo, ca. 1632, 2,19, 20, 21, back
cover
The Death of Germanicus, 7
The Deposition, ca. 1630, 37, 39; ca. 1657, 37, 38
Et in Arcadia Ego, ca. 1627, 17,19
Hercules and Antaeus, early 1630s, 31, 32
The Holy Family, ca. 1645, 42, 43
influences on, 46
The Inspiraton of the Poet, ca. 1630, 13, 14
Lamentation over the Dead Christ, late 1650s, 37, 38
Landscape with a River God, ca. 1626,7,8
Madonna of the Steps, ca. 1648, 42, 44
Martyrdom of Saint Erasmus, 9
The Massacre of the Innocents, ca. 1628, 10, 11
Midas Washing at the Source of the Pactolus, ca. 1626, 2,13,
16,17, 20; detail, 18
modes of painting, 37, 39
Nude Man Lifting Up a Woman, ca. 1633, 31, 32
alsy of, 37
e Rape of the Sabine Women, 1634, 2, 25, 26-7, 28, 31, 33,
34,37, 48; copy after, by Degas, 36; details, front
cover, 28, 29, 35; study for, 32
Saints Pefer and John Healing the Lame Man, ca. 1655, 2, 39,
40-41, 42, 44, 48; detail, 44; drawing after, by
Gericault, 46
Self-portrait, ca. 1650, 6
The Sorcerer Atlante Abducting Pinagbello’s Lady, early
1630s, 23,24
Venus and Adonis, ca. 1626, 8,9
A Wooded Bank Along the Tiber, ca. 1640, 47
The Youth of Bacchus _ca. 1626, 14, 15, 37
Raphael, Madonna of the Fish, 1514, 42, 43
Rubens, Peter Paul, The Rape of the Sabines, late 1630s, 33, 34
Tasso, (Torquato), Gerusalemme liberata (Jerusalem Delivered),
20,23
Titian (Tiziano Vecellio), The Baccanal of the Andrians, 14, 15

R

Recent Acquisitions: A Selection, 1990-1991. No. 2, 1-96
Africa, Oceania, and the Americas. Susan Bergh, Florina H.
Capistrano, Kate Ezra, Julie Jones, Heidi King, 78-83
ear ornaments, pair, Peru (Chimu), 12th—15th cen., 80

figures: male, Papua New Guinea, 19th cen., 79; pendant,
masked, Costa Rica (Chiriqui), 11th-mid-16th cen., 80
lime container (poporo), Colombia (Quimbaya), 5th-10th
cen., 80, 81
saltcellar, Sierra Leone (Afro-Portuguese), late 15th—
mid-16th cen., 78
vessels: cylindrical, Mexico (Maya), 8th-9th cen., 82-3;
stirrup-spout, with serpent, Peru (Moche), 2nd-3rd
cen., 82
Ancient World. Dorothea Arnold, Joan Aruz, Joan R.
Mertens, Carlos A. Picén, 6-13
ambers, carved, Italic, 7th-5th cen. B.c., 10
antelope, head of, Egyptian (Late period, prob. as
27), 525404 B.cg,}ép pe prob. Dynasty
crocodile, Egyptian, 1st cen. B.c~1stcen. A.D,, 8,9
cups, drinking (pair), Roman, 2nd half 1st cen. B.c., 11
cylinder seals: Mesopotamia or northern Syria, ca. 1825~
1750 B.C.; Syria (Classical Syrian I), ca 1825-1750 B.c,;
Anatolia (Assyrian Colony period), ca. 1920~
1840 8.C., 6
head, female, Greek, end of 6th cen. 8.c., 11
head, of man, veiled, Roman, 2nd half 1st cen. A.D., 13
reliefs: slabs from Amarna temples, Egyptian (Dynast
18), ca. 1340~1330 8., 7; wiP:h arcl%g’ils)tic He%nes, Y
Roman, 1st cen. A.D., 12,13
vase, perfume, in shape of squatting monkey, East Greek,
1st quarter 6th cen. B.C., 9
Asia. Barbara B. Ford, Maxwell K. Hearn, Steven M. Kossak,
Martin Lerner, ]. Kenneth Moore, Morihiro Ogawa,
Suzanne G. Valenstein, James C. Y. Watt, 8496
Castiglione, Giuseppe (Lang Shih-ning), One Hundred
Horses, Ch'ing dynasty, ca. 1728, 87
Cheng Hsieh, Misty Bamboo on a Distant Mountain, Ch’ing
dynasty, 1753, 88, 89
Chung Li, Scholar Contemplating a Waterfall, Ming dynasty
(1368-1644), 86
dagger (tanto), blade for, Rai Kunitoshi, Kamakura
period, late 13th-early 14th cen., 89
drum, waisted (damaruy), south Indian, 18th cen., 92
figures: Krishna on Garuda, Indonesian (Java, Central
Javanese period), 2nd half 9th cen., 95; Vishnu as
Vaikuntha Chaturmurti, Indian, ca. 2nd half 8th cen.,
93; Vishnuy, standing, four-armed, Vietnamese, 2nd
half 7th cen., 94
Kano Motonobu, studio of, Four Worthy Accomplishments,
Muromachi period, mid-16th cen., 88, 89
mandala, vajrabhairava, Chinese (Yiian dynasty),
ca. 1328, 84, 85
plaque, Krishna Battling the Horse Demon, Keshi, India
(Uttar Pradesh, Gupta period), 5th cen., 92
Sesson Shukei, attr. to., Gibbons in a Landscape,
Muromachi period, 90-91
tankard, Chinese (Ming dynasty), early 15th cen., 85
Tai Pen-hsiao, The Strange Pines of Moutn T'ien-+'ai, Ch'ing
dynasty, 1687, 87
thanka, Tibetan, ca. 4th quarter 13th cen., 96
Europe 1700-1900. Katharine Baetjer, Malcolm Daniel, James
David Draper, Caroline Goldthorpe, Colta Ives,
Clare Le Corbeiller, Laurence Libin, Helen B. Mules,
James Parker, William Rieder, Gary Tinterow, Clare
Vincent, 34-51
Baldus, Edouard-Denis, Entrance to the Port of Boulogne,
1855, 42
Bellotto, Bernardo, Pirna: The Obertor from the South, 34
Cades, Giuseppe, Virgin and Child, 35
Carrier-Belleuse, Albert Ernest, Father Time on a Globe, 40;
see also clock
clock, Albert Ernest Carrier-Belleuse, Guéret fréres,
Atelier Cartier, and Vincenti et Compagnie, Paris,
1863, 40
d’Angers, Pierre-Jean David, two relief figures of fame,
ca. 1831-35, 39



Degas, Edgar: Portraits at the Stock Exchange, ca. 1878-9,
45; Three Jockeys, ca. 1900, 51

doors, double, pair of, Lorenzo de Ferrari, Genoa,
ca.1743-4, 36, 37

Manet, Edouard: The Rabbit, 1866, 43; The Brioche, 1870, 44

Morisot, Berthe, Young Woman Seated on a Sofa, ca. 1879,
49

Nadar (Gaspard-Félix Tournachon), Eugéne Pelletan,
ca. 1855, 43

piano, upright, Alphonse Blondel, Paris, ca. 1860, 41

Pissarro, Camille: Céte des Grouettes, near Pontoise,
ca. 1878, 46; The Garden of the Tuileries on a Spring
Morning, 1899, 50

robe, open, with underskirt and fichu, probably Euro-
pean, ca. 1798, 37

secretary, Biedermeier, Austrian, ca. 1815-20, 38

Sisley, Alfred: Sahurs Meadows in Morning Sun, 1894, 47;
The Seine at Bougival, 1876, 48

sugar bowl, Bendix Gijsen, Copenhagen, 1804, 37

vase, one of pair, Alexandre-Evariste Fragonard and
Jacob Meyer-Heine, Sevres, 1832 and 1844, 39

Islam. Annemarie Schimmel, Marie Lukens Swietochowski,

Daniel Walker, 14-7

Allah, Habib (of Saveh or Mashhad), A Stallion, Iranian
(Safavid period), late 16th cen., 15

carpet fragment with compartment design, Iranian,
16th cen., 14, 15

dish, Turkish (Ottoman period, Iznik), ca. 1580, 16

hanging or curtain, part of, Indian (prob. Ahmedabad),
ca. 1600, 17

roundel with radial inscription, Indian (Bijapur, Deccan)
1sthalf 17th cen., 16

Medieval Europe. Katharine R. Brown, Helen C. Evans,

Timothy B. Husband, Charles T. Little, William D.
Wixom, 18-23

altar frontal with Man of Sorrows, Virgin, Sts. John the
Baptist, John the Evangelist, and Jerome, south
German (Nuremberg), ca. 1465, 23

Beatus manuscript, leaf from, Spanish (Benedictine
Monastery of San Pedro de Cardefia), late 12th cen.,
front cover, 3, 20, 21

brooches (box and pair of boar’s-head), Viking (Gotland),
late 8th-9th cen,, 18

capitals: with Adoration of Magi, French (Provence) 2nd

half 12th cen., 19; with Christ giving keys to St. Peter,

southwestern France, 2nd half 12th cen., 19

figures: of three apostles (Sts. Peter, Andrew, and James
the Great), south Netherlandish or northeast French,
mid-15th cen., 22; support, of seated friar or verger,
French (Reims?), ca. 1280, 21

frieze sarcophagus, Early Christian, Italian (Rome), 1st
third 4th cen., 18

pax (monile), south German (Nuremberg?) ca. 1515-20,
23

Renaissance Europe. Andrea Bayer, Suzanne Boorsch, Keith
Christiansen, James David Draper, William M.
Griswold, Walter Liedtke, Jessie McNab, Stuart W.
Pyhrr, Elizabeth Wyckoff, Alice Zrebiec, 24-33

Breenbergh, Bartholomeus, The Preaching of Saint John the
Baptist, 1634, 31

Cigoli (Ludovico Cardi), The Adoration of the Shepherds,
with Saint Catherine of Alexandria, 1599, 28

Fetti, Domenico, The Parable of the Mote and the Beam, 30

Ferri, Ciro, The Circumcision, 29

Gossaert, Jan (called Mabuse), Virgin and Child Seated at
the Foot of a Tree, 1522, 25

Hollar, Wenceslaus, Voluta ebraea L., 1640s, 33

krug with Saint Augustine and a child, German (Frank-
furt), 1684, 32

Last Supper, The, repoussé relief, prob. Netherlandish,
1582, 26

Master IOV, The Burning of Catania, 27

Reni, Guido, The Head of a Woman Looking Up, 29

Saint Bernard Vanquishing the Devil, German, ca. 14707, 24

Titian (Tiziano Vecellio), Landscape with a Goat, 25

valance (Ahasuerus and Vashti), English, late 16th—early
17th cen.,, 32,33

wheellock carbine, German, ca. 1540-50, 27

Twentieth Century. Maria Morris Hambourg, J. Stewart

Johnson, Lisa M. Messinger, Sabine Rewald, Jeff L.
Rosenheim, Lowery Stokes Sims, 60-77

Atget, Eugene, 15 rue Maitre-Albert, 1912, 62

Butterfield, Deborah, Vermillion, 1989, 72, 73

Gaillard, Eugene, side chair, 1900, 61

Charlot, Jean, The Accident, 1924, 65

de Kooning, Elaine, Untitled, Number 15,1948, 68

Dix, Otto, The Businessman Max Roesberg, 1922, 63

Dove, Arthur, The Inn, 1942, 77

Freud, Lucian, Head and Shoulders of a Girl, 1990, 74

Funakoshi, Katsura, Number of Words Unarrived, 1991, 75

Gilbert and George, Here, 1987, 71

Jacquette, Yvonne, Tokyo Street with Pachinko Parlor I,
1985, 70

Jacklin, Bill, Incident on 42nd Street, 1988, 70

Kauffer, Edward McNight, carpet, ca. 1929, 77

Kitaj, R. B., Portrait of Lucian Freud, 1991, 74

Kuhn, Walt, The Willow Tree and the Cow, 1923, 64

La Fresnaye, Roger de, Artillery, 1911, 60, 61

Main, Terence, “Fourth Frond” chair, 1991, 76

Mitchell, Joan, “La Vie en Rose,” 1979, 69

Sander, August, Unemployed Man, Cologne, 1928, 62

Sheeler, 2Charles: Americana, 1931, 66, 67; The Open Door,
1932, 66

Starn, Doug and Mike, Horses, 1985-6, 72

Traylor, Bill, Kitchen Scene, Yellow House, 1939-42, 65

United States 1780-1900. Kevin J. Avery, Alice Cooney

Frelinghuysen, Morrison H. Heckscher, Dale T.
Johnson, David W. Kiehl, H. Carrie Rebora,
Catherine Hoover Voorsanger, Barbara Weinberg,
52-9

chair, Herter Brothers, ca. 1876-83, 56

chest of drawers, American (Rhode Island, probably
Providence), ca. 1790, 53

Earl, Ralph, Esther Boardman, 1789, 52

Guy, Seymour Joseph, Contest for the Bouquet: The Family
of Robert Gordon in Their New York Dining Room, 1866,
54,55

lighthouse clock, Simon Willard, Roxbury, Mass., ca.
1825, 54

pitcher, Ott and Brewer, Trenton, N.J., 1883-90, 57

Richards, William Trost, Sketchbook VII: American Rural
and Coastal Scenes, 1886, 59

Rogers, Nathaniel, Unidentified Gentleman, ca. 1825, 52

screen, Lockwood de Forest, Ahmedabad, India, and
New York City, ca. 1885, 58

vases: one of pair, Tucker Factory, Philadelphia, Penna.,
1828-38, 57; Greenwood Pottery, Trenton, N.J.,
1883-6, 57

Whistler, James McNeill, The Fruit Shop, Paris, 1892-3, 59

wineglass, Dorflinger Glass Co., 1876, 56

Rivolta, Barbara. See Islamic Calligraphy.

S

Schimmel, Annemarie. See Islamic Calligraphy.

T

Thompson, James. See Nicolas Poussin.

Copyright © 1993 The Metropolitan Museum of Art
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