The Blue Road

Mastercrafts from Persia

—f

LT

BE
=)
A Y

Z
iz

lughiER RS S




The Blue Road

Mastercrafts from Persia

i e - N
BE D 2 1K

KB AT SR BB 2T

Yuka Kadoi
FAHAE

K

LIANG YI MUSEUM

OOOOOOOO



Contents

Director’s Foreword
Acknowledgements
Lenders to the Exhibition
Notes to the Reader
Comparative Chronology

The Blue Road: Art and Hue in Persian
Dress Culture

Firuzeh and Lajavard: The Colour Blue in

the Ceramics of Iran and Central Asia

Between Earth, Water and Sky: Blue Glass
from the Persian World

Catalogue
Bibliography
Glossary
Photograph Credits

Appendix: A Section of Vanities from the
Liang Yi Collection

Lynn Fung

Yuka Kadoi

Leslee Katrina Michelsen

Ivan Szanté

10

11

22

34

43

146

149

150

151

Ronfg g

S8
=111
IR

B

HEEFR

m

GINENBE ST : BN EREE
B

PEL ~ FOKERERZE 2 [ KA SR
EIEIZ

fifsx - MIKEIRE D 2IFE RS

EBZR  RITFEENENRER

g 2

IBIKI%

FIF R E

FER

10

17

29

39

43

146

149

150

151



Director’s Foreword

As the director of Liang Yi Museum, Hong Kong’s largest private museum, I am often asked what is the most
enjoyable part of my job. While there are many aspects of my day-to-day work that I find fascinating, the most
rewarding occasions are without doubt when I see a large-scale project like Zhe Blue Road: Mastercrafts from Persia come
to fruition.

Iranian culture and the Persian empire has long been a topic of fascination for me. But it was when I visited
the country in January of 2017 that it really solidified into a concrete idea for an exhibition at Liang Yi Museum.
There are many people who I have to thank for helping me and my team realise this dream exhibition. Yifawn Lee,
the publisher of Orentations magazine (and our official media partner for this exhibition) and her Iranian husband
Nader Rasti, who helped us in so many ways. Yifawn also introduced me to Dr. Yuka Kadoi, our guest curator for this
exhibition, without whom none of this would have been possible.

Why did we choose both the topic and the name “The Blue Road’? When we were first conceptualising this
project, we were overwhelmed by the sheer amount of beautiful objects from over three centuries of Persian culture to
choose from. Yuka was the one who suggested focussing on one colour; and blue was the natural choice, having been
such an instrumental colour for the ancient Persians and the many Iranian shahs and empires that followed.

The ‘road’ part of the title plays on the idea of the ancient Silk Road. While I wanted to focus on Persian
decorative objects at this exhibition, we also had to think about why this should be an exhibition mounted in Hong
Kong, and how to make it particularly relevant to the audience here. As we explored the history behind the objects we
chose, one thing that became immediately obvious was that blue-and-white ceramics would be a topic of immense local
interest.

A lot of people think of blue-and-white ceramics as being inherently Chinese: however, blue glazing actually
first became popular in Middle Eastern ceramics in the ninth and tenth centuries, and only spread eastwards to
China along the Silk Road and became refined as Chinese porcelain in the Yuan (1271-1368) and Ming (1368-1644)
dynasties. This is the sort of centuries-old relationship and exchange of cultural ideas and aesthetics that we hope this
exhibition will highlight and encourage further discussion of, as China embarks along its One Belt One Road mega-
project, itself built upon the historical Silk Road.

Another reason the blue-and-white ceramics selection is especially important is this: when working on such
a large-scale exhibition, borrowing nearly 100 objects from nearly a dozen international institutions and private
collections, it is difficult to adhere to our museum’s unique selling point, which is its open-display policy. Therefore,
we are also incredibly grateful that Dr. James D. Frankel, associate professor at the Chinese University of Hong
Kong, not only agreed to lend us a selection from his impressive collection, but also generously agreed to have it on
open display, arranged on our classical Chinese antique tables and shelves. On top of that, he even agreed to host a
workshop at the museum during its opening week to give both an introductory talk plus an object-handling session
for registered guests. We have no doubt that both his workshop and the open display of these objects will lend a truly
unique aspect to this exhibition.

While we are thrilled that so many precious objects from all four corners of the world have made it to Hong
Kong for this exhibition, it would be remiss of us not to also include a selection from our own permanent collections.
Therefore, at the back of this catalogue, you will see a final section dedicated to the vanities from the Liang Yi
collection. Vanity cases, for those who may not be familiar, are bejewelled cosmetic boxes made for women in Europe
starting at the end of the nineteenth century, and continuing all the way to the mid-twentieth century. To complement
The Blue Road, we dedicate a gallery that focusses on all the blue vanities in our collection, made of materials from lapis
lazuli to sapphire, enamel to turquoise. Featuring just over 80 of these precious boxes, this vanities gallery aims to

provide the final stop along what we hope was an enjoyable and educational journey on our Blue Road.

Lynn Fung
Director

March, 2108
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Notes to the Reader

For the sake of simplicity, the use of diacritical marks for Arabic, Persian and Turkish words or
names are kept to a minimum. Vowels are transcribed according to the standard romanisation of Persian.
Consistency was encouraged within each contribution, yet there are minor variations among chapters
and catalogue entries regarding the transliteration of Persian terms. Unless necessary, Hijri (Islamic
lunar) dates are not given. Throughout the catalogue, the term ‘Persia’ is extensively used, since the
current volume is much concerned with the time before 1935, when the country name ‘Iran” was not
internationally recognised. However, both terms are interchangeably used, depending on the context.

Chinese words and names have been transliterated according to the pinyin system of romanisation.
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The Blue Road:
Art and Hue in Persian Dress Culture

Yuka Kadoi

As one of the principal colours with a strong social
and cultural connotation, the chromatic potential of
blue was exploited across different geographical regions
throughout the ages. The ultimate origin of this colour
was historically associated with the lands once called
Persia, encompassing modern-day Iran and West Central
Asia, hence known as ‘Persian blue.” Once considered
as a synonym for the Persian colour, according to A
Dictionary of Color (Maerz and Paul 1930, 173), the word
‘blue’ still comes into the mind of many people who
encounter stunning Persian architectural decoration,
delicately executed Persian manuscript painting and the
breathtaking landscape of the Persian cultural lands.
Inheriting its centuries-old traditions, blue was indeed
of particular importance in the visual and material
culture of Persia not only as an essential source for
painting pigments, ceramic glazes and textile dyes but
also for symbolic use. Moreover, this colour gained a
socio-cultural role as the catalysis of cultural exchanges,
expanding the horizon into East Asia in the East and
Europe in the West. If the concept of the ‘Silk Road’
refers to the overland and the maritime routes connecting
different continents, the notion of the ‘Blue Road’
equall_y captures the cultural impact of the lucrative trade
not only in silk but also in other media of the arts that
was carried out along the terrestrial length of human
civilisations once upon a time.

Under such a myriad cultural background, this
introductory chapter takes a fresh view towards the
integral use of blue in pre-modern Persian material
culture, in particular the idea of dressing the body in
blue, as visual evidence for significant aesthetical shifts

that occurred in pre-modern Islamic Eurasia.
The Sources

There are three key sources of the colour blue:
one is lapis lazuli (lajavard) — historically this semi-
precious stone came from Badakhshan in modern-
day Afghanistan and had a long history of trade with

Mesopotamia and further west. This versatile material

was made into several objects, such as jewellery, amulets
and mosaic tiles (e.g. cat.nos. 11-13), and was also widely
used as pigments. The lapis lazuli mineral was a source
for natural ultramarine. Ultramarine blue was one of the
most commonly used pigments in Persian manuscript
painting, while azurite, a blue copper mineral which
was popular in China, also constituted the Persian blue
palette (Purinton and Watters 1991, 129-131). Iran also
provided a major source of cobalt ores (vang-i lajavard;
literally, ‘blue stone’) in the past. Cobalt components
were used to colour portable objects, so as to make an
imitation of more costly and precious lapis lazuli.
Another important source, especially in the context
of this chapter, is indigo (nil), a dyestuff derived from the
tropical plant (/ndigofera tinctorial). As the term suggests
— that is the Greek indikon meaning a substance from
India — India was the major centre for its production.
Indigo was brought from South Asia to West Asia via
the overland and maritime trade routes and cultivated
throughout the Persian world in earlier times, owing
to their immense commercial value. The colour was
eventually known in Iran as rang-i kirmani (‘colour of
Kirman’), since quality indigo came from the southeast
region, equivalent to the modern-day Kirman province.
All the sources are therefore associated with the
western part of Persian civilisation, rather than the
far western side of the Eurasian continent, where blue
remained an exotic colour. In Europe, for instance, a
blue dye was produced from the flowering plant called
woad (lvatis tinctoria) since ancient times, and it was only
during the late Middle Ages that dying techniques were
developed in tandem with the hierarchical recognition
of blue as the dress colour of Virgin Mary or members
of the nobility (Pastoureau 2001, 49-63). The major
difference between indigo and woad is the degree of
concentration: woad is less concentrated in indigotin than
indigo itself, indicating that more material has to be used
and therefore incurs more expense. With productivity
and economy, indigo became more popular than woad
in Europe during the sixteenth century, after it was

introduced from Asia.



Embodying Blue

It was under the Saljuqs that blue became a
dominant chromatic component in the ceramic arts of the
Persian cultural realm. While this phenomenon has been
amply demonstrated by the survival of material remains
from twelfth- to thirteenth-century Iran and Anatolia,
such as ceramics and tiles (e.g. cat.nos. C1-C3 and T1),
the prevalence of this colour across the wide range of
Persian art media should be considered in parallel with
its symbolic edifices in Persian literary culture at that
time. In particular, the colour blue is evocative of one of
the episodes from the Haft Paykar (‘Seven Portraits’), the
fourth of the five poems (Khamosa) of the twelfth-century
poet Nizami Ganjavi. It tells the story of the Sasanian
king Bahram Gur (r. 420-38) who has seven beautiful
princesses from the seven planets or regions of the
world and visits each in her own pavilion on successive
nights of the week. On Wednesday, the day governed by
Mercury, he visits the Maghreb (North Africa) princess
in the Blue Pavilion, whereas the rest of the days are
scheduled as follows: the Indian princess in the Black
Pavilion on Saturday (Saturn); the Chinese (Chinese
Turkestan) princess in the Yellow Pavilion on Sunday
(Sun); the Khwarazmian (the historical region south of
the Aral Sea) princess in the Green Pavilion on Monday
(Moon); the Slavonic princess in the Red Pavilion on
Tuesday (Mars); the Roman princess in the Sandalwood
Pavilion on Thursday (Jupiter); and the Persian princess
in the White Pavilion on Friday (Venus).

One Wednesday when the blooming sun
suffused with blue the sphere’s black dome,
The king, victorious as the sun,

bright sky-like robes of turquoise donned,
Went to the turquoise dome for sport;

the tale was long, the day was short.
(Nizami 1995, 174)

Although little is known as to how this particular
episode was illustrated in manuscripts during the
medieval times due to the lack of surviving examples,
the pictorial convention of Bahram Gur and the Blue
Pavilion, together with other pavilions with different
colours, may have emerged as early as the fifteenth
century and seems to have been established by the
sixteenth century. In the illustration from the 1537 copy
of the Khamoa of Nizami (fig. 1; Adamova and Bayani
2015, cat.no. 24), for instance, both the king and the

princess are shown clad in blue robes that match the

i

Fig. 1

Bahram Gur in the Blue Pavilion, page from the Khamvsa of Nizami
Iran (Shiraz), 943 AH /1537 AD

Al-Sabah Collection, Dar al-Athar al-Islamiyyah, Kuwait (fol. 209v,
LNS 4 MS)

colour associated with the pavilion. Echoing Nizami'’s
rhetoric in the aforementioned episode, the pavilion
is overwhelmingly embellished with tile revetments
and mural painting with different hues of blue, while a
few tiles, metal pieces, two text boxes and other small
decorative details are painted in yellow or gold. This
subtle colour contrast serves to enhance colouristic
fantasies.

Another key image also comes from a parable of the
Khamoa of Nizami. In the Makhzan al-Asrar (“Treasury of
Mysteries’), the first of the five books of the Khamova, the
‘Abbasid Caliph Harun al-Rashid (d. 809) is seated on
the edge of the octagonal pool in the bathhouse (bamam),
while the barber is shaving his head. There is a careful
chromatic selection in the image-making of this episode:
while architectural details are highlighted in green or
yellow, the lower body of all the characters depicted in
this illustration is draped in blue (fig. 2; Adamova and

Fig. 2
Caliph Harun Al-Rashid at the Bathhouse, page from the Khamusa of
Nizami

Iran (Shiraz), 943 AH /15637 AD

Al-Sabah Collection, Dar al-Athar al-Islamiyyah, Kuwait (fol. 29v,
LNS 4 MS)

Bayani 2015, cat.no. 24). This textile is reminiscent of
the type of cotton fabric used in the bathhouse called
peshtemal (pestamal in Turkish), which absorbs water
easily and dries quickly.

Dressing Blue

The earliest surviving examples of blue dress, either
in its entirety or as fragments, are datable to the time of
the Mongol empire during the thirteenth and fourteenth
centuries, when blue regained a marked feature in
Persian art, architecture and material culture. The most
striking and rare surviving example of this kind is now
in the collection of the Museum of Islamic Art in Doha
(fig. 3). This imposing blue robe mirrors the notion of
conspicuous consumption of the time. It was meant to be
an overcoat (dee/l in Mongolian) designed for horseback
riding or sitting on the floor, to be worn over baggy
trousers. The robe is vertically closed with the left side
overlapping over the right side, a style which is slightly
different from a traditional type of Mongol robe with
diagonal fastening from left to right. The sleeves and
hem are both decorated with yellow tapestry bands.
Although the remarkable state of condition suggests
that this example was intended as a burial commodity
rather than for actual use, the popularity or circulation of
this type of dress in West Asia can be attested to by the
depiction of such clothing in fourteenth-century Persian
manuscript painting. As far as the surviving illustrated

manuscripts from this period are concerned, blue plays

Fig. 3

Robe

Mongol Eurasia, 13th century
Museum of Islamic Art in Doha
(TE.103.2007)



a key iconographic role as the favourite chromatic
indication to single out the king or other main characters
in the Shahnama of Firdawsi, the national epic of Iran (see
Kadoi 2014B).

Although decorating the body in blue or wearing
blue in the form of tattoo, jewellery or dress has its
ancient, talismanic root in human history, the fashion
of blue dress should be understood within the spectrum
of Mongol culture: for the Mongols, while gold was the
imperial colour for clothing, the notion of wearing blue
had an association with indigenous beliefs, as Mongol
shamans wear blue ritual costumes, in order to perform
as or communicate with the blue wolf, their legendary
ancestor. It is also possible to speculate that the beauty of
this colour simply attracted people who may have found
the blue colour almost alchemic during the Middle Ages.

The Mongols were fond of strong chromatic
components, such as red and yellow, and the combination
of blue and gold, their favourite colour, creates a
powerful visual effect. The intensity of deep blue and
metallic gold is also reflected in the type of Ilkhanid
ceramic tile and pottery with a deep blue overglaze
known as lajvardina (e.g. cat.no. T4). Yet another striking
colour contrast is generated by the use of the following
strong colour combination — blue and white. Although
the early Ming connoisseur Cao Zhao denounced blue
and white porcelain as ‘vulgar’ in his Gegu yaolun (‘Manual
of Connoisseurship’) (1388) (David 1971, 143), this
colour scheme became predominant in the ceramic arts
of Yuan China and its subsequent period under the Ming
dynasty (e.g. cat.nos. C14-C15). A considerable amount
of Chinese blue-and-white porcelain products, in terms
of both quantity and quality, was traded across the China
Sea and the Indian Ocean and exerted a decisive impact
on local ceramic industries in Southeast Asia and the
Middle East (e.g. cat.nos. C5-C13, C16-C18 and C20).

Blue textiles were also produced for the global
market, as many of them found their way to different
destinations, not only to museum collections worldwide
but also to church treasuries in Europe. Most of such
textiles currently survive in a fragmentary condition, but
when they were traded in the past, they were often sold
by the piece in order to increase the commercial gains,
and subsequently netted, looped or knitted to make
clothing. In addition to their popularity in the European
market, blue textiles are also key to the understanding
of the commercial relationship along the Indian Ocean
network, connecting all way from the China Sea to the
Red Sea. Of particular note in this context is a type
of Mongol textile (now darkened but originally blue)

Fig. 4

Silk damask fragment

China, late 13th — early 14th century
Museum of Islamic Art in Cairo (MIA 2225)

with the quasi-Chinese character vhou (meaning ‘long
life’) surrounded by the cloud border decoration (fig.
4; O’Kane 2006, pl. 90). This type of textile has been
generally attributed to Yuan China, and two versions of
such textiles appear to have been produced and widely
traded internationally for a short period of time. Both
versions are said to have been discovered in Egypt (such
as a tomb at the necropolis of Al-Azam [Deir el-Azzam],
near Asyut, Upper Egypt) and appear to have originally
made up garments. The use of quasi-Chinese character
suggests that, although the use of such a stylised
character is common in Chinese design, the textile was
intended for the non-Chinese market rather than the
domestic market. Given that some of them bear the name
of a Mamluk sultan, they were also made as diplomatic
gifts. Finally, the number of indigo-dyed cotton textile
samples in the collection of the Ashmolean Museum,
University of Oxford (cat.no. TC1), also demonstrates
the importance of Egypt as the commercial hub along the

maritime blue road.

Visualising Blue

The norm of what we now widely consider as
‘Persian art’ was formed under the Safavid dynasty, a
period which witnessed a prodigious political, cultural
and religious expansion. In particular, the Safavids
should be credited for the blossoming of the Persian blue
culture: by the sixteenth century, the art of ceramics
had reached its maturity, ranging from blue-and-white
potteries with a variety of shapes and functions (e.g. cat.
nos. C6-C12) to blue-based architectural tilework with
rich figural imagery (e.g. cat.no. T7). The fashion for
the blue dress in Safavid Persia is also substantiated by
several pictorial examples of the time. In the portrait of a

young man in the Harvard Art Museums (fig. 5), which

Fig. 5

Young Man in a Blue Cloak

Signed by Riza ‘Abbasi

Iran, c. 1587

Harvard Art Museums/Arthur M. Sackler Museum, Sarah C. Sears
Collection (1936.27)
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Fig. 6

Silk coat

Iran, 16th century

State Armoury Museum, Moscow (25668 okhr)

is one of the earliest paintings attributed to the celebrated
Safavid painter Riza ‘Abbasi (d. 1635), this idealised
youth dons a blue outercoat. The beautify of fabric is
emphasised by sparsely arranged gilding patterns.
Among the extant examples of the Persian blue
dress from this time, the coat in the collection of the
State Armoury Museum in Moscow stands out (fig. 6;
see Scarce 2013). Made of blue silk, this magnificent
long-sleeved coat (142 cm in length) reached Russia as a
diplomatic gift and is believed to have belonged to either
Tsarevitch Ivan Ivanovich (1554-81) or Tsar Feodor
Ivanovich (1557-98). If it had been worn, the coat would
have created a lustrous, cloth-of-gold like texture, thanks
to not only the quality of the fabric itself but also the
creative design based on the repetitive appearance of a
man hurling a rock at dragons and phoenixes sitting on
the trees, all highlighted by the use of metallic thread.
The same man inside the blue coat is, however, shown to

wear a non-blue dress.



Fig. 7

Porcelain dish

China, early 17th century

British Museum, London (PDF,C.645)

While trade and diplomacy played a key role in
the introduction of Persian dress to Europe during the
Safavid period, it would be equally important to consider
how the pool of information about Persian art and culture
grew through mercantile channels and how this served
to spread Persian imagery eastwards into East Asia at
that time. A large blue-and-white porcelain dish of the
kraak type is a case in point (fig. 7): in the centre, a pair
of kneeling figures, possibly Persian, wear long robes
and headdresses with feathers, following the Safavid

convention. Although there would be not much choice

for blue-and-white products in terms of colouration,
the use of blue as the colour of the dress fits within the
cultural psyche of the time. A reasonable number of
surviving examples of this type of dish (e.g. Pierson 2004,
110; Vinhais and Welsh 2016, no. 9) indicate a certain
demand for the Persian market.

With the development of a chemical process to
synthesise the pigment, both the woad and natural indigo
industries collapsed in modern times. The Prussian blue,
the first modern synthetic pigment that was invented in
Germany during the eighteenth century, was far more
stable than indigo dye, which tended to fade easily. It was
also considered more economical than ultramarine made
from costly lapis lazuli. This long-lasting, affordable
blue pigment was then imported from Europe to Asia,
and the arrival of the Prussian blue served to reverse
the flow of cultural interactions along the Blue Road
from westwards to eastwards. During the nineteenth
century, Persia’s domestic textile industry suffered from
foreign competition, and Persian woven products, which
once dominated the world economy, could not compete
with cheap European and South Asian imports. The
establishment of the modern textile industry helped to
revive this key crafts tradition in the Persian world, yet
unfortunately, the history of Persian blue turned the page
and could not fully recapture its former glory.

Clearly, the birth of blue culture was the result
of the fascinating cultural blend of different traditions
coming from not only the Persian cultural heartlands
in West Asia and West Central Asia but also their
peripheral lands in East Asia, South Asia and Europe.
By understanding the development of blue culture across
the globe, the study of this enchanting chromatic element
opens new possibilities for comparison with other

civilisations.
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Firuzeh and Lajavaro:

The Colour Blue in the Ceramics of Iran and
Central Asia

Leslee Katrina Michelsen

The use of blue is richly varied in the pottery of the
Islamic world, and especially celebrated for its association
with the creative and technical achievements in the
ceramics of Iran and Central Asia from the eleventh to
the fifteenth centuries. Objects and tiles alike glowed
with richly pigmented glazes ranging from pale aqua to
deepest midnight. Tile-clad domes were féted for their
iconic blue splendour in the dun-coloured landscapes
which often surrounded them, while comfortable homes
housed dishes and figurines glazed with a myriad of cool,
watery tones. The Arab geographer Yaqut al-Hamawsi,
who visited Merv (in modern-day Turkmenistan) in the
thirteenth century, wrote that the dome of the twelfth
century Mausoleum of Sultan Sanjar was so intensely
blue that it could be seen from a day’s journey away.

The poetic became pragmatic in the Persian
descriptions of these colours, with the word /lajavard
(lapis lazuli) used also to denote the range of royal to
dark blue shades most commonly achieved with cobalt,
rather than the more storied semiprecious stone with
which it shares its name. Lapis lazuli was, of course,
highly prized as a pigment for painting. Yet the mineral
was also occasionally used as a ceramic glaze colourant,
as discussed later in this essay, both in the Islamic world
(in lajvardina ceramics) as well as in the Mediterranean
(see Colomban 2003). Likewise, as well as being used
for the gemstone, the term firuzeh (turquoise) also meant
the colour in ceramic glazes achieved via the addition
of copper: it appears turquoise when suspended in an
alkaline glaze; within a lead glaze, it will appear green.
These linguistic associations with locally available,
yet highly prized, minerals suggest an intentional link
between ceramic glaze colourants and the gemstones that
they may have been chosen to mimic.

Blue hues were seen on pottery from the earliest
Islamic periods, with the ubiquitous turquoise-glazed
earthenware storage vessels found from the pre-
Islamic eras through the Umayyad period (seventh-
eighth centuries) and onward. Although they are most

closely associated with Iran, Iraq, and the Eastern
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Fig. 1

Jar

Iran, 6th to 7th centuries

Doris Duke Foundation for Islamic Art (Honolulu, HI, USA)
(48.145)

Mediterranean, such vessels have been found in far-
flung trade depots as well (fig. 1). New technical and
artistic developments were seen in the famed wares of the
Abbasid era, created during the ninth century in Basra,
Iraq. The shapes and decorations of these vessels were
informed by maritime trade between the Persian Gulf
and China. Here, the significant technical advancement
of adding tin to the glaze opacified it, creating a clean
white surface. Artisans used this backdrop to highlight
complex compositions in a myriad of colours, although
some of the most striking — and celebrated — vessels
feature cobalt blue used alone for inscriptions or
geometric patterns atop the snowy surface (fig. 2).

Yet, with the advent of fritware (or stonepaste
wares) in the twelfth century — achieved by adding clay
and finely-ground glass frit (glaze) to ground quartz —

Fig. 2

Bowl

Attributed to Iraq, probably Basra, 9th century

Metropolitan Museum of Art, New York, Harris Brisbane Dick
Fund, 1963 (63.159.4)

the very body of the vessel was now white and shiny,
eliminating the need for concealing glazes. Moulding,
carving, or painting could be undertaken directly on the
surface (see Watson 2004, 23-33). This technological
advancement spurred artistic achievements, with a
plethora of new forms, finer-walled vessels, and more
spectacular ornamentation. Egyptian potters developed
the technique in the eleventh-twelfth centuries of
the Fatimid period, where it quickly spread to — and,
arguably, was perfected by — the coeval potters of Syria
and Iran. The latter potters were especially lauded
for their mastery of mina'l and lustre vessels, which
according to the evidence currently before us seem to
have been produced in one city — Kashan (fig. 3; see
Watson 2004, 54-55).

This development of highly sophisticated ceramic
wares of the Persian medieval and late medieval eras
extended from the twelfth-fifteenth centuries — and,
arguably, beyond, into the Safavid and Qajar period.
Many of these pottery types are distinct, and unique to
Iran and Central Asia. A significant number of these
ceramics feature a palette based on, or exclusive to,
tones of blue — an artistic choice certainly informed by
the availability of materials, the tastes of the intended
clientele, and — perhaps — lingering, positive socio-

cultural associations with this colour.
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Sources

Sources for blue pigments were more easily
available in Iran and Central Asia than in neighbouring
areas. As well as being the nexus of the ancient trade
routes along which coursed materials, objects, and people
that were known poetically, if reductively, as ‘the Silk
Road,” semi-precious stones such as turquoise and lapis
lazuli were available from local mines, as were the cobalt
and copper ores which could mimic these tones. Iran
and Central Asia cover vast distances and geographic
diversity, ranging from oases to mountains to steppes
to coastal plains. It was not 'easy' to transport materials
and goods even within these neighbouring yet extremely
diverse zones. Nonetheless, extant trade routes assisted

in such transport. The close associations with greater

Fig. 3

Mihrab

Signed by ‘Ali ibn Muhammad ibn Abi Tahir

Iran (Kashan), Sha’ban 663 A.H. (May 1265 A.D.)

Doris Duke Foundation for Islamic Art (Honolulu, HI, USA)
(48.327)



Persia as a source for such raw materials — in mercantile
as well artisanal circles — meant that these geographically
central sections of the ‘Silk Road’ also functioned as a
‘Blue Road’.

Turquoise was most celebrated from the ancient
mines of Nishapur, in northwestern Iran, and was also
available in Kerman and Semnan provinces (see Khazeni
2014). Lapis lazuli, famously, was only obtainable from
the Badakhshan region of Afghanistan, from where it
was exported widely as an extremely precious commodity
(Herrmann 1968). The same fabled trade routes which
brought goods into the region also disseminated this
mineral wealth of Iran and Central Asia to China and the
Mediterranean, and points beyond (Herrmann 1968).
This geographic centrality of Iran and Central Asia to
the sources of such highly prized blue gemstones may
have fueled, or at least informed, the experimentation
of colourants which — while achieving a similar hue to
the precious materials — were both cheaper, as well as
technologically much easier to incorporate into the flux
of ceramic glazes. Pottery — being a rather humble craft,
even for the upper-echelon fine stonepaste wares — did
not compete for the same customers who were able to
patronise the workshops of artisans working in precious
stones, elaborate metalwork, or fine textiles. Therefore
copper and cobalt, both also widely available in Iran and
Central Asia, provided the raw materials better suited to

the rigours — and economies — of the pottery Workshop.
Cobalt

Cobalt oxide — most commonly achieved in the
medieval and late medieval periods by roasting cobalt
ore — was used as a ceramics glaze colourant long before
the Islamic period. Rich deposits of cobalt ore are found
throughout the region, with particularly fruitful veins in
Azerbaijan, near Qom in the northwest of Iran, and near
Kashan in central Iran. Although cobalt ores were also
mined in Egypt and South Asia, there is evidence that
China obtained its cobalt ores through trade with greater
Persia (Watt 1979). Recent studies have investigated
in greater detail the processes of mining and refining
coal ores from the mines near Kashan (Matin and A.M.
Pollard 2017).

In addition to ceramic glazes — themselves a form of
glass — cobalt oxide was also used to colour glass by the
craftsmen of that industry. Potters were therefore one of
many customers for this mineral, as other artisans — as
well as merchants eager to trade this material with buyers

near and far. This industry went on for centuries: cobalt
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was still being extracted from Iranian mines well into the
twentieth century, and some of it was used to repair the
cracked or fallen glazes from the tiles located in historic

mosques and structures (see FitzHugh and Floor 1992).
Copper

Plentiful sources of copper were found at mines
ringing Iran and Central Asia in the medieval period —
from Ferghana in the east (in present-day Uzbekistan) to
Khuzestan in the west (in present-day Iran). Ores were
sufficient not only for local uses, but also for export to
the Persian Gulf port cities such as Basra, from which
it could be shipped long-distance. Notably, some of
the most famed centres of copper production, such as
Kashan and Isfahan, continued in this trade well into
the nineteenth century, buoyed by trade between the
Safavid and Mughal empires. By that point, however,
metalworkers were being supplied with copper imported
from Europe.

Potters, of course, were simply one group
clamouring for the use of copper — and a small
percentage of the buyers. Chiefly, copper was used for
the making of coins and metal objects, or for the inlays
into other metals, although smaller amounts were used in
the manufacture of colourants for paints and glazes (Allan
and Floor 2002). Because the requirements of potters
were relatively small, ceramics workshops may have had
trade relationships with local metalworkers — bartering
finished objects in exchange for the copper fragments left
over from working metal (known as hammerscale), for

example (Watson 2004, 29).
Production Processes

An extremely valuable source on the production
of ceramics in Iran in the medieval period is a treatise
apparently written in 700 AH/1301 AD by Abu’l-Qasim,
a descendant of a renowned Fami]y of potters Working
in Kashan during the apex of pre-Mongol — that is,
pre-1220s — ceramic production in Iran (Allan 1973).
Although this work post-dates the production of such
celebrated wares as mina'l, which seemingly died out by
the mid-thirteenth century (see cat.no. C3) — and the
writer was not a potter himself — it paints a vivid portrait
of the ceramics industry. The work is part of larger tome
on precious materials — minerals, metals, and perfumes —
used and valued in the Mongol period, in which Abu’l-
Qasim may have been a minor official. The section on

pottery-making serves as a brief addendum to this larger

work, once again highlighting the relative position of
ceramics vis-a-vis more highly valued commodities.
Nonetheless this remarkable text provides some
of our only historical documentation on the making of
pottery in the medieval period of Iran, and — aside from
materials science analyses of the twentieth and twenty-
first centuries — provides some of our only insight into
the production of such wares. This includes information
on the production of different shades of blue in pottery
glazes, in some detail. This passage detailing the use of

cobalt oxide is one such fascinating example:

To use the cobalt for colouring pottery it is ground
into fine powder with an equal quantity of quartz. This
powder is applied with gum under the glaze and is therefore
called zir rang i.e. ‘under-colour.” For painting over
the glaze the metal is ground together with forty times
its weight of rock crystal or old glass (that containing
manganese is best) and twice its weight of borax, and the
mixture, in an earthen pot, is exposed to heat in a furnace
until the whole of it is deposited on the inside of the
pot as a crust of blue glaze like glass. The blue crust is
then separated from the pot, and is applied, ground into
powder, to pottery like gum. Both these processes are
very costly, and, calculating the cost of the cobalt cakes,
of the borax, potash, quartz, fuel, furnace etc., the cost
of the powder, ready for being used as colouring matter,
amounts to 28 shillings per pound, by the first process,
and to 38 shillings per pound by the second process. A
cheaper way of preparing a blue colour is to pound one
part of cobalt (metallic), with four parts of the cobalt
cakes, into a fine powder, and applying powder wnder the
glaze, but the colour obtained in this way is not good, and
is employed only for very cheap pottery.

(Allan 1973, 117)

Although seemingly an echo of the distant past,
potters in the modern period are also known to have
used similar techniques and materials, intimating
that the usefulness and practica]ity of these methods
have endured even as great change has come into the
manufacture of ceramics. Abu’l-Qasim’s treatise is
therefore an extremely valuable entry into the world of
medieval pottery making, and some of his descriptions
have been borne out by modern materials science
analyses discussed later in this essay.

In addition, his rather nonchalant descriptions of
the labourious nature of these processes of production —
the vast number of steps required, the physical effort of

grinding and crushing, the acquired and passed-down
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knowledge of chemical compounds and solvents, and
the mastery of not just earth but fire — underscores the
amount of effort required to turn raw mineral ore into a
shiny blue glaze, fused to the body of a ceramic vessel.
The physical effort, as noted by Abu’l-Qasim, also has a
not insubstantial financial cost. Blue took time, money,

and skill to achieve.
Ornament

Glazes have practical uses, of course — chiefly,
Waterprooﬁng — but clearly that was not the motivating
factor in the decoration of these fine, stonepaste
ceramics. A clean, ‘uncrazed’ — that i1s, a smooth,
uniform, uncracked glazed surface — result, in which
the glaze fused well to the body of the stonepaste vessel
(itself a glassy fabric), resulted in a ceramic form that
was attractive and durable. This technology is leaps
and bounds away from s]ip-painted pottery, where the
surface abrades over time, or poor glazing, in which the
glaze easily separates from the body of the vessel.

Perhaps this durability is one of the reasons that
eleventh century Iranian potters experimented — or
were able to experiment — with new forms. Many art

historians have argued for the reasoning behind the

Fig. 4
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Iran (Kashan), 13th century

Doris Duke Foundation for Islamic Art (Honolulu, HI, USA)
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explosion of these highly crafted ceramics, with a detailed
and valuable look at social mores and philosophical
underpinnings of these artworks. More prosaically,
however, the technological advancements certainly paved
the way for the experimentation — much of it joyful
and exuberant, steeped in myth and literature — which
followed in the twelfth and thirteenth centuries.

For it is in this period that we see an abundance of
forms and ornaments — many of them figural — in which
ceramic water ewers morph into cows, birds, or sphinxes;
mina'i and lustreware bowls narrate scenes from epic
poetry; and pierced shapes mimic those found on
contemporary metalwork (fig. 4). Many of these forms
and ornaments feature the colour blue — as a monochrome
shade, draping the entire vessel in a tiny blanket of
turquoise or lapis blue, or as a detail hue, picking out
specific elements of the design. In architecture, entire
domes and wall surfaces were covered in glazed tiles —
highlighting the extant shape of the structures, picking
out inscriptions against an unglazed background, or
decorating the interior with a surfeit of beasts and foliage
(fig. 5).

Although blue is a key element of the pottery
palette of this era, it is not ubiquitous: manganese purple,
emerald green, and creamy white sometimes nudge blue

aside completely. Yet blue seems de rigeur in certain cases:
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Fig. 5

Tile

Iran, c. 1270

Doris Duke Foundation for Islamic Art (Honolulu, HI, USA)
(48.346.1)

26

no purple-tiled domes are recorded among the large
number of blue-tiled domes, for example. This seems
to be an easy association, however: the tiled terrestrial
dome with that of the celestial dome of heaven. Blue
seems an obvious and appropriate choice. Attempts
to discern meaning from the choice of colour in other
circumstances, however, can be more challenging — or, at
least, less obvious to the contemporary eye.

There are many opinions on the significance of blue
in Iran and Central Asia during the medieval and late
medieval period — or even the shade referred to by the
use of specific terms (see Kirchner 2013). Some scholars
point to historic talismanic associations with the colour
blue, thought able to repel the evil eye; others posit that
the market may have gratified the shamanistic beliefs of
Turkic peoples for whom the sky deity was paramount
— increasing exponentially with the Mongol takeover of
Iran and Central Asia in the early thirteenth century.
There is also a lingering association with the precious
minerals of turquoise and lapis lazuli that were available
in the region, as discussed above.

There is almost certainly not a sole reason for the
popularity of blue, just as there is surely not one ‘meaning’
behind its use. The rich, complex mix of peoples in Iran
and Central Asia — the diverse religions, languages,
ethnicities, and cultures — alone precludes a definitive,
universal answer. What we do know is that blue was
significant, and desired, and appreciated. It remained so
for many centuries and in many areas of Iran and Central
Asia, surely changing and/or refining its meaning and
interpretation over the course of such time and distance.
Contemporary research into the scientific analyses of
these colours acknowledges the breadth of materials
used to achieve these tones, the labour which they
necessitated, and the staggering distances along which

they spread.
Materials Science Investigations

Much of our knowledge of historic ceramics — as
well as our data sets on composition, form, and colour —
has traditionally sprung from art historical investigations
of museum collections. While valuable, these studies
are also problematic. Museum collections are rarely
comprehensive, and display the biases of the collector(s).
They are overwhelmingly based on elite wares sourced
from large cities or royal courts. They may not have a
secure provenance. In addition, stylistic analyses alone
— while valuable — rarely tell the whole biography of an
object.

Fig. 6

Bottle

Iran, 14th century

Doris Duke Foundation for Islamic Art (Honolulu, HI, USA)
(48.408)

Materials science investigations are uncovering
more information on individual objects, as well as on
techniques and processes. These have borne out much of
what Abu’l-Qasim described in his treatise, sometimes
to the great surprise of researchers. Few people thought
that his use of the term ‘lajavard’, for example, could
mean literal lapis lazuli, a substance notoriously difficult
to incorporate into the fluid glazes of ceramics. The
assumption was that he was referring only to cobalt
oxide. Yet some lavardina wares of the Ilkhanid period
(thirteenth-fourteenth centuries) were tinted with
actual ground lapis lazuli, not cobalt (Colomban 2003).
Lajvardina wares are named after lapis lazuli, and
reference that mineral in their deep blue glaze, over
which gilding and overpaints were applied and set in
a second firing. Tellingly, lajvardina wares are also
occasionally turquoise, rather than deep blue (fig. 6).

Other investigations have sought to clarify the
precise clays and mineral compounds used in pottery
making, to map the distribution of materials and thereby
chart trade (Colomban 2005). It’s clear, for example, that

cobalt was exported for use in the production of Chinese
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porcelain for centuries. Historical sources had discussed
this, but materials science investigations have removed
any doubt. Likewise, additional insight is sought into the
compositions of clay bodies which are assumed to have
been made in a sole location — assumptions which may
have more to do with ﬁnd—spots rather than places of
actual production.

It is particularly useful when these investigations
are based on cross-disciplinary collaborations, in which
experts from various fields pool their knowledge and
resources, and prompt the posing of research questions
which expand the boundaries of any one discipline.
This has been particularly fruitful in the study of mina'i
ceramics, which were beloved of early collectors of
Islamic art and, therefore, frequently found in many
museum collections but rare in archaeological contexts
(e.g. McCarthy and Renata Holod 2012; Michelsen
and Johanna Olafsdotter 2014). This wide availability
of study sets — combined with the continued aesthetic
significance of these wares, popular with audiences —
provide data that may be compared across institutions,
countries, and continents. When researchers use the term
‘blue’ in regard to ceramics, therefore, it is increasingly
possible to add, in the text or a footnote, an explicatory

note specifying exactly what they mean: the chemical

Fig. 7

Dish

Iran, 18th - 19th century

Doris Duke Foundation for Islamic Art (Honolulu, HI, USA)
(48.127)



signature which helpfully indicates whether or not the
tint is original to the bowl or a later restoration. While
such studies have long been common in archaeological
and conservation sciences, their increasing collaboration
with art history will hopefully encourage and expand
their audiences.

This process of experimentation with stonepaste
ceramics — and their frequent association with blue
tones in their glazes and ornamentation — that began in
the eleventh century and exponentially expanded in the
twelfth and thirteenth centuries, continued into the later
centuries. The Ilkhanid, Timurid, and Safavid periods,
especially, saw tremendous varieties of ceramic forms
and decorations, ranging from the gilded inky blue
of lajvardina wares, to the kaleidoscopic colours and
patterns of cut-mosaic tiles, to the ‘ink on snow’ effect of
blue and white wares which celebrated trade links and
shared aesthetics between Iran and China (fig. 7). Many
articles and monographs have studied each in great detail
(e.g. Golombek, Mason and Bailey 1996; Golombek,
Mason, Proctor and Reilly 2014).

Doubtless, blue had a significant role to play both
aesthetically and iconographically in each instance of its
time and place of manufacture in the ceramics of Iran
and Central Asia. These interpretations must have shifted
greatly; it’s inconceivable that each viewer of an object

would have deduced precisely the same meaning from an
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artwork as her immediate neighbour, let alone a person
distinct from her in terms of centuries or hundreds of
kilometres. General impressions of the colour blue, such
as apotropaic or prophylactic qualities, may certainly
have wafted along with the object through the decades
and centuries, but recreating the exact contexts of the
original viewing or use of an object arguably overextends
our contemporary state of knowledge.

What we can determine and examine, however, are
the sources of these colourants, the processes by which
they were transformed into glazes, and the stylistic
achievements of the potters who crafted the forms and
ornamentations of these wares. We may even posit,
perhaps romantically, that the association of Iran and
Central Asia with the precious minerals of turquoise and
lapis lazuli had some bearing on the popularity — and
perhaps meanings — of these colours. Certainly a stroll
through Samarkand, Herat, or Isfahan would look very
different had their imperial architecture been draped in
hues of green, red, or purple. Of course, they were not,
and instead glow with cerulean tones, simultaneously
suggesting an association with the celestial, as well
as with the terrestrial — the life-giving properties of
water. Whether or not this was intentional is perhaps
better suited to the musings of poets rather than to
contemporary art historians, however tempting the

allure.
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Between Earth, Water and Sky:
Blue Glass from the Persian World

Ivan Szanté

In the words of the twelfth-century Persian poet
Khaqani, ‘even if glass is born from stone, stone can
also break glass (Abgina za vang mizayad / lik vang abgina
mishkanad).” Adding a twist to this observation, Khaqani
implicitly invokes another material in this couplet by
using the compound word abgina for glass which may be
approximatively translated as ‘watery’ (a6 + gina = ‘water-
like’), in reference to the translucent quality of glass.
Thus, when authors like Khagani originate glass from
stone, the terms they use inherently liken it to petrified
water.

In many European languages, the words referring
to glass (among them English glass or German Glav)
allude to its ‘shiny’ character; another group of languages
(including Latin with virum and French with verre)
invokes its ‘watery’ substance. So does Persian. While
shisha and zuwjaj, the words most often used in modern
Persian to denote glass, are recent derivations from
Turkish and Arabic, respectively, classical Persian texts
prefer the above-mentioned abgina, an ancient Iranian
equivalent. Abgina and abak denote glass as a watery
matter not only in Persian and some other Iranian
tongues, but also in Armenian and certain Turkic and
Finno-Ugrian languages into which this word entered
as an Iranian loanword. This phenomenon suggests
that along with the word, the concepts about glass and
glassmaking made their way into these languages through
Iranian mediation.

To continue with etymologies, it may be noted that
in its commonest modern usage, the Persian lexeme
for ‘blue’ is abi which literally means ‘aquatic’. Thus,
the classical Persian word for glass — abgina — not only
carries an intrinsic reference to water, but also to blue
colour, regardless of the actual colour of a given glass
object. Compared to abgina, abi as ‘blue’ is a relatively
recent development, having occurred by the time when
the former word had already become obsolete, and
explaining why abgina-yi abi never stood for ‘blue glass’.

Glass has been manufactured in Western Asia,

including Persia, since antiquity and its blue variety
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appeared early on, in no small part because glass is
naturally prone towards that tinge. Even before the
invention of glass-making technologies, natural glass, like
obsidian, had been widely circulating across Asia on the
earliest documented routes of long-distance trade. The
production of glass beads preceded the invention of glass
blowing by nearly two millennia; the latter would appear
around the beginning of the Common Era in and around
Syria whence it quickly found its way further east and
west, easing the manufacture of glass vessels (see Kroger
2001).

Primitive techniques of glass melting may originally
have developed as a by-product of ore smelting and clay
baking whereby vitreous glazes often build up on the
surface of metals and earthenware. Both ceramic glazes
and glass are the result of similar processes of vitrification
and the principles of both seem to have developed in
parallel, during early experiments with furnaces which
took place at several locations across the Mediterranean.
Whether cobalt oxide is added to the mixture of liquified
soda and silica, or the colourant is already present in the
ingredients, the result will invariably be blue glass. From
these earliest times until our own day the translucence
of blue glass has been a source of awe. Evoking the sky
and water, it objectifies these intangible substances. The
wondrous quality of blue glass derives partly from the
observation that this colour may occur in glass naturally.

While blue glass is not uncommon, glass in general
has never been made in vast quantities in Western
Asia, despite the antiquity of glass melting techniques.
Compared to ceramics, pre-modern glass was not only
more perishable but it was not subject to mass production
which contributed to the preservation of its prestigious
status. Today's most Commonl_y used aspects of glass, 1.e.,
drinking vessels and window sheet, were relatively scarce
in the Islamic world until the modern period. Instead,
their main pre-modern occurrences were in the form of
lamps, as well as flasks and ampullae in which to fill,
store, transport, and merchandise exquisite liquids. Glass

lamps indeed serve as a metaphor of divine light in the

Fig. 1 Mavi boncuk (photograph © Yuka Kadoi)

Qur’an: ‘The example of His light is like a niche within
which is a lamp, the lamp is within glass, the glass as if it
were a pearly [white] star lit from [the oil of] a blessed
olive tree’.

Blue colour had already assumed its mystique in the
age of the earliest glass production in Western Asia when
the commonest form of glassware was beads. They were
used simultaneously as jewellery and talismans. Glass
beads preceded the more developed techniques by several
centuries and their tradition has never died out: with the
advent of Islam, blue glass beads were given a new life
through reinterpretation. Perhaps the best-known Islamic
descendant of the ancient Mediterranean blue glass bead
is the ocular glass talisman which is used to ward off the
evil eye and still found all over Turkey and beyond (fig.
1.) (Kiigtikerman 1988, 15-37). HMavi boncuk (‘blue bead’)
or nazar boncuk (‘seeing bead’), as this talisman is called,
might be one of the best examples of the assimilative
power of popular devotion which enabled the survival of
archaic traditions in Islamic culture without any essential
physical change. It is made using metal rods with which
the molten glass is pierced and turned. After a temporary
cooling of the blue bead, other colours — yellow, white,
and black — are stamped onto the reheated mass, and
finally these concentric layers are flattened into a disc-
like format. Its firm roots in ancient Mediterranean
technology notwithstanding, the motif itself may also
have drawn from Central Asian sources, because the
image of the tripartite ball seems to have entered the art
of the Eastern Islamic world in the Mongol period from
Central Eurasia to become a state symbol of the Timurid

Empire, and reach its greatest popularity in Ottoman

art where it can be seen on carpets and textiles and even
illuminated books (see Kadoi 2007; Kadoi 2010). The
final assimilation of the Mediterranean mavi boncuk with
the Turko-Mongol triple ball motif might have occurred
as late as the Turkish Republic (founded in 1922) when
a number of craftsmen migrated from the Arab Levant
to the Aegean coast of Turkey, especially Izmir and its
hinterland, including Gérece and Bodrum (Kiigiikerman
1988, 42).

A great part of Islamic glass represents the more
complex technologies of sheet moulding and blowing, as
well as glass inlays in other genres, like metalwork. Glass
moulding and blowing may not necessarily be separated,
as the presence of bubbles in some medieval glass panels
show that the molten material was blown, and not merely
poured, into the moulds where it solidified (Carboni
2003). These techniques are also pre-Islamic in origin,
but, unlike the making of beads, they underwent a
profound refinement and numerical increase in the early
Islamic period, compared to the Sasanian and especially
Parthian antecedents. There is also a change between
the ingredients used in the Sasanian and Islamic periods
(Goldstein 2005, 12).

Between the ninth and thirteenth centuries,
an unsurpassed variety of techniques and shapes
characterised the glass objects (cat.nos. G1-G2). The
earlier lustre-painted and cut decorated items were

gradually supplanted by Vessels Wltl’l mould—blown,

Fig. 2
Cup

Egyptian or Syrian region, 8th — 9th century,
Al-Sabah Collection, Dar al-Athar al-Islamiyyah, Kuwait (LNS 52
KG)



applied, enamelled, and — possibly the most appealing
category —, so-called marvered glassware, the latter
composed by seamless trails of alternating coloured
zigzag-patterned, undulating, or feather-like patterns (fig.
2) (see Carboni 2001, 291-321). The golden age coincided
with a massive urbanisation across the expanding Islamic
world, and a concomitant development of many aspects
of urban arts and crafts, including textiles, ceramics, and
metalwork. This period represents the apogee of glass
industry in West Asia and North Africa, for the volume
and variety of vessels show a sharp decline from the
Mongol period onwards after which the flowering of
the ninth-thirteenth centuries would never return. The
reasons of this fluctuation have not been explained in a
satisfactory way but it is clear that during the heyday of
the ‘Abbasid Caliphate, its glass industry experienced a
boom from Egypt to Central Asia and when it suffered a
breakdown, the deterioration was more noticeable in the
areas more exposed to the Mongols.

One of the striking blue glass pieces from the pre-
Mongol Islamic world is a plate excavated at Tepe
Madrase, Nishapur, in north-east Iran (fig. 3; Carboni
and Whitehouse 2001, cat.no. 68). The intense deep blue
colour of this plate was achieved by adding cobalt to the
glass fabric, and its surface is engraved with geometric
and vegetal patterns and with the circular hole in the
centre as an indication of the attachment of a foot in the
past. Probably made in Syria, this plate demonstrates

the active glass trade from west to east during the ninth

Fig. 3

Plate

West Asia, 9th century

Metropolitan Museum of Art, New York, Rogers Fund, 1940
(40.170.131)
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and tenth centuries. In addition to the Nishapur plate,
six dishes of this type were found in the crypt of the
Famen Temple (sealed in 874) in China, suggesting the
expansion of the commercial network along the trans-
Eurasian trade routes.

From the medieval Islamic world, only one
example is currently known of large-scale sheets made
of broad glass which were created by the flattening
of the two halves of a blown glass cylinder (Carboni
2003). However, this rare example from Cairo has
been linked to small fragments in Termez, Uzbekistan,
which demonstrates that similar techniques of blown
and painted glass panels — functioning either as tiles
or windows — may have been popular in luxurious
endowments and affluent homes all over the Islamic
world. Green-and blue-shaded window discs have been
reported from as far east as Kazakhstan (in Antonovka,
Koylyk, Otrar, and Talgar), although their place of
production is unclear despite the recovery of a few local
kilns. Part of the glass must be local but the find contexts
always show a rich assemblage of imported material
(see Baypakov 2011, 12 and 30-31). It may be noted
that high-quality window panes were increasingly more
often imported from Europe than produced locally in the
regions where this type of glass gained popularity, first in
the Ottoman Empire, then further to the east, eventually
leading to the collapse of local industries.

Textual sources refer to monumental examples of
blown glass of which no surviving cases are known, the
most famous having been the coffin of the Ziyarid Prince
Qabus b. Wushmgir in medieval Gurgan, hanging in
the still extant tomb tower known as Gunbad-i Qabus
(1007) and making the bodily remains of the prince
visible for visitors, provided al-Jannabi’s report is given
credit. A reference by Hamd-Allah Mustawfi about
a similar hanging coffin which was made for Qabus’s
near contemporary, a Buyid vizier, makes the existence
of such practices in early Islamic Persia fairly plausible
(Daneshvari 1986, 16, fn. 45). Such elevated positioning
of glass monuments accentuates the celestial associations
and inter-material mediatory role accorded to glass. This
is also evident in legendary domed structures such as the
Green Dome (Qubbat al-Khadra) of the Umayyad Caliphs
which could equally have been blue (or turquoise) and
about the materiality of which we know little, or those
literary examples like the seven pavilions in the romance
of the twelfth-century poet Nizami, the Haft Paykar
(‘Seven Portraits”), with its complex symbolism linking
the seven planets with seven climes, seven colours, and

seven different dispositions (see Nizami 1995).

Heavenly qualities were not limited to such large-
scale objects. A good example is a famed gold cup,
preserved in the Bibliotheque Nationale, Paris, with
green glass, garnet, and crystal insets, which include
a roundel showing an enthroned figure. Tradition
has linked it to none other than King Solomon, while
early twentieth-century scholarship suggested that the
royal figure in the centre may represent a Sasanian
king, perhaps Khusraw I (r. 5631-579) (SPA, pl. 203).
In light of its closest known parallel, an electrum cup
from Nagyszéksés in southern Hungary, pierced to
accommodate (now lost) glass insets, the earlier, almost
consensual, attribution of the more famous cup to
Sasanian Iran has been challenged and now both are
considered to originate from the wider cultural sphere of
Western Asia, where nomadic tribesmen like the Hunnic
chieftain of Nagyszéksés, played a dominant role in the
dissemination of artefacts (Kiirti 1987, 163-166, 178-
180). Similar glass-inlaid luxury vessels were known
from the court of the early Abbasid caliphs, too, where,
according to one report, twenty such gold trays filled
with musk were distributed as a gift during the Persian
New Year (Nawruz) festivities of 895 AD (Qaddumi
1996, 84, no. 46). Descendants of these footed cups were
made of blown blue glass during the Islamic period,
decorated with cosmic symbols, like cypresses (cat.no.
G1).

Two curious characteristics of the geographic and
temporal fluctuation of West Asian glass production,
i.e., its diminishing significance eastwards and in post-
Mongol times, have already been hinted on. There is no
well-established explanation of these phenomena on the
present level of our knowledge which rarely enables us to
securely differentiate between locally made and imported
material, even at the main sights. The assertion that
locally manufactured glass in the eastern Islamic lands
existed only in a few centres, such as the Ferghana Valley,
Termez, and Khulbuk, may be a matter of conjecture, for
recent excavations further to the east (Goldstein 2005,
21), for example in Otrar and the Semirechye region
in Kazakhstan, demonstrate the spread of the medieval
tradition of glassmaking all over the Islamic world,
reaching to the Chinese borderlands (Baypakov 2011,
30-31).

A related problem, the marked inferiority of
Chinese glass to Islamic wares has also been noted, but,
owing to the same difficulty in distinguishing between
local products and imports, sufficient explanation is
still lacking. However, the contrast between the thirst

for Chinese ceramics in Western Asia and the apparent
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Fig. 4 Fragments of ceramics and glass from Otrar, Kazakhstan

(photograph © Iv4n Sz4ntd)

reliance and even dependence of China on Islamic glass
manufacture is striking (Ma 2004). In this respect, the
finds from the easternmost fringes of Central Asia are
particularly instructive: in Otrar, for example, the site
of the first clashes between Genghis Khan and Muslims
(1218) and the launch-pad for Timur’s aborted Chinese
invasion (1405), Chinese and Chinese-inspired blue
and white ceramics were found alongside locally made
and imported Islamic glass (fig. 4). Such localities may
one day answer the questions regarding the transfer of
objects, techniques, and tastes between medieval Muslim
countries and China.

The decline of eastern Islamic glass industries
may be explained by the Mongol conquest, while their
inability to recover may at least partly lie in the fact
that by the time the first true new Persian Empire was
formed under the aegis of the Safavid dynasty in 1501, its
workshops could not catch up with European techniques
and trade networks, a challenge with which the Ottoman
Empire was also soon to face. From the seventeenth
century onwards, European travellers have been writing
about Islamic glass disparagingly. Jean Chardin (1643-
1713), for example, opined that:

‘there are glass houses all over Persia but most of the
glass is full of flaws, and bladders, and is greyish... The
glass of Chiras [Shiraz] is the finest in the country; that
of Ispahan [Isfahan], on the contrary, is the sorriest,
because it is only glass melted again; they make it
commonly in the spring. They do not understand to silver
their glass over, as I have observ’'d already; therefore

their glass looking-glasses, their sash-glass, and their



snuff-bottles are brought to them from Venice. Moreover,
the art of glass-making was brought into Persia, within
these four score years. A beggarly and covetous Italian
taught it at Chiras, for the sum of fifty crowns.’

(Chardin 1927, 275)

Pointing to further decline, nineteenth-century
Ottoman and Qajar glass production centres were
frequently staffed by Europeans.

Yet, outstanding artefacts were still produced
which, moreover, were highly valued by Western
Collectors, as shown by the current location of many
objects. These included ingeniously formed rosewater
sprinklers (cat.no. G4), two-handled vessels (cat.no.
G3), and hookah bowls, although mass-consumption
necessitated European imports for this latter type of
object. A highlight in many collections of Islamic glass,
the slender, spiral-necked flasks of early-modern Iran are
little-understood and have not been properly interpreted
(cat.no. G4; see also Goldstein 2005, cat.no. 320). Their
predominant colour 1s cobalt blue, but colourless, purple,
and green examples have also survived. Scholarly
literature generally refers to them as ‘swan-necked
bottles', although they are also known as tear-catchers.
Tear-catcher bottles have been in use since the Roman
period when they were called lachrymatories, and utilised
in funerary rituals. Later, they took up a more symbolic
function as gifts or keepsakes. Compared to the usually
small, teardrop-shaped Roman lachrymatories and their
later European descendants, the Persian equivalent
can be as high as 40 cm. Their Persian name, ashkdan,
literally means ‘tear-holder’ which may be a translation of
the European term but it may also allude to the eyebath-
like mouth of these vessels. For one thing, Persian
ashkdans have little in common with European tear-
catchers and the name of the former may reflect a later
misinterpretation. A further indicator of this supposition
is that the term ashkdan is almost absent in earlier Persian
sources and its association with this object type is likely
of recent origin. Owing to the width of the mouth,
another suggested function, rosewater-dispensing,
appears unlikely, too. One may regard them instead
as a highly decorative type of drinking vessels. Similar
bottles, known as kuttrolf, were made in Europe (mainly
in Germany and Italy) in the sixteenth and seventeenth
centuries and unlike the Persian ashkdans, they consisted
of two or more intertwined tubes which ended in a single
mouth. The Persian variety may be a Safavid adaptation

of this European prototype, and the phenomenon
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Fig. 5

Bottle

Louis Comfort Tiffany, 1896
Victoria and Albert Museum,
London (512-1896)

of Persian imitations of European glass was already
observed by nineteenth-century authors (see Floor 2003,
88-111). This assumption is in line with a multitude of
European accounts, such as the one quoted above, which
report large-scale European imports to Iran, starting with
the Safavid period. However, no example can be dated to
the Safavid period and no Safavid depictions are known
of this object. Surviving Safavid wooden wall-niches,
which were shaped to store ceramic and glass carafes and
other vessels, exhibit upright-necked contours only. In
contrast with the ashkdans, bottles with straight necks are
frequently depicted; one such carafe — with a colourless,
pyriform body and two blue handles — is shown beside a
famous portrait of Shah ‘Abbas I by Muhammad Qasim
(dated Friday 24 Jumada II 1036 / 12 March 1627)
(Paris, Musée du Louvre, MAO 494; Canby 2009, cat.
no. 123). It is therefore reasonable to believe that these
swan-necked bottles were made during the Qajar, rather
than Safavid, period. Moreover, given that these bottles
today mostly exist in collections outside Iran, a European
involvement in their production may be presumed which
responded to the growing nineteenth-century market
demand for exquisite Persian wares. The ashkdan was a
source of inspiration for Louis Comfort Tiffany (1848-
1933), who created his lustrous ‘favrile’ glass bottle (fig.
5) in the form of an unmistakably ‘Persian’ sprinkler,
although it was originally intended to re-create the

iridescent effects seen on ancient Roman glass.
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Introduction

As the Persian world is part of the network of the ‘Blue
Road’ — the best lapis lazuli came from West Central
Asia, and indigo was cultivated in South Asia — the
artistic potential of the colour was exploited by Persian
craftsmen throughout the ages, perhaps more than that of
any other colours. Blue was by degrees assimilated into
Persian colour concepts as a symbol of life and nature,
and this calming, steadfast hue played a continuous role
in the shaping of a distinctive, Persian artistic identity.
This introductory section provides the background
information of the blue culture in the Persian world and
its neighbours from ancient to modern times and features

some select examples from various media and regions.
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Cat.no. I1
Earrings

HiR

Central Asia, 2nd-1st century BC

Gold, with lapis lazuli, ivory and quartz pendants

Height 4.5cm, Width 1.5cm, Depth 1.3cm max. (left)

Height 4.1cm, Width 1.2cm, Depth 1.2cm max. (right)

Ashmolean Museum, University of Oxford, Purchased, 1995 (EA1995.162)
Publication: unpublished

The story of Persian blue starts with the history of lapis lazuli, one
of the major sources for jewellery and seals in ancient times. This
pair of gold earrings stands out on the colour contrast between blue,
gold and white (partially turned into grey). Delicately executed, such
adornments were considered as treasures in the historical region of
Central Asia (modern-day Afghanistan, Tajikistan and Uzbekistan),
called Bactria (Daxia in Chinese), and lapis lazuli was highly regarded
as one of the most precious gemstones in ancient cultures. A jewellery
piece with lapis lazuli set in gold has been discovered in Tillya Teppe
in Afghanistan, datable to the second quarter of the Ist century AD
(see Hiebert and Cambon 2008, no. 71).

Yuka Kadoi
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Cat.no. 12
Amulet

EHR

Middle East, 8th-9th century

Lapis lazuli

Height 0.6cm, Width 0.7cm, Depth 0.2cm

Ashmolean Museum, University of Oxford, Lent by Queen’s College,
University of Oxford (L1902.6)

Publication: Kalus 1986, no. 1.4

Made of lapis lazuli, this diminutive rectangular bezel was originally
part of some amuletic jewellery. In the belief that such objects would
possess the magical power to protect its holder, amulets have been
popularly made in the Middle East since ancient times. The object
is engraved with the distinctive angular script called kufic, one of the
oldest calligraphic forms of the Arabic script that was thought to
have been developed at Kufa in modern-day Iraq during the early
Islamic period. Without diacritical marks, the inscriptions run in two
continuous horizontal lines and can read: ‘By the greatness [?]" ‘of

God'.

Yuka Kadol
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Cat.no. 13
Tile Fragments

A Loy

Iran, c. 1938-39

Earthenware with glaze decoration

No measurements available

Shangri La Museum of Islamic Art, Culture & Design

Doris Duke Foundation for Islamic Art (Honolulu, HI, USA) (48.510a-1)
Publication: unpublished

FBA - 49 1938-1939 &

Gl el

RERTHRE

ER BRI RN - UEEREHEYEE
EREFRMNER LZFH MR FHEENES SR (48.510a-1)
bR R EAR

These polychrome ceramic fragments are remnants from commissions
made by Iranian artisans for American collector Doris Duke in the
late 1930s. These Timurid-style ‘mosaic’ tiles - composed of individual
pieces, cut post-firing in the kiln, and assembled into patterns -
point to the maintenance of the tradition of ceramic tilework in Iran
well into the Pahlavi period, during which descendants of Qajar
tilemakers continued to practice the craft skills of their families. Duke
commissioned numerous tile panels from Iranian artisans for the
decoration of her home in Honolulu, Hawaii. Originally known as
‘Shangri La’, it is now a museum of Islamic art, culture, and design
where many of these large-scale commissions can be viewed in situ.
These include a massive tile mosaic panel based on designs from
the Masjid-1 Shah in Isfahan; tiles for the fagade of the poolhouse/
guesthouse inspired by the Chehel Sutun palace in Isfahan; numerous
border tiles framing these larger pieces; as well as historic tile panels
from the Safavid and Qajar eras purchased by Duke. These fragments
almost certainly come from this latter commission, and would have
been part of a sequence of border tiles - primarily in tones of cobalt,

turquoise, yellow and white. For comparative examples, see Overton

2012.

Leslee Katrina Michelsen
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Cat.no. 14
New Sea Chart of the East Indies

RENEFHEHEE

Amsterdam, 1680

Sea chart on paper, printed and hand coloured

Height 52cm, Width 59cm

Lee Shau Kee Library of The Hong Kong University of Science and
Technology (G9181.P5 1680.K48)

Publication: unpublished

This richly illustrated map of the Indian Ocean by Jan van Keulen
(1654-1715), titled ‘Nieuwe pascaert van Oost Indien verthoonende
hen van C. de Bona Esperanca tot den het Landt van Eso geleyt op
wassende graeden en van veel fouten verbetert’, was first published
in 1680 in the Nieuwe Lichtende Zee-Fakkel (Wew Shining Sea Torch’),
the largest Sea Atlas of the seventeenth century. It shows the East
Indies from the Cape of Good Hope to the Land of Eso (Hokkaido),
according to the title at the top right, enclosed by depictions of
African and Asian peoples, animals and plants. Australia, Tasmania,
New Guinea and Hokkaido, even though shown incompletely or
incorrectly, were all areas newly discovered by Dutch navigators.
Keulen’s Sea Atlas, covering the whole known world, was so
successful that for fifty years after its publication it got republished
and updated, remaining the standard work used by sea pilots and
trading companies, reflecting Amsterdam’s heyday as the world’s

centre of navigation, shipping and trade.

Marco Caboara
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Cat.no. 15

Map of Asia

G

London, 1714

Copperplate-engraved map on two sheets joined, with countries shown in
outline colour and with coloured cartouches and vignettes

Height 60cm, Width 95cm (map)

Heig}\t 88cm, Width 123cm. Depth 3cm (including frame)

The Peter Geldart Collection, Hong Kong

Publication: unpublished

This map shows the geography of Asia as best known in Europe in the
early eighteenth century, as indicated by its full title: ASIA Corrected,
According to the latest Discoveryes e3 Observations Communicated to y° Royal
Soctety at London ¢5 y° Royal Academy at Paris. The title cartouche (bottom
left) is surrounded by ten figures depicting ‘“The different Habits of
the People of several Nations in these Parts’, including two gentlemen
wearing turbans. There is also of a vignette (top right) of ‘A Lady of
Japan taking the Airs’ in a rickshaw. The map is the work of Emanuel
Bowen (c. 1693-1767), one of the leading eighteenth-century English
mapmakers, in collaboration with George Willdey (c. 1676-1737).
Willdey was a mapseller, publisher and maker of optical instruments
and toys, which are pictured in a separate cartouche (top left) along
with an ‘Advertisement’ (middle right) for Willdey’s wares.

Peter Geldart
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Cat.no. 16
Complete Map of the Everlasting Unified

Qing Empire
REEF-—HE2E

China, c. 1811 (Jiaqing reign, 1796-1820)

Eight-panel folding screen, woodblock printed paper, blue on white
Height 112cm, Width 249cm

The MacLean Collection, Illinois, USA

Publications: Pegg 2015, fig. 6

This large-scale map (Complete Map of the Everlasting Unified
Qing Empire [Dagings wannian yitong Jdili quantu]), unusual for its
bright blue colour, served at least two functions when it was made:
celebrating the grandeur and sphere of influence of the Qing empire,
while the other was administrative. The term ‘unified’ (yitong) in the
title reflects the Manchurian unification of the four regions outside
of the provinces of China proper, including Manchuria, Mongolia,
Tibet and Turkistan, that were finally brought under Qing rule after
1759. The administrative divisions of the Qing empire, denoted by a
variety of cartographic symbols (i.e. geometric shapes) in the key and
as explained in the opening inscription on the far right, provide an

overview of the entire administrative system of the Qing empire.

Richard Pegg
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Cat.no. 17 Cat.no. 18
Figurines Figurine
AR FAK

China, Tang dynasty (618-907) FE - EE (618-907 F) China, late 19th century hE At aereEl
Earthenware with painted decoration i S Porcelain with enamel decoration & DREPEE A

Height 26cm, Width 8.5cm, Diameter 11em (left)
Height 24.5cm, Width 9.5¢m, Diameter 10cm (right)
Hong Kong Maritime Museum, Gift of Mrs. Susan Chen Hardy

=355 2D B185 2% HIE 11 A%

BBBEEYERE - AERE (2008.0016.0002)

@26 D BlsAD  HE 11 2% (L)
=245 RD BIs Ry BEE 10 2% (A)

Height 35.5cm, Width 18.6cm, Diameter 11cm
Hong Kong Maritime Museum, Gift of Mr. Anthony J. Hardy

BAGEEYERE - BFORAERE (2017.0004.0001-2) (2008.0016.0002) PR ¢ kR
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(2017.0004.0001-2)
Publication: unpublished

HAR : RERR

Both ceramic figurines wear a blue pointed cap, with a rough face, a
prominent nose and bushy beard. They wear a red, lapelled, and long-
sleeved garment called Aufu (literally, ‘barbarian clothing’), a belt and
a pair of boots. They clench their right hands and carry a pot using
their left hands. Through the presentation of traditional garments,
together with their casual postures, the rough images of foreigners
are clearly r‘epresented. Being one of the strongest and prosperous
dynasties in Chinese history, the Tang dynasty adopted an open
foreign policy and introduced the culture of the western regions to the
Chinese heartlands through the Silk Road. Portraying a type of ethnic
minorities in Central Asia, such as Arab and Persian merchants who
travelled back and forth between China and the western regions, the
ceramic figurines demonstrate the East-West cultural exchanges and

integrations in pre-modern times.

Phocbe Tong
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Publication: unpublished

Wearing a blue turban over long red hair, this ceramic figure, possibly
a Middle Eastern trader, puts on a long robe over yellow sandals. His
body was made in Jingdezhen and painted with famille rose in Canton
during the nineteenth century. The fabrics he wears also evoke a type
of silk made in Canton at that time. The East-West economic and
cultural exchange grew gradually during the Han period, when Arab
merchants acted as the middlemen along the trans-Eurasian trade
network. With the expansion of the Islamic empire and the Chinese
Tang empire, the two civilisations got closer. The development of
maritime trading reached its peak during the Song and Yuan periods,
when Muslim traders gained themselves relatively high social status
in China. They were based in the foreign settlements of Guangzhou,
Quanzhou, Mingzhou, Hangzhou and other designated places, but
some of them eventually settled down and formed the basis of Muslim
communities during the Ming and Qing periods. This statue might
also portray Jesus Christ, evoking his image wearing red and blue
clothes with arms widely opened. It is possible to speculate that the
model of this figurine was derived from printed sources brought by

Christian missionaries or European traders.

Libby Chan and Phoebe Tong
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Cat.no. 19
Astrolabe

=
28

Iran or India, 18th century

Brass with engraved decoration

Height 24.8cm, Diameter 16.1cm, Depth 2cm

Hong Kong Maritime Museum, Gift of Mr. Anthony J. Hardy
(2006.0141.0002)

Publication: Davies 2009
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The astrolabe is an instrument which finds time and direction by
observing celestial objects, based on stereographic projection, and
has sophisticated structures including rule, rete, plates and mater.
Arabic characters are inscribed on the dynamic radius on the mater
and the outer layer is decorated with plaited-like pattern. Limb and
throne also form parts of the mater. The top web-like plate is the rete
showing fixed stars and ecliptic. Meanwhile, ten different plates show
the sky from various latitudes. The back of the astrolabe is filled with
engravings of Arabic characters, twelve patterns of animals, plants
and unknown gods or human figures, looking very similar to the
astrological signs in western astrology. There is no alidade for this
astrolabe. The first astrolabe is thought to be made in ancient Greece,
but it was cultivated in the Islamic world and later introduced to
Europe. It was commonly used by astronomers and navigators in the
past. Mariner used astrolabes to locate the ship’s latitude by observing
the sun and stars. It is also an important portable tool for Muslims.
When they perform the obligatory prayers, Salat, five times each day,
astrolabes help to locate and calculate the correct azimuth of the Qibla,

the direction of Kaaba in Mecca.
Phoebe Tong
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Cat.no. 110
Dagger and Sheath

A=FIES

Iran, 19th century

Curved double edged blade, carved ivory hilt and stone-incrusted sheath
Length 36cm (dagger), Length 28cm (sheath)

Victoria and Albert Museum, London (573&A-1876)

Publication: unpublished

This sheath of the dagger (khanjar) is another unique example which
testifies to the diversity of Persian arts and crafts under the Qajar
dynasty. It is delicately embellished with turquoise, yet another
important blue coloured mineral, together with lapis lazuli. From the
category of arms and armour, this example is a great asset to stress the
versatile use of blue in Persian material culture throughout the times
and in the variety of the media of the arts. Such magnificent armouries

are often depicted in the portraiture of Qajar kings and nobles, such

as Fath ‘Ali Shah (r. 1797-1834; see Diba 1998, nos. 34-42).

Yuka Kadol
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Ceramic
1) Classic Persian pottery

Throughout the centuries Persian potters responded to
socio-economical changes, adopted newly introduced
forms and technologies and incorporated them into
their own style. While the history of pottery-making in
the Persian world can be traced back to the Neolithic
period, some key innovations occurred during medieval
times: one was the invention of an artificial ceramic body
known as stone-paste or fritware around the eleventh
century. This enabled Persian potters to imitate Chinese
porcelain more successfully than before. Another was
the production of mina’t, enamel painting decoration
on a white ground. Thanks to this technique, Persian
potters were able to explore a variety of decorative
themes, especially figural motifs. The Persian imitation
of imported Chinese blue-and-white porcelain began
as early as the late fourteenth century, yet it took some

centuries before it reached a satisfactory stage.
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Cat.no. C1
Bowl
)

Iran, 12th-13th century

Fritware with moulded decoration under blue glaze

Height 14cm, Diameter 18.2cm

Ashmolean Museum, University of Oxford, Purchased, 1934 (EAX.1206)
Publication: Allan 1991, no. 7

This bowl stands out for its deep blue glaze and its octagonal shape.
The eight sides of this bowl are moulded and decorated with pairs of
figures, either sphinxes or horsemen. Both themes are of symbolic
significance in Persian iconography: the sphinx is considered to
signify good-luck, while the horseman represents kingship. The
overall shape of this ceramic bowl appears to have been derived from

its metal prototypes (see Melikian-Chirvani 1982, no. 87).

Yuka Kadol
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Cat.no. C2
Jug

==
T

Iran, 13th century

Fritware with underglaze decoration

Height 13.8cm, Diameter 11.4cm

Shangri La Museum of Islamic Art, Culture & Design

Doris Duke Foundation for Islamic Art (Honolulu, HI, USA) (48.311)
Publication: unpublished
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This small, pear-shaped jug or tankard has a distinctive form almost
certainly copied from contemporary metalwork. The softly sloping,
globular body is framed by a high, unglazed foot and a cylindrical
neck, with a slim, angular handle attached below the rim and on
the upper body. Although the interior is simply glazed white, the
exterior is ornamented with a decoration of vertical blue and white
stripes. Some discolouration of the white colour has occurred over
the centuries, although in strong, clear light a vivid, bright white is
more discernible. The technical innovations and experimentation
which resulted in the introduction of stonepaste (or frit) into the
Islamic world, particularly into Iran and Syria in the twelfth century
and later, revolutionised the production of pottery. These innovations
allowed artisans to create finer-walled, more delicate vessels and
tiles — as well as to create more ambitious ornamentation. As potters
experimented and refined their materials and techniques, a great
variety of delightful and sophisticated wares emerged. Among them
were sculptural vessels in animal and architectural forms, the brilliant
metallic sheens of lustreware, and the multicolour designs of mena'l
(enamel) ceramics. Many vessels copied into more affordable pottery
the forms known from costlier metalwork. For comparable examples
in terms of period and surface decoration, see Lane 1947, pp. 45-6,

plate 90A.

Leslee Katrina Michelsen
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Cat.no. C3
Bowl

)

Iran, 12th-13th century

Fritware with overglaze and gilded decoration

Diameter 20.5cm

Shangri La Museum of Islamic Art, Culture & Design

Doris Duke Foundation for Islamic Art (Honolulu, HI, USA) (48.331)
Publication: unpublished

Mina'i (enamel) ware ceramics — also known as haft-rang (seven-
coloured) — were produced during a relatively narrow window of
time in medieval Iran, from roughly 1170 to shortly after the Mongol
invasions in the 1220s. Our current state of knowledge seemingly
restricts their production to a sole city: Kashan. These splendid and
attractive artworks resonated with early collectors of Islamic art,
who admired their vibrant colours and narrative scenes. The present
bowl was displayed in at least four museum exhibitions in the early
twentieth century, before being acquired by Doris Duke in 1937. This
round vessel, with an everted rim and short foot, features a central
roundel with an elaborately dressed falconer (the loosely sketched
bird in his right hand is now, sadly, missing its head) astride a blue
mount. The rider’s vivid, patterned caftan — complete with tiraz bands
at the upper arms — and the intricate saddlecloth suggest the luxurious
textiles available to the courtly class. Along the cavetto, sphinxes
process counter-clockwise, interspersed with arabesques. These
apotropaic creatures — two with sleek blue bodies, and the other pair
with stately blue wings — parade underneath a Kufic band repeating a
stylised version of the word ‘Allah’ picked out in white against a blue
background. The exterior rim of the bowl features an inscription of

loose, naskh-style Persian script.

Leslee Katrina Michelsen
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Cat.no. C4
Bowl

)

Iran, 14th century

Fritware with underglaze decoration

Height 11.3cm, Diameter 21.7cm

Ashmolean Museum, University of Oxford, Gift of Gerald Reitlinger, 1978
(EA1978.163)

Publication: unpublished

The Mongol invasion in the thirteenth century marked a new phase
in the development of ceramic arts across wide swathes of Asia.
Despite the devastation of major industrial centres, including the
kilns of Kashan, the establishment of the Mongol dynasty of Iran,
called the Ilkhanids, brought political stability back in the region.
The resumption of ceramic production not only revived the tradition
of underglaze painting but also introduced new design concepts.
Compared with twelfth- and thirteenth-century Persian ceramics,
the shape of Mongol wares is in general thicker, their colour richer
and their ornamentation denser than before. Theses stylistic changes
are all visible in this bowl. Its interior design is dominated by a radial
pattern in the centre against foliate decoration on the background.

Painted in different tones of blue, it is somewhat subdued, owing to

the additional use of black.
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Cat.no. C5
Bowl

)

Iran, 15th century

Fritware with underglaze decoration

Height 8.2cm, Diameter 17.5cm

Ashmolean Museum, University of Oxford, Presented by Sir Alan Barlow,
1956 (EA1956.114)

Publication: Allan 1991, no. 29; Golombek, Mason and Bailey 1996, pl. 28

This bowl exemplifies the transitional style of Persian blue-and-white
pottery during the fifteenth century when the Persian potter actively
copied Chinese models. The phoenix in the central decorative panel
is Chinese in appearance in terms of its long tail and flight feathers.
But the whole image, together with the cloud-like floating pattern, is
configured to form an abstract design. The rock-and-wave border and
a group of chrysanthemum sprays are also more geometric in concept
than naturalistic, in comparison with those used in an early sixteenth-

century example (e.g. cat.no. C6).
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2) Persia, China and beyond — Safavid

revolution

The lack of kaolin — a soft white clay which is an essential
ingredient in the manufacture of porcelain — hampered
the refinement of Persian potteries for a long time.
However, it was during the sixteenth and seventeenth
centuries that Safavid potters transformed their works
from mere imitations to true innovations. By exploring
different decorative elements and shapes, some of
the Safavid blue-and-white wares became serious

competitors to Chinese porcelain products.
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Cat.no. C6
Dish
85

Iran, 16th century

Fritware with underglaze decoration

Height 8.5cm, Diameter 42.7cm

Ashmolean Museum, University of Oxford, Gift of Gerald Reitlinger, 1978
(EA1978.1484)

Publication: Allan 1991, no. 31; Golombek, Mason and Bailey 1996, pl. 67;
Golombek, Mason, Proctor and Reilly 2014, fig. 2.9

This dish is one of the key examples in the early modern history of
Persian blue-and-white pottery. Its petrofabrical similarity with that
of Iznik wares suggests the existence of technological interaction
between the Safavid and Ottoman workshops during the early
sixteenth century. When Tabriz, then the capital of the Turcoman
dynasty, was captured by Sultan Selim I (r. 1512-20) in 1514, many
master craftsmen were brought back as war booty. The Persian model
provided by emigrating potters and their products must have been
instrumental in the development of the Ottoman ceramic industry.
Chinese-inspired themes found in this dish include the rock-and-
wave border and a group of chrysanthemum sprays, but the potter
introduces a much stronger geometric flavour to the design of the
central floral panel. This dish does not have the potter’s mark on the
base.
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Cat.no. C7
Dish
B

oo

Iran, 16th-17th century

Fritware with underglaze decoration

Diameter 26.2cm

Victoria and Albert Museum, London (1107-1876)
Publication: Crowe 2002, no. 137

This dish, with two confronting winged dragons in the central
medallion and four winged ones along the rim, is a typical example
of the Safavid versions of blue-and-white ceramics that were heavily
inspired by imported Chinese models. The back of the dish is
decorated with eight panels, each containing a circle surrounded by
four dots, as well as a band of leaves, rocks and stylised flying insects.
The mark found in the centre of the back is one of the variations of

pseudo-Chinese characters that were explored by Safavid potters.
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Cat.no. C8
Dish
8

Iran, 17th century

Fritware with underglaze decoration
Diameter 25cm

Private collection

Publication: unpublished

Like other Safavid blue-and-white examples, many features found
on this dish are derived from contemporary Chinese prototypes. The
central design shows waterfowls, some flying and others resting,
surrounded by oversized plants and flowers. The potter’s mark found
on the back belongs to the Kirman 'boutique’ group, characterised by
its distinctive square seal with grid patterns and asterisk-like symbols.
Examples similar to this dish have been attributed to Kirman in south-
east Iran (e.g. EA1978.2167 in the Ashmolean Museum, University of
Oxford; see Golombek, Mason, Proctor and Reilly 2014, fig. 6.1) and

datable to the mid-seventeenth century.
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Cat.no. C9
Bowl

)

Iran, 17th century

Fritware with pierced and painted decoration

Height 4.6cm, Diameter 13cm

Ashmolean Museum, University of Oxford, Gift of Gerald Reitlinger, 1978
(EA1978.1768)

Publication: unpublished

This bowl is a distinctive type of white pottery called ‘Gombroon’,
the English name for the port of Bandar 'Abbas in southern Iran. The
fine hard body is almost equivalent to the smooth surface of porcelain,
although this bowl is not made of kaolin. The interior is decorated with
a simple floral pattern on white ground, painted in black and blue
under a transparent glaze, but it is further ornamented with pierced
patterns as the potter’s attempt to emulate the translucency of Chinese
porcelain.
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Cat.no. C10
Jar

4

Iran, 17th century

Fritware with underglaze decoration

Height 19.7cm, Diameter 16cm

Victoria and Albert Museum, London (2451-1876)
Publication: Crowe 2002, no. 97

Like many other examples of Safavid blue-and-white wares, Persian
jars of the sixteenth-seventeenth date maintain utilitarian shapes with
well-proportioned shoulders and bodies, as well as with wide bases
enough to stand steadily. Some of the surviving jars currently have
metal lids on their rolled rims, although they appear to have been
added later in order to replace broken necks. Safavid jars explore a
wide range of design themes, ranging from humans and animals to
landscapes. Highlighted by a shiny glaze, the main body of this jar is,
for instance, decorated with a scroll band on the neck, a cloud band
on the shoulder, a bird-and tree landscape theme and the lotus panels
on the bottom, all of which inspired by China. The base of this jar
contains the potter’s mark under the inspiration of the Chinese-style

squared seal.
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Cat.no. C11
Flask

Iran, 17th century

Fritware with underglaze decoration

Height 31cm, Width 20cm

Ashmolean Museum, University of Oxford, Gift of Gerald Reitlinger, 1978
(EA1978.1696)

Publication: unpublished

This flask is characterised by its pear-shaped body with flattened
sides and its slender neck. The decoration consists of a kneeling
gunman and a bird in flight among clouds and leaves, and each
subject is rendered in reverse on a blue ground and outlined in black.
Many versions of this type of flask are known to survive, with slight
variations in detail. Closely related to the Ashmolean piece is a bottle
now in the collection of the Royal Ontario Museum in Toronto

(ROM.88; Golombek, Mason, Proctor and Reilly 2014, cat.no. 21).
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Cat.no. C12
Vase

FEHR

Iran, 17th century

Fritware with underglaze decoration

Height 27.6cm, Diameter 19cm

Ashmolean Museum, University of Oxford, Gift of Gerald Reitlinger, 1978
(EA1978.1707)

Publication: unpublished

The shape of the multi-neck vase has a long tradition in Persian
ceramics. With a tall flaring neck and a baluster form, the vase was
designed to display cut flowers. The Persian model seems to have
inspired the production of similar multi-neck vases in Europe around
the middle of the seventeenth century, particularly at Delft where
the vase of this type became known as a ‘tulip vase’. In contrast
with the eye-catching shape, the overall design scheme is based on
conventional Safavid blue-and-white decorative idioms, such as
figures, birds and trees. For other variations, see Crowe 2002, nos.

106, 108-110, 264-266 and 384-389.

Yuka Kadol

PR A

WHBWE - MTHE

=275 20 HE 1929

AR KB EMEYIERR - B Gerald Reitlinger 7 1978 F i
(EA1978.1707)

HRR - A AR

ZIEEMIDR A B EERANEL o WWHE —EmsMER AR I
FERIMSEM—EERORS - WRARABBRREEMRL o EER
HrIEMAS R LT R 3 T+t P EBUNM Z BN A E - 5RI7E
BXE - SEEREEA BB - EMNE R BirEI s
BRETBAE - ERERFTRENEAENTICEREMHERE
WMAY) - BFEAR o EMFERERTEIMAT 2 R Crowe 2002, nos. 106,
108-110, 264-266 and 384-389 °

Pt fE

66

67

Ceramic

i &



Ceramic

Cat.no. C13
Pen Case

Ft e A AL
HEER

China, c. 1500 (case)

Porcelain with underglaze decoration (case)
Iran, c. 1600 (lid)

Fritware with underglaze decoration (lid)
Height 7cm, Width 7.7cm, Length 28cm
The David Collection, Copenhagen (7/1991)
Publication: Copenhagen 1996, no. 298

This pen case is a unique example of the artistic hybridity between
East Asia and the Middle East. The overall shape is of Middle
Eastern origin, modelled on metal prototypes (galamdan; e.g. 11/1982
in the David Collection, Copenhagen; von Folsach 2001, no. 484)
suitable for a pen, a traditional writing instrument in the region.
This type of pen case had remained alien to the East Asian culture
of brush writing until the early fifteenth century when it was copied
in China as a product of blue-and-white porcelain intended either
for local Muslim communities or for the Middle Eastern market.
The base of this pen box was thus worked in the style of the day.
However, the lid is neither porcelain nor originated in China: it was
replaced with a fritware lid made in Iran in the style of the sixteenth
century, presumably due to damage or loss en route to West Asia.
The galamdan continued to offer inspiration to Chinese craftsmen
who later produced the famille-rose enamel version of the pen case for
export (e.g. cat.no. E2).
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3) Global impact of Chinese pottery

One of the most important technological advancements
in the history of ceramic production was the invention
of underglaze painting. Painting directly on the clay
and sealing with a fired glaze facilitated the production
of permanently decorated ceramics by using strong
mineral pigments, such as iron and cobalt. Although this
technique was introduced in China in earlier times, it
was during the Tang dynasty that cobalt was used as an
underglaze pigment on porcelain wares. After a lapse of
some time, the production of blue-and-white porcelain
(ginghua) became systematised during the Yuan dynasty,
and Jingdezhen established its name as a global ceramic
centre. The network of Muslim merchants across the
Indian Ocean served to expand the trade route between
China and the Middle East via South Asia and Southeast
Asia. The Chinese ceramic collections of the Topkap1
Saray in Turkey and the Ardabil Shrine in Iran are
crucial for the study of not only Chinese porcelains of
the Yuan and Ming dynasties, but also Southeast Asian

copies of Chinese ceramics as competitive substitutes.
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Cat.no. C14
Dish
B

oo

China, early 15th century (Yongle reign, 1403-24)

Porcelain with underglaze decoration

Diameter 40cm

Collection of Asian Civilisations Museum, National Heritage Board, Gift of
Mr Saiman Ernawan (1999-00447)

Publication: unpublished

This dish is painted at the centre with a composite floral scroll that
includes camellia and peony blossoms. The sense of movement
evoked by the scrolling flowers and leaves in the centre and cavetto
of the dish is mirrored by the band of undulating waves on the rim.
The underglaze-blue patterns rendered on Chinese porcelains from
the early fifteenth century tend to feature deep bluish-black spots,
a characteristic evident on this dish. This was likely due to the high
iron content of the imported cobalt pigment, which resulted in these
darkened areas (an effect also known as ‘heaped and piled’) after
firing. Large dishes such as this were primarily made for export to
the Middle East, India and Southeast Asia. Large vessels were better
suited to the eating customs of the people living in these areas, who

dined communally and ate with their hands.
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Cat.no. C15
Dish
8

China, 15th century

Porcelain with underglaze decoration

Height 7cm, Diameter 40cm

Hong Kong Museum of Art, Leisure and Cultural Services Department
(C1976.0050)

Publication: unpublished

This dish is another fine example of the technical development
achieved by Chinese potters during the early Ming dynasty.
Attributed to the time of the Yongle reign, this classic type of early
Ming blue-and-white porcelain is characterised by inky cobalt blue,
which fired to a dark, deep blue in parts and pale blue in others. This
subtle colour contrast serves to enhance the intensity of tones over
the finely-potted white body of the porcelain clay. The interior design
of the Hong Kong dish differs in several details from the Singapore
dish: the central peony pattern is surrounded by two floral bands, and
the outer band on the rim is decorated with sparsely arranged sets
of flower sprays, rather than the wave pattern. Having been mainly
intended for the Middle Eastern market, it is not surprising that this
type of dish found its way to the Ardabil Shrine and the Topkap:
Saray (see Pope 1956, pl. 32; Krahl and Ayers 1986, pls. 5697-598).
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Cat.no. C16
Dish
B

oo

Turkey, mid-15th century

Stonepaste with underglaze decoration

Height 9cm, Diameter 38cm

Collection of Asian Civilisations Museum, National Heritage Board
(2015-00063)

Publication: unpublished

This dish is an early Islamic response to Chinese porcelain. Both the
design and form are the result of cultural exchanges between China
and the Islamic world during the Yuan and Ming dynasties. The
scalloped border decorated with wave patterns on the edge of the
rim is seen on Chinese porcelain from around the same time. Local
Turkish elements, such as the cypress trees and artichokes are popular
designs in Ottoman art. These are echoed in contemporaneous
manuscripts and tiles. The courts of Safavid Iran, Mughal India,
and Ottoman Turkey were eager consumers of Chinese porcelain,
attracted by the intricate patterns and durable glazes. Many remain in
the collections of Topkap: Palace in Istanbul and the Ardabil Shrine
in Iran. Chinese porcelain designs had a huge influence on Turkish
potters, particularly at Iznik and other ceramic production sites such
as Edirne and Bursa. Equally important, the ceramicists of Turkey
and Iran attempted to create their own objects blending native motifs
with Chinese patterns. The Ottoman potters at Iznik and elsewhere
were especially successful with this integration. There are very few
published examples comparable with this dish, such as cat.no. C6.
Although it has been attributed to Iran, some scholars have also
suggested, like the Singapore dish, Turkish connections. Both may be
early examples of experiments at synthesising Ottoman, Chinese and

Persian styles.
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Cat.no. C17
Dish
f}n%

Vietnam, 14th-16th century

Stoneware with underglaze decoration

Height 7cm, Diameter 36cm

Ashmolean Museum, University of Oxford, Purchased, 1969 (EA1969.27)
Publication: unpublished

During the fourteenth and sixteenth centuries, blue-and-white wares
were widely produced in modern-day Vietnam for the Southeast
Asian and Middle East markets as substitutes of Chinese porcelains.
Vietnamese potters fancifully copied the Chinese models in terms of
shape and design but were more economical by firing their products
at a lower temperature than por‘ce]ains. An example similar to the
Ashmolean dish with the large chrysanthemum spray motif in the
centre entered the collection of the Ardabil Shrine (see Pope 1956, pl.
57). This type of ceramics is known as Annam ware, the Vietnamese
form of the Chinese name Annan (meaning ‘the Pacified South’), the
southernmost territory of China during the Tang dynasty.
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Cat.no. C18
Bottle

EEFM

Syria, early 15th century

Fritware with underglaze decoration

Height 28cm

The David Collection, Copenhagen (29/1988)

Publication: Copenhagen 1996, no. 297; Blair and Bloom 2006, no. 89

While Persian copies of blue-and-white pottery are widely known, the
impact of Chinese export wares can also be traceable in the ceramic
tradition of the Arab world. Syrian potters were equally receptive
to Chinese porcelain products as early as the fifteenth century, as
exemplified in this pear-shaped bottle with flared lip and high foot.
The Copenhagen bottle not only faithfully copies the chrysanthemum
motif and the lotus petal design but also directly adopts the ceramic
form called yuhuchun (see Harrison-Hall 2001, no. 1:28).
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Cat.no. C19
Water Pipe Base

IKIE

China, late 17th century

Porcelain with underglaze decoration

Height 19cm

The David Collection, Copenhagen (44/1982)
Publication: von Folsach 2001, no. 242

The water pipe (called hookah in South Asia / galyan in West Asia)
is a traditional instrument for vapourising and smoking tobacco
in the Islamic world, whose vapour or smoke is passed through a
water base before inhalation. Although the base was often made of
glass and metal, the porcelain version was also made in China as a
luxury merchandise intended for the South Asian market. There
is a small surviving group of water pipe bases made of glass with
similar decoration. Although blue glass is known to have been used
as the water pipe base in India (e.g. Carboni and Whitehouse 2001,
cat.no. 138), most common glass examples are green, such as one
base attributed to eighteenth-century northern India in the David
Collection (10/2010; von Folsach 2013, cat.no. 66) and another one
with the similar attribution in the Al-Sabah Collection (LNS 73 G;
Carboni 2001, cat.no. 104a).
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Cat.no. C20
Jar

%

Iran, 17th century

Fritware with underglaze decoration

Height 20.5cm

The David Collection, Copenhagen (3/1989)
Publication: von Folsach 2001, no. 239

This blue-and-white jar is a Safavid copy of the traditional South
Asian water-pouring or drinking vessel called kendi. Characterised
by the flaring neck, the tapering spout and the bulbous shape, the
Safavid kendi explores a variety of decorative repertoires, including
a highly stylised dragon motif that dominates the main body of this
object. The Persian production of kendi can be traced back as early
as the second quarter of the seventeenth century (for other Safavid
examples, see Crowe 2002, no. 111-121).This may have been intended
to compete with Chinese copies of kendi that had already been
circulated in the overseas market. The Chinese porcelain version with
the late sixteenth century date is, for instance, known to have found
its way to the Ardabil Shrine (see Pope 1956, pl. 97), and the Chinese
production of kendi continued up to the eighteenth century (e.g. cat.
no. C21).

Yuka Kadol
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Cat.no. C21
Jar

-

China, late 17th-early 18th century (Kangxi reign, 1662-1722)

Porcelain with silver mounts

Height 22.3cm, Diameter 14.5cm

Collection of Asian Civilisations Museum, National Heritage Board (C-0110)
Publication: unpublished

This blue kendi has a silver alloy fitting and stopper with chain. The
neck and body are painted with blue glaze with white slip decoration.
Kendi is a Malay term derived from the Sanskrit word kundika, a
ritual pouring vessel. A typical one has a bulbous body, a neck used
for holding the vessel and a spout. Forms were probably inspired
by metal prototypes. The tradition of using kend/ in Hindu-Buddhist
rituals suggests they originated in India. Kendi have been used in
Southeast Asia for over a thousand years: they can be seen in temple
wall reliefs dating to the ninth century. Undecorated earthenware
and glazed kendi were made in China, Japan, Thailand, and Vietnam.
They were part of the lively international trade in ceramics and
other commodities that resulted in stylistic exchanges. In Southeast
Asia, they were used as ritual pouring vessels in weddings and other
ceremonies. Miniature kendi were likely medicine containers or toys.
The West Asian tradition of tobacco smoking using water-pipes was

also practised in this region, and kendi were adapted for this purpose.

Clement Onn

EENEREARASNEGNAE - MEMRG2 tECRQE
HERSED - [FHr] HEHKE - RIREE [#7EB]  (kundika #
BiE)  RIERARRHAEARSLTSRM - S 236K 0 AR
ARMEMENT - SR RRE S BER - ENEHZEAP AL
FROES - RRTAEEFRDE - £FBRE LT HERIRE
RITN L ERIFME - d A B R R0 R aE O AR 1 E
B —T% - FE - B - REMBEFEEHE HEFERME - ©17
EREMEMREmBERE S E# T S - ERAERmM RS
RMEAEN_ EWAERENR - &/ NUMERRIZ AEM DR
SARIEITA - ERINBEE Pa R RAE M ARERA

77

Ceramic

PR -t EREE A\ R (ERFEM - 1662-1722 F)
SRIRIEE

=223 20 Bi¥ 145 2%

AN RN PR TE MR (C-0110)

HiRR AR AR



Ceramic

iy &

Cat.no. C22
Ewer

IKE

China, 18th century

Porcelain with overglaze decoration

Height 29.7cm, Width 19.6cm, Depth 12cm

Hong Kong Museum of Art, Leisure and Cultural Services
Department (C1983.0029)

Publication: unpublished
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The Chinese porcelain version of metal ewers was widely circulated
across the Middle East as early as the Ming period, as demonstrated
by the presence of several examples of this kind, mostly with the late
sixteenth century date, in the collection of the Ardabil Shrine (see
Pope 1956, pl. 98). It was not only popular as collectable items but
also inspirational to Safavid potters who produced imitations (e.g.
LNS 1068 C, Al-Sabah Collection, Kuwait; Watson 2004, cat.no.
U.32). This type of porcelain ewer continued to be made in China
until the eighteenth century, although it may have been intended for
the domestic market rather than exc]usive]y for overseas markets.
This ewer stands out due to its dark blue, almost aubergine glaze
colour, made even more ornate with gilt floral decoration. Although it
lacks a handle, this ewer retains its metalwork appearance. The form
of this handle-less ewer is, for example, comparable to the type of
Safavid metal ewer (e.g. 111-1909 in the Victoria and Albert Museum;
Melikian-Chirvani 1982, no. 142).

Yuka Kadol
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Cat.no. C23
Pair of Slippers

e —%

China, 18th century

Porcelain with underglaze decoration

Length 17.3cm, Height 5.4cm, Width 6.8cm (each)

Shangri La Museum of Islamic Art, Culture & Design

Doris Duke Foundation for Islamic Art (Honolulu, HI, USA) (48.444a-b)
Publication: unpublished

These dainty porcelain objects appear at first glance to be child-
sized slippers. Their fragile material, however, makes them wholly
unsuitable for such a function. They were probably used as bath
rasps — an amusing and fashionable accessory for bathing rituals
taking place in semi-public spaces such as the hammam or bathhouse.
Luxurious accoutrements for the toilette are known in many media:
engraved metalwork buckets, mother of pearl inlaid wooden clogs,
and finely embroidered silk and cotton towels all accompanied upper-
class women to their ablutions. When not in use, they also served as
decorative objets dart. This pair was modelled from fine porcelain, and
painted in the blue and white palette so prized during the Safavid
era, following its import into Iran from the Jingdezhen kilns of
Yuan and Ming China. A field of blue-centred white rosettes fills
the main ground, while larger single rosettes feature on the interior,
underscored by rows of cobalt blue teardrops. The glaze has run
in some spots, bleeding the blue and white colours together and
softening the edges of the floral designs. The ‘soles’ of the slippers are
unglazed, and would have provided enough friction for the purpose
of gentle skin exfoliation, while the upper of each slipper provided a
handle. For comparative Persian examples, see Crowe 2002, nos. 528-

535.

Leslee Katrina Michelsen
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Cat.no. C24
Bowl and Plate

B A B2 Bk

China, late 18th-early 19th century
Porcelain with enamel painted decoration
Diameter 20.3cm (plate)

Diameter 14cm, Depth 7cm (bowl)

The Frankel Collection, New York
Publication: unpublished

This bowl and plate, en suite, are made of plain white porcelain,
decorated in cobalt blue, grisaille and iron red enamels applied over
the glaze. The decorative band closest to the rim consists of a blue
field, which are interspersed with alternating red, quadrangular
poppy-like flowers and red-outlined white roundels containing
Persian gilt inscriptions. Bordered by a gray spear-top pattern, the
interior white field contains a ring of red flower sprays entwined with
vines, encircling a large central roundel, bordered in red and blue,
containing a Persian gilt inscription. Islamic elites had been importing
porcelain from China for centuries by the eighteenth century, when
many of them, in Qajar Iran, for example, began emulating and
adopting European tastes. Wares such as these, with inscriptions
custom-ordered by wealthy patrons, are thus the Islamic market’s
equivalent of the armorial porcelains made in China for export to

Europe.

James D. Frankel
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Cat.no. C25
Plate

3

China, 1260 AH / 1844-45 AD

Porcelain with enamel and gilding decoration

Height 3.7cm, Diameter 22.2cm

Collection of Asian Civilisations Museum, National Heritage Board
(2011-01521)

Publication: unpublished

This dish was probably made for a Shia Muslim patron in India or
Iran. The central roundel is decorated with Persian verses written
in blue nastalig script and is surrounded by curved teardrop-shaped
motifs which form a wide border. The teardrop-shaped design is
known as the boteh (Persian for ‘shrub’, ‘bush’ or ‘thicket’) motif,
which the paisley pattern is based on. The outermost band comprises
cartouches inscribed with Persian verses. The exterior sides of the
plate are also decorated with similar cartouches, and an inscribed
roundel can be found on the base of the dish. The verses relate to
the martyrdom of Husayn, grandson of the Prophet Muhammad
and the third Shia Imam, who perished in the battle of Karbala (61
AH/680 AD) — an event of supreme importance for the Shiite Muslim

community.
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Cat.no. C26
Bowl
B

oo

China, 1301 AH / 1883-84 AD

Porcelain with enamel and gilding decoration

Height 15.8cm, Diameter 36.6cm

Collection of Asian Civilisations Museum, National Heritage Board
(2014-00480-003)

Publication: unpublished

Set against a blue ground with gold scrolls and stylised lotus
blossoms, the bowl’s main decorative elements are the cartouches
with figural scenes that alternate with those featuring flora and
fauna. The latter category of cartouches features a general schema of
floral sprays containing pomegranates, chrysanthemums and roses,
birds and butterflies. The figural cartouches on the exterior show a
demure encounter between a man and a woman, and a seated couple
being served tea. The interior of the bowl features two bands of
cartouches. The interior figural scenes are livelier and generally depict
entertainment such as zither-playing, dancers, a game of cards and
so on. Two roundels on the exterior bear Persian inscriptions written
in gold nastalig script. The inscription, repeated on both roundels,
is translated as: ‘Commissioned by His Excellency, the Auspicious,
the Most Glorious, the Most High, the Most Noble, the Eminent
Sultan Mas'ud Mirza Yamin al-Dawla Zill al-Sultan’. Mas'ud Mirza
(1850-1918) was the son of Nasir al-Din Shah Qajar (1831-96), who
excluded from succession but served as governor of several provinces
including Isfahan. Other similarly patterned and inscribed examples
with a wide range of nineteenth-century dates (e.g. Vernoit 1997, no.
87-89) suggest the enduring appeal of such painted enamel-wares
among Qajar royalty.

Noorashikin Zulkifli
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4) Chinese-Islamic ceramic

According to some historical accounts, Islam was first
brought to China by an Arab embassy sent by Uthman,
the third Caliph, in 651. However, few material remains
evident of the spread of Islam in medieval China are
known to survive. This foreign-born monotheistic
religion was introduced to Chinese cultural soil through
the commercial activities of Muslim merchants along
the overland and maritime trade routes, rather than
through military or missionary conquests. Some of the
merchants eventually settled down in China, but it was
only during the Yuan period that Muslims were placed
in high-ranking official posts at the Mongol court. Under
the Ming dynasty, Muslims by degrees became sinicised,
adopting Chinese culture. The earliest surviving examples
of Chinese Islamic art thus come from this time, ranging
from ceramics, metalwork to religious manuscripts.
Chinese Islamic ceramics, for instance, differ from classic
Chinese prototypes in terms of shape and decoration,
and their distinctive appearance is noticeable by the
use of the Arabic inscriptions under the influence of the

Chinese writing style, called venc.
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Cat.no. C27
Rhyton
@B

China, 15th century

Porcelain with underglaze decoration
Height 16.8cm, Width 22cm

Private collection

Publication: unpublished

This boat-shaped rhyton of crescent form is elegantly modelled, with
hat-shaped decorative endings on both sides and the bulbous neck
in the centre. The body is decorated with design themes typical of
Ming blue-and-white porcelain, such as lotus scrolls, breaking waves
and rocky patterns. Although it is essentially a ceramic object, its
overall shape is reminiscent of the metal prototype of Persian origin,
such as an ascetic’s bowl (kavhkul) from early sixteenth-century
Khorasan in the collection of the Victoria and Albert Museum (755-
1899; Melikian-Chirvani 1982, no. 112). No reign mark is found in
this unique piece of ceramic art, but its overall appearance suggests a
fifteenth-century date, when Chinese potters experimented with the
variety of Middle Eastern-inspired forms in their products.

Yuka Kadol
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Cat.no. C28
Brush-rest

Z1l

China, early 16th century (Zhengde reign, 1506-21)

Porcelain with underglaze decoration

Height 11em, Length 22.8cm, Width 5.3cm

Hong Kong Museum of Art, Leisure and Cultural Services Department
(C1978.0062)

Publication: unpublished

This blue-and-white porcelain object is modelled in the shape of a
five-peaked mountain, a traditional form of the brush rest in China, as
opposed to a traditional form of the pen case in the Middle East (e.g.
cat.no. C13). Each peak is decorated in the style of classic Chinese
blue-and-white porcelain, while the central square with the diamond-
shaped frame contains Persian inscriptions. Like the identical example
in the collection of the British Museum (OA F. 147B; Harrison-Hall
2001, no. 8:3), the single-word inscriptions are set on both sides of
the object and read respectively, ‘pen’ (khame) and

‘holder” (dan), hence ‘pen holder’ (khamedan). With the square
Zhengde reign mark on the back, this type of object may have been
intended for both Han Chinese and Muslim customers in the
domestic market, since it could have functioned as the brush rest
for the former as well as the pen rest for the latter who used the

pen for transcribing religious texts in Arabic script.
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Cat.no. C29
Censer

BIE

China, 16th century

Porcelain with underglaze decoration
Height 15.9cm, Diameter 19.7cm
The Frankel Collection, New York
Publication: unpublished

This cylindrical censer stands on three short recessed legs, a form
derived from the archaic bronze lian vessel. It is made of white kaolin
porcelain decorated with an underglaze blue motif of lotus flowers
among flowering foliage scrolls in a broad central band. The dark
cobalt blue colour is typical of wares from the Jingdezhen kilns of the
Ming period. Interspersed amid the floral design are three roundels,
surrounded by petal borders, containing Arabic inscriptions. Near
the top and bottom rims, the vessel is circumscribed by thin bands
bearing a scroll key pattern. The inscriptions read: ‘O Judge of need,
O God of those who are first, O Lover of those who are last.”

James D. Frankel
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Cat.no. C30
Inkstone

ARE

China, early 16th century (Zhengde reign, 1505-21)
Porcelain with underglaze decoration

Height 5.1cm, Width 12.7cm, Length 23.5cm

The Frankel Collection, New York

Publication: unpublished

The ‘inkstone’ is so called because the prototype for this mainstay of
the Chinese literatus’ desk was originally made of polished stone. This
rare example is made of white kaolinite porcelain with underglaze
blue floral and foliate decoration on the four outer walls, and eight
roundels containing Persian words. Used for grinding solid ink, the
unglazed biscuit surface contains a shallow glazed well to hold water
to mix with and dilute the ink. Comparative examples, such as an ink
stone with the Zhengde reign mark in the collection of the British
Museum (Harrison-Hall 2000, no. 8:6), suggest there were once a
cover and base, forming a box for writing implements. Such quality
porcelain was produced in the imperial kilns at Jingdezhen, for the
domestic market, possibly for Muslim officials, including powerful
Muslim court eunuchs. The majority of the inscriptions here are
derived from a type of poetry called gasida by the twelfth-century
Persian poet Khaqani Shirvani.

James D. Frankel
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Cat.no. C31
Jar

[

China, early 16th century (Zhengde reign, 1505-21)
Porcelain with underglaze decoration

Height 10.6cm, Diameter 6.4cm

The Frankel Collection, New York

Publication: unpublished

This truncated baluster shape jar is made of white kaolinite porcelain
decorated with an underglaze blue floral-foliate scroll motif, and
alternating roundels and lobed, diamond cartouches containing
Arabic words on four sides. The jar has a pronounced, flared foot and
is capped by a lid bearing an open lotus floral decoration and a finial
knob atop, an unusual variation of the traditional meiping (literally,
‘plum bottle’). It is well-attested among the products of the imperial
kilns at Jingdezhen, made for the domestic market during the Ming
dynasty. Blue and white porcelain wares with Persian and Arabic
inscriptions are especially associated with the reign of the Zhengde
emperor, many of them bearing the imperial reign mark. The Zhengde
court was known to have employed numerous Muslim officials and

eunuchs, possible patrons of such objects.

James D. Frankel
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Cat.no. C32
Censer

BIE

China, 16th century

Porcelain with underglaze decoration
Height 17.2cm, Diameter 22.2cm
The Frankel Collection, New York
Publication: unpublished

This cylindrical censer flares slightly from bottom to top and stands
on three short cabriole legs. This form, derived from the archaic
bronze lian vessel, is well-attested among the products of the kilns
at Jingdezhen during the Ming period. It is made of white kaolinite
porcelain decorated with an underglaze blue stylised design of lotus
flower and lotus pad amid curled leafy stems, evocative of the ‘lotus
bouquet’ motif made popular during the Yongle reign period (1403-
24). The exterior circumference of the censer is divided into two
horizontal bands: a narrow one, occupying approximately one-third
of the surface, near the upper rim, and a wider one occupying the
remaining space to the bottom of the vessel. Each band bears the
floral-foliate decoration, interspersed with spaces containing Persian
text on three sides. The majority of the inscriptions here are derived
from a type of poetry called gasida by the twelfth-century Persian poet
Khagani Shirvani. For comparative examples, see Vinhais and Welsh
2016, no. 8.

James D. Frankel
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Enamel

Unlike other decorative arts, enamel (mina) has
a relatively obscure history in the arts of Persia.
Enamelling in general was known in Asia since ancient
times, but it was only in early modern times that this
craft established its place in the Persian world. Similarly,
the technique of cloisonné (the term derived from
cloisons, the French word for ‘partitions’), in which metal
objects are decorated with glass pastes coloured by
metal oxides, was neither Middle Eastern nor Chinese in
origin. Initially developed in Byzantine territory as well
as in West Europe, the craft of cloisonné was introduced
to the Islamic East Mediterranean, most probably as
substitutes for costly precious stones, and seems to
have reasonably been established in the period around
the twelfth century, owing to the technical input from

Byzantine craftsmanship.

It is likely that cloisonné came to be known in China
during the Mongol period, when a number of European
and Central Asian artisans were employed at the courtly
workshops, although the exact sources of inspiration
for the technique — either Europe or the Islamic world —
remains unclear. The predominant use of blue is typical
of cloisonné objects. However, other colours, such as
green, yellow, white and black, serve to enhance the
intensity of blue. Each motif or inscription is further

delineated by lavish gilding.
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Cat.no. E1
Dish
SEEELS

AR

China, 15th century

Copper alloy with cloisonné enamel decoration

Height 3.5 cm, Diameter 20.5 cm

Hong Kong Museum of Art, Leisure and Cultural Services Department
(C1966.0047)

Publication: unpublished

Although the technique of cloisonné enamel is said to have been
introduced to China during the Yuan period, most were made during
the Ming and Qing dynasties. Fifteenth-century pieces, such as
this dish, are the earliest surviving examples. Rigidly structured
scrolling lotuses and acanthus leaves are set against a turquoise blue
background on both interior and exterior surfaces. The light blue
background colour is combined with shades of red, yellow, cobalt
blue, white and dark green, each of which are placed individually
within each cloison. The coexistence of intense chromatic elements
makes the surface of the cloisonné object particularly flamboyant.
Although the early Ming connoisseur Cao Zhao denounced cloisonné
as being suitable only for lady’s chambers in his influential Gegu
yaolun (‘Manual of Connoisseurship’) (1388) (David 1971, p. 143),
enamelled objects seem to have acquired their cultural status in China

by the time of the reign of Emperor Xuande (1426-35).

Yuka Kadol
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Cat.no. E2
Pen Case

£2

China, 18th century

Copper with enamel painted decoration
Height 3.8 cm, Length 25.4 cm

The Frankel Collection, New York
Publication: unpublished
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This pen case, in which the box slides in and out of its fitted cover,
is made of copper painted and decorated with multicolour enamels
fired onto the surface. The technique was first invented in medieval
France, brought to China during the eighteenth century by European
merchants and missionaries, and developed commercially in the
port city of Guangzhou (hence the name ‘Canton Enamel’), as well
as imperial workshops of Beijing. This example is decorated in the
typical famille-rose colours (yangcai; literally, ‘foreign colours’) and
patterns popular on Chinese porcelains produced during the Qing
dynasty for export to the West: shades of pink, yellow, blue and green
comprising cartouche panels with floral, fruit (citron) and foliage
decoration against a white background; the panels are interspersed
amidst a pale green field with black foliage scrolls. Europe was the
principal export destination for such enamel wares, but some were
also made for export to Islamic markets, such as Mughal India, Qajar
Iran and Ottoman territories, where local elites emulated European
tastes. The form can be traced to porcelain prototypes produced in
China for export to the Islamic world during the Ming dynasty (e.g.
cat.no. C13).

James D. Frankel
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Cat.no. E3

Lamp

BEFE

China, 19th century

Bronze with cloisonné enamel decoration
Height 565.5cm (including chain and top ring)
Height 25cm, Diameter 23cm (lamp)

The David Collection, Copenhagen (42/1966)
Publication: Kadoi 2014

This hanging lamp, which was made in China during the nineteenth
century for the local Muslim community or the oversea market,
illustrates a fascinating hybrid of Chinese and Middle Eastern craft
traditions. The bulbous body form is derived from the type of the
lighting device commonly known as the mosque lamp, chiefly made in
glass but also in bronze. Among the Middle Eastern prototypes, the
metal lamp attributed to the reign of Mamluk Sultan al-Zahir Baybars
I (1260-77), so-called ‘Baybars lamp’, stands out for its unequivocal
stylistic affinity with the Copenhagen lamp, in terms of not only
its vase shape but also details of decorative accessories, such as
ornamental chains with hookshaped endings, suspended by a dome-
shaped cover. On the other hand, the design itself is characteristically
Chinese. Besides the predominance of lotus patterns, the use of the
cloisonné technique evokes highly decorative, enamelled objects with
the Arabic inscriptions that became fashionable in China during the
late Qing period (e.g. cat.no. E4). Different from the mosque lamp of
the Middle East, in which the chapter of the light (Sura al-Nur; 24:35:
‘God is the Light of the heavens and the earth; the likeness of His
Light is as a niche; wherein is a lamp’) is often used, the inscription
found in the three cartouches of the Copenhagen lamp is one of the
several variations of the Islamic profession of faith and is written in
the highly stylised szni script: “The best invocation is: / There is no god
but God / Muhammad is the Messenger of God.’

Yuka Kadol
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Cat.no. E4
Altar Set

BIESER

China, 18th century

Bronze with cloisonné enamel decoration
Height 6.4cm, Diameter 10.2cm (box)
Height 6.4cm, Diameter 14cm (censer)
Height 15.2cm (vase)

Length 22.9cm (spatula)

The Frankel Collection, New York
Publication: unpublished

The altar set, or garniture, is a traditional mainstay of Chinese temples
and homes, used for the storage and burning of incense. It consists
of a tripod ding shape censer (evocative of the archaic / gui bronze
form), a bottle vase with two loop handles, a spatula with a long metal
handle and a circular covered box. The whole set is made of cloisonné,
decorated with red, green, white, yel]ow and cobalt blue enamels
forming multi-coloured lotus flowers among flowering foliage scrolls,
against a turquoise blue enamel background. Each object bears one or
more Arabic inscriptions, contained in prominent, lobed cartouches,
comprising a white enamel background and black enamel script. All of
the inscriptions are rendered in the highly stylised form of the Arabic
script developed by Chinese Muslims, called i (literally ‘Chinese’),
which is based on the appearance of Arabic written with a Chinese
ink brush. Cloisonné altar sets became increasingly fashionable
during the Qing dynasty, and a hanging lamp may have also be part of
the decorative ensemble with other cloisonné objects used on various
ritual occasions (e.g. cat.no. E3). The inscriptions read: (censer) ‘The
Prophet, peace be upon him said: the best invocation is: “there is no
god except Allah, Muhammad is the Messenger of Allah.” Praise is
Allah’s’; (vase) ‘Praise is Allah’s, Might is Allah’s’; (spatula) ‘Glorified
is Allah’; (box) ‘Glorified is Allah, and praise is Allah’s, and there is
no god except Allah.’

James D. Frankel
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Cat.no. E5
Water Pipe

KIBEFE

Signed by Abu’l Qasim ibn Mirza Muhammad

Iran, 19th century

Enameled gold and silver, wood

Height 23.2cm, Width 14.9cm

Shangri La Museum of Islamic Art, Culture & Design

Doris Duke Foundation for Islamic Art (Honolulu, HI, USA) (44.4a-b)
Publication: unpublished

This galyan - or water pipe - is crafted in two parts: a bell-shaped
bottom water cavity, and a goblet-shaped upper cup for the coal
and tobacco. The smoke would pass through, and be cooled by, the
water before being inhaled. Frequently, aromatics such as rose petals
would be added to the water. Tobacco was probably introduced into
Iran by Portuguese traders via the American colonies and, together
with coffee and tea, became a popular form of social refreshment.
Elaborate water pipes such as this one were made of precious
materials and enamelled in several colours - including rich pinks,
luminous greens, and vivid blues - to heighten the sensory pleasures
associated with smoking. The four ovoid cartouches on the base depict
figures in European dress: 1) a pair of women reading (inscribed in
black rastalig with the signature of the artist, one of the great masters
of Qajar enamel painting), ii) Queen Victoria, iii) a boy with a flute,
and iv) two courtly women. On the cup, three of the seven cartouches
depict half portraits, with three depicting couples - all in European
dress - while a fourth features three nude nymphs. Fine enamelling
was an artistic hallmark of the royal court, with ‘Europeanised’
subjects as seen here particularly popular in the late Qajar period. For
comparative examples, see Robinson 1969.

Leslee Katrina Michelsen
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Cat.no. E6
Water Pipe

KB

Iran, c. 1800-30

Gilt copper with enamel decoration

Height 19.5 cm, Diameter 10.4 cm

Victoria and Albert Museum, London (455-1888)
Publication: unpublished
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This free-standing object is another example of the water pipe (galyan)
from Qajar Iran. Made of gilt copper, the container atop the object,
taking the shape of a cup, was originally set on top of the water pipe
base, now replaced by a carved wooden stem. It retains the chains
attached to the bottom part that was originally used to moderate the
fire. Like many other Qajar artefacts, it shows a stylistic change in
Persian blue taste during the nineteenth century, from a dominant use
to a supplementary role amid other emerging chromatic components,
notably pink. It is currently attributed to Shiraz, although the exact
place of production remains uncertain. For other comparative

examples, see Vernoit 1997, nos. 70 and 128-134.

Yuka Kadol
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Glass

Glass blowing was invented in the region covering
modern-day Syria and Palestine in the mid-first century
BC. It was spread across the Persian world under the
Parthian rule, and by the time of the Sasanian empire,
the local glass industry had developed not only in
quantity but also in quality, in parallel with the glass
import from the Syro-Palestinian region. Glass was used
for utilitarian purposes, as perfume and oil containers,
as well as for drinking and lightening, but it was also
used in burials prior to the rise of Islam in the seventh
century. Zoroastrians, for instance, considered glass
to be a ritually pure material. The technique of glass
production improved in the Persian world during the
early Islamic period, yet the Persian glass industry did
not develop further until modern times. Despite the slow
development, glasswares continued to be produced in
the Persian world as containers for commercial items
throughout the ages. Shiraz wine is said to have been
traded during the Safavid period in long-necked glass
bottles. China also has a long history of glassmaking, but
it was not until early modern times that glass acquired
cultural and artistic recognition in China under Qing

imperial patronage.
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Cat.no. G1
Bowl

)

Iran, 9th-10th century

Glass with wheel-cut decoration

Height 10.5cm, Diameter 11.5cm

The David Collection, Copenhagen (16/1962)
Publication: von Folsach 2001, no. 304

The form of this bowl follows metal vessels which had already been
made in Iran before the Muslim period, suggesting that it was adopted
by glassmakers when glass techniques began to expand. Nevertheless,
surviving glass stem bowls are extremely rare. The upper part and
foot of this example were blown separately and attached together
while molten. Only the well is decorated, employing the so-called
wheel-cut technique which flourished before the spread of cheaper
mould-blown glass wares. The wheel-cut technique involves a sharp
rotating chisel to which the cold glass is pressed while being turned
and twisted according to the requirements of the desired pattern.
The decoration of this bowl includes a row of cypresses, defined by

curvilinear contours and straight, oblique hatches.
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Cat.no. G2
Bottle

il

Iran, 11th-12th century

Glass with moulded and trailed decoration

Height 19cm, Diameter 7.9cm

Ashmolean Museum, University of Oxford, Bomford Gift, 1976 (EA1976.133)
Publication: Newby 2000, no. 28

Inscribed examples of medieval moulded blown glass bottles are rare,
although in some cases they not only invoke blessings, like this one,
but may also preserve the name of the maker (the craftsman of either
the mould or the glass), the recipient, and the geographic origin of
the object. In the absence of such details, the proper localisation of
these objects may be difficult. This type of flask is called gumgum (pl.
gamagima) in Arabic; they served as perfume sprinklers. The most
commonly used perfume to be dispensed by gamagima was rosewater.
Particularly noteworthy is its very high, flaring neck. The elegance
of the shape of this blue glass flask and its moulded Kufic inscriptions
of good wishes accentuate the preciousness of the liquid which it

contained. For comparative examples, see Carboni and Whitehouse

2001, cat.no. 18.
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Cat.no. G3
Bowl

)

Iran, 19th century

Glass with trailed decoration

Height 10.8cm, Width 21.6cm

Victoria and Albert Museum, London (882-1889)
Publication: unpublished

Although this oval-shaped bowl with two trailed handles and
additional trailed decoration was made in the Qajar period, the
techniques it employs were all well-known since medieval times.
Trailed applications of coloured glass braids have been known in
Iran since the eleventh century. Yet, the asymmetry of the object, in
particular the snaky handles, point to a relatively recent origin. Given
its technological conservativism and aesthetic eclecticism, Qajar glass
has been frequently denigrated, but in fact it seems that a great deal
of non-archaeological Iranian glass in museums originate from this

period and often dated to earlier times.
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Cat.no. G4
Bottle

il

Iran, 18th-19th century

Coloured glass

Height 33cm, Diameter 10.2cm

Shangri La Museum of Islamic Art, Culture & Design

Doris Duke Foundation for Islamic Art (Honolulu, HI, USA) (47.9)
Publication: Al-Khemir 2012, 110-11 and 215

This elegant, swan-necked bottle is part of a corpus of glasswares
that has been produced in Iran (notably Shiraz and Isfahan) since
the Safavid period. Poetically known as ’'tear containers’ (ashkdan),
ostensibly to hold the teardrops of bereft women whose husbands
were away at war, the vessels were almost certainly put to more
prosaic use. Contemporary paintings illustrate their use as containers
for wine and sherbet, as well as sprinklers for highly scented liquids
such as rosewater or perfume. The fine walls and delicate ribbing
of this bottle were achieved by first blowing the molten glass into a
mould, and then - after removing it - inflating it further to create the
globular base, which has lost much of the moulded definition visible
on the upper part of the object, as a telling trace of this glass blowing
technique. The rich blue colour was achieved by adding a powdered
cobalt compound to the mix of ingredients, known as ‘glass melt’.
The origin of this distinct and graceful shape is unknown, but may
have originated in Venetian glass production of the fifteenth-sixteenth
centuries. This Qajar example points to the continued appreciation
of the form and function of these vessels, centuries after they were
first introduced to Iran. For additional comparanda, see Carboni and

Whitehouse 2001, nos. 145-147.
Leslee Katrina Michelsen
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Cat.no. G5
Vases

T

China, 18th Century

Coloured glass

Height 26cm, Diameter 14cm (each)

Hong Kong Museum of Art, Leisure and Cultural Services Department
(C1966.0037)

Publication: unpublished

Although beads were made of glass in ancient times, it was not until
later that Chinese craftsmen learned how to blow glass. During the
succeeding dynasties, imported glass vessels from the Middle
East were highly appreciated, but this did not encourage the
development of the local glass industry. Under the patronage of the
Qing dynasty, particularly during the reign of the Qianlong
emperor (1736-95), the advanced technology of glass making was
introduced to China through Jesuit missionaries, and the variety
of glass pieces began to be made, ranging from small exquisite
snuff bottles to large monumental vessels, such as this imposing

pair of blue glass vases.

Yuka Kadol
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Manuscript and Painting
1) Religious manuscript

The culture of manuscripts originates from all over
the Persian speaking world, in particular Iran, Central
Asia and India, and represents the traditional fields of
humanities and sciences, such as literature, philosophy
and medicine, as well as religious studies. The central
religious text of Islam is the Qur’an. It is never decorated
with figurative images, but each copy is delicately
executed with a wide range of non-figural ornamentation.
Blue is one of the major colours in the illumination of
religious manuscripts in the Persian world, together with
gold. Yet the bold use of varying colours provides the
multiple layers of decoration to the art of the holy books.
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Cat.no. MP1
Page from the Qur’an

(HEE) NER

Iran or Anatolia, 13th-14th century

Ink, colour and gold on paper

Height 26.9cm, Width 18.1cm (page)

Ashmolean Museum, University of Oxford, Bequeathed by Christopher T.
Gandy, 2012 (EA2012.69)

Publication: unpublished
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This fragmentary page from a copy of the Qur’an includes three lines
from the chapter of women (Sura Al-Nisa; 4:174: ‘O mankind, there
has come to you a conclusive proof from your Lord, and We have
sent down to you a clear light.”). Written in the HMubagqaq script, it
is likely to have been produced in Anatolia in the decades following
the Mongol invasion and the conquest of Baghdad, which occurred
in 1256. The inclusion of a Persian translation underneath each
verse, however, indicates that this copy was intended for a Persian-
speaking user, although it remains unclear exactly when and where
such additions were made. The upper, left and bottom margins of
the page are ornate with the decorative band in the Kufic script in
blue, featuring excerpts from the sadith (wise sayings attributed to
the Prophet Muhammad), together with geometric patterns on each

corner.
Yuka Kadol

HEER (EEE) FH=0&X ( (BRE) 4: 174 [RAW |
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SERIRARIARERERNLZAEND - 88K HA
RETERRE - BT YAREBAKITENAER - @EMAK
HmFERAH R FEE - BEN L TMEMEALAERR
EeNEZEENFTR LEIIERM -
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Cat.no. MP2
Commentary of the Qur’an

(LERRE) T

Copied by Nasrullah ibn Sayyidi Ahmada ibn Qadi Jan

Iran, 968 AH / 1660-61 AD

Ink, colours and gold on paper

Height 37.6cm, Width 26.2cm, Depth 10.1cm (closed)

Collection of the Asian Civilisations Museum, National Heritage Board,
Singapore (1998-01469)

Publication: unpublished

This manuscript is the commentary of the Qur’an, known as tafsir.
Tafsir means ‘interpretation’ in Arabic and refers to the exegesis of the
Qur’an. This is regarded as a branch of religious study that focusses
on elucidating the meaning of the Qur’an. This manuscript is a copy
of the commentary originally written by Husain Va'z Kashifi (d. 1505)
between 1491 and 1494, for the Timurid-period patron and poet, Mir
Ali Shir Nava'i. A seal impression indicates that this copy was at one
time in the library of a courtier of Mughal emperor, Aurangzeb (r.
1658-1707). This manuscript comprises 595 leaves with 19 lines per
page, bound in stamped brown morocco. The tafsir or commentary
itself is written in naskh script while the Qur’anic verses are written in
gold, red and blue raskh with svura (chapter) headings written in gold
thuluth script.

Noorashikin Zulkifli

Nasrullah ibn Sayyidi Ahmada ibn Qadi Jan #7<
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Cat.no. MP3
Qur’an

(R

Iran, mid-19th century

Ink, colours and gold on paper

Height 27.7cm, Width 18.5cm (closed)

Collection of the Asian Civilisations Museum, National Heritage Board,
Singapore (2001-02606)

Publication: unpublished

Decorative elements in manuscripts such as lavishly embellished
borders, headers, initials and text frames are known as ‘illuminations’
— so called because scribes took the opportunity to use bright colours
including the application of gold or silver. The establishment of the
Qajar dynasty in 1785 heralded a period of political stability and
cultural revival that resulted in increased preference for life-sized
paintings and the dwindling of illustrated manuscript production.
However, it is unsurprising that this Qur’an shows continued efforts
for lavish decoration as the finest illuminations tend to be reserved for
the holiest of texts in the Islamic world. This manuscript contains the
entire Quranic text in 32 leaves with 48 lines per page, all written in
naskh script and bound with gilt-sprinkled lacquer covers. The finely
illuminated frontispiece highlights the unusual spatial arrangement of
text where the copyist has managed to fit an entire juz (one section of
a 30-part division) across the double-spread. The copyist is attributed
to be Muhammad al-Isfahani.

Noorashikin Zulkdfli
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Noorashikin Zulkifli
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2) Secular manuscript and painting

Among the many artistic highlights from the Persian
world are the illustrated manuscripts of major literary
works, such as the Shahnama of Firdawsi and the Khamosa
of Nizami. In both manuscript illustrations and single-
page paintings, colour brings figural and landscape
images to life: although the Persian painter’s palette is
broad, blue plays a key role in the image-making process

of water, sky, dress and other pictorial components.
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Cat.no. MP4 Cat.no. MP5

Bahram Gur Slaying the Dragon in the Cave Serpent and Hare

Page from the Khamua of Nizami Page from the ‘Aja‘ib al-Makhlugat wa Ghara‘ib Maujudat of Qazwini’

B i i 7R B B g YEFIEF R
BEI K (EEF) B (Aja‘ib al-Makhlugat wa Ghara‘ib Maujudat of Qazwin)

Iran, c. 1570-80 P8R+ #71670-1580 4 Iran or India, 17th century FREASKENE « ++H1t42
Ink and colour on paper BAREBEHKE Ink, colour and gold on paper EARESTIKE
Height 2dcm, Width 20cm (page) =24 A% "2 A7 (BE) Height 30cm, Width 23cm (page) 23020 E23 2D (EmE)

Height 51.2cm, Width 44.7cm, Depth 2.5cm (including frame) =512 RD  B44.7 RNy k2.6 N (SIER)

N o N Collection of the Asian Civilisations Museum, National Heritage Board, FTAN3 25 SRR AR, (1998-01482)
TSR MNAR IE YRR (2008-00290)

Singapore (1998-01482) HhR © R AR

Collection of the Asian Civilisations Museum, National Heritage Board,
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Singapore (2008-00290)
Publication: unpublished
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This illustrated page is from a copy of the Khamosa by one of the
greatest epic poets of Iran, Nizami Ganjavi (1141-1209). The Khamoa
(‘Quintet’) is a collection of five narrative poems, alternately known
as Panj gany (‘Five Jewels’) produced between 561 and 599 AH (1165
and 1203 AD, respectively) and written in double-rhymed verses
similar to Rumi’s Masnavi. The painting illustrates the opening scene
from the poem, Haft Paykar (‘Seven Portraits’) that recounts how
the legendary Sasanian king, Bahram Gur (r. 420-38) married the
daughters of seven padshab (emperors) of seven different climes and
learns how to become the ideal ruler. In this episode, an injured wild
ass leads Bahram Gur to a dragon in front of a cave. He fights and
slays the dragon, finding the remains of a foal in the dragon’s belly,
understanding at once why the wild ass sought his help. The ass
leads him to the dragon’s treasure and vanishes. The verses read: ‘A
King, who to a wild ass give justice; imprisons in a grave a dragon,
finally, for his pains, salvation and a treasure gains’. The dating and
attributed origin groups this manuscript under what is termed as
‘commercial style’ for Shiraz was a principal centre of illuminated
manuscript production for Persian literary works in the fifteenth and
sixteenth centuries. Numerous surviving copies suggest a volume that

was intended for both local and export markets.
Noorashikin Zulkifli
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Noorashikin Zulkifli

Publication: unpublished

This illuminated page is from a copy of the Aja‘b al-Makhlugat
wa Ghara‘lb Mawudat (‘The Marvels of Things Created and the
Wonders of Things Existent’), a cosmography originally composed
in the thirteenth century by the Persian encyclopedist Zakariya
ibn Muhammad ibn Mahmud Abu Yahya al-Qazwini (1230-83).
Considered to be one of the most read and copied works in the
Islamic world, it served as an encyclopedia of its time, drawing from
Greek, Roman and Islamic sources. This treatise covers a multitude
of subjects, both earthly and mystical, such as geography, calendars
and astronomical calculations, flora and fauna, aspects of the heavens
and heavenly beings, unusual phenomena and mythical creatures.
Qazwini included stories and poetry to entertain the readers and
enrich scientific explanations, a style that influenced later Islamic
works on cosmology and geography. The text of this page is written
in naskh script, along with two creatures illustrated in the centre and
lower part of the page - a light blue serpent with its body peculiarly
coiled into a knot in the middle and a hare that appears to be adorned
with a horn. Such imaginative depictions suggest that this section

relates to fantastical subjects.
Noorashikin Zulkdli

I EAER (Aja'ib al-Makhlugat wa Ghara'ib Maujudat) FJ#)7S -
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Cat.no. MP6 Cat.no. MP7
Calligraphic Composition Blue Poppies
e EeBRIT

B # 2 3% 4 | Manuscript and Painting

Mohamed Zakariya BERE - HFEDR Nasr Allah Nagqash Nasr Allah Naqqash

USA, 2005 KB - 2005 Iran, c. 1870 83 > #1870 F

Ink, colour and gold on paper NS R Oy & Colour on paper BN AN

Height 27.6cm, Width 25.8cm (page) ®27.6 2% B258 A (AM) Height 18.8cm, Width 12.5cm (page) B 188 2D B125 2% (HM)

Collection of the Asian Civilisations Museum, National Heritage Board, RO RN PR R R (2008-05872) Ashmolean Museum, University of Oxford, Bequeathed by Christopher T. AR KB EMEYIERHE - B Christopher T. Gandy 7 2012 FiEHE
Singapore (2008-05872) bR R EHAR Gandy, 2012 (EA2012.44) (EA2012.44)

Publication: unpublished
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This is a contemporary calligraphic work designed and composed
by Mohamed Zakariya (b. 1942), a well-known Muslim American
calligraphic artist. In 1984, he was invited to study with two
celebrated Turkish calligraphers: Hasan Celebi and Ali Alparslan at
Istanbul’s Research Centre for Islamic Art, History and Culture. In
1988, he received the prized icazet (diploma) in Thuluth and naskh
scripts from Hasan Celebi in 1988 and then, the icazet in talig scripts
from Ali Alparslan, making him the first Westerner to do so. Zakariya
has expressed his mission as reviving classical texts through visually
arresting presentations. The calligraphy is written in talig style with a
reed pen and lampblack, or soot ink, on dyed ahar paper, backed by
ebru or marbled paper. The border has been painted with pigments
that were ground repeatedly and bound in rabbit-skin glue that was
then applied hot. For this piece, Zakariya has used three different
types of gold: 23K yellow gold, 18K green gold and 11K white
gold that have been affixed in gum Arabic. The inscription reads in
Persian: ‘Because of his intimacy with the Divine Presence, the Pure

Prophet [Muhammad] is sufficient as my guide.’

Noorashikin Zulkifli
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Noorashikin Zulkifli

Publication: unpublished

Having been inspired by the increased availability of European
prints and watercolours in Asia, Persian painters began to explore
naturalism in painting from the seventeenth century onwards. Single
flowery compositions such as in this painting demonstrate that
their ability to depict subjects from life had been fully developed
by the nineteenth century, when Iran renewed its cultural contacts
with Europe. Although it can be viewed as a work of art in its own
right, this painting may have been originally bound in the album
format, together with other paintings and drawings. For comparative
examples, see Roxburgh and McWilliams 2017, nos. 9 and 21.

Yuka Kadol
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Cat.no. MP8
Calligraphic Exercise

EERE

Iran, 16th century 2 I AN A
Ink, colour and gold on paper BMARHZEEKE
Height 40.5cm, Width 30.5cm, Depth 1.5cm 5405 2D B305 09D R 1.6 DD

The Wellcome Collection, London (Islamic Calligraphy 71)

WHERES SR (Islamic Calligraphy 71)

Manuscript and Painting
3) Calligraphic exercise

Calligraphy has long been considered a quintessential
art form in Islamic culture. Calligraphers are among the
most highly esteemed artists, and their beautiful writing
practice expresses piety, one of the pillars of Islamic
ethics. The development of Islamic calligraphy is strongly
associated with the Qur’an, while calligraphic exercises
or single sheets of calligraphy, mostly extracted from
famous poetry works, are equally instrumental in the
development of this artistic practice. Specimens of master
calligraphers were avidly collected by connoisseurs in the
past, and the mastership of calligraphy continues to be
appreciated in the Islamic world nowadays. Among the
calligraphic styles for the Arabic alphabet, a distinctive
fluid form called nastalig is predominantly used in the

Persian world.
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Publication: unpublished

This calligraphic sheet, arranged in diagonal and horizontal panels
and set amid richly illuminated triangles, contains an excerpt from the
Makhzan al-Asrar (‘Treasury of Mysteries’), a philosophical poem by
Mir Haydar Khwarizmi. The passage deals with mystical reflections
on speech. Mir Haydar played an important role in the formation of
Uighur Turkish, and especially Chaghatay, literatures in the Timurid
Empire, based on the Islamicised Persian idiom. While the #akhzan
al-Asrar is in Chaghatay using the Arabo-Persian script, he compiled
his other main work, the Mi‘raj Nama (‘The Book of Ascension of
the Prophet’) featuring the Uighur script. The two respective works
were commissioned by Mir Haydar’s two rivalling patrons, Iskandar
Sultan (r. 1403-15) and Shah Rukh (r. 1405-47), grandson and son
of Timur. This specimen represents the sixteenth century nastalig style

and attests to Mir Haydar’s enduring popularity.
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Cat.no. MP9 Cat.no. MP10
Calligraphic Exercise Calligraphic Exercise
EERE EERE

Iran, 17th century FER » ++Htt4d Iran, 17th century FER - ++t42
Ink, colour and gold on paper MG B ETNKE Ink, colour and gold on paper BMARHZEETKE
Height 40.56cm, Width 30.5cm, Depth 1.5cm

The Wellcome Collection, London (Islamic Calligraphy 18)

=405 A9 ®30.5 2D R L5 RD
BBEEELEE (Islamic Calligraphy 14 )

Height 40.5cm, Width 30.5cm, Depth 1.5cm
The Wellcome Collection, London (Islamic Calligraphy 14)

=405 A0 B 305 A0 0 F 1.5 AN
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Publication: unpublished
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BHEFEESEHE (Islamic Calligraphy 18)
AR © AR AR

Calligraphic exercises were written on various paper formats in
Safavid and Qajar Iran; if a collector wished to assemble an album
made of different samples, he needed to standardise the page size by
adding a frame (jadwal) to each piece. Sometimes a single border was
not enough, in such cases the enframed writing was mounted on an
additional frame, creating a double-window effect. To fill the void
between the calligraphy and the outer margin, an array of decorative
techniques developed, ranging from monochrome tinted papers to
marbling and gilding, as seen on this example. The framed calligraphy
by Muhammad Riza al-Unsi closely follows the diagonal tilt and inner
proportions of classical Safavid nasta’lig script which was perfected by
Mir ‘Imad Hasani around 1600, in the Isfahan court of Shah ‘Abbas 1
(r. 1687-1629). It transcribes an unidentified, perhaps contemporary,

Persian love poem.
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Publication: unpublished

The lines on white ground come from a ghazal (rhymed love poetry)
of the fourteenth-century Persian poet Hafiz, describing the delights
of spring: ‘Good news, spring is neigh and grass is green’. It is
interrupted by a hemistich from another Persian poem, written in
larger letters on a blue ground, yet in the same navstaliy style. Blue-
tinted paper is a prestigious support, called asmant (celestial), reserved
for luxurious manuscripts and other masterpieces of penmanship. It is
descended from the even more exclusive blue parchment of the early
Islamic period. Some seventeenth-century authors recommended
white lettering on blue paper for the highest effect. However, practice
shows that conventional black ink was the preferred choice for this
medium. To achieve the celestial effect, blue paper was often sprinkled
with gold, a technique which developed during the late Timurid

period. Blue was obtained from ground lapis lazuli or indigo.
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Cat.no. MP11 Cat.no. MP12
Calligraphic Exercise Seal
BERE =

Iran, 17th century FER » ++Htt4d India, 17th century fE - +ttag
Ink, colour and gold on paper MG B ETNKE Ink, colour and gold on paper BMARHZEETKE
Height 40.56cm, Width 30.5cm, Depth 1.5cm

The Wellcome Collection, London (Islamic Calligraphy 52)

= 40.5 A5 B 30.5 R0 IR 16 RD
WBEREES SR (Islamic Calligraphy 13)

Height 40.5cm, Width 30.5cm, Depth 1.5cm
The Wellcome Collection, London (Islamic Calligraphy 13)

=405 29 H305 25 R15 DD
WHERESEHE (Islamic Calligraphy 52)
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Publication: Allan 2003, p. 68, fig. 18

116

AR : Allan 2003, p. 68, fig. 18

This calligraphic exercise includes a Persian quatrain containing
eulogies written diagonally in separate cloud bands on a gilt paper,
framed by a gold-sprinkled blue margin. Four additional lines in
smaller lettering of the same navtaliy script are placed diagonally in
two corners and ver‘tically along the 10nger sides of the sheet; three
of them represent invocations to God and the Prophet Muhammad,
while the fourth band is where the calligrapher, Muhammad Taqi
Ghulam, placed his signature.

lvdn Szdnté
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Publication: unpublished

In its fullest form, the titulature of the Mughal emperors of India
incorporated the names of their ancestors up to Timur (r. 1370-1405),
the founder of the dynasty. This extended list of honorifics and
genealogy was formalised by way of calligraphic devices where
the ruler’s name and titles were inscribed in a central medallion,
encircled by his lineage. The scribal emblem is sometimes substituted
by a pictorial device whereby portraits replace the names. On this
seventeenth-century painted seal of Emperor Awrangzib (r. 1658—
1707), the names are written in gold nastalig script against a blue
background which is decorated by white sprays and dots. Each name
is ‘crowned’ by the three dots of the Persian letter ‘sh’ in the word
padshal (‘emperor’). In the smaller medallions, the shape of these three
dots in gold is echoed by numerous similar tripartite motifs painted in
white. They are not part of a text, but refer to the official emblem of
Timur which he struck on his coins, and also employed on his banners

and tents, to express the divine origin of his authority.
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Photography

Photographs are of immense cultural value for the study
of the nineteenth-and early twentieth-century Persian
world. They not only document the traditional way of
life and the architectural landscape, but also the social
hierarchy as viewed by the locals, as well as the colonial
perspective as viewed by foreign visitors. Photography
was introduced to Iran as early as the 1840s and soon
became a pastime for the Qajar shahs, particularly Nasir
al-Din Shah (r. 1848-96). Photographic studios and
ateliers were established in the capital Tehran, country
photographers were appointed and the shah himself
became an avid photographer. By the end of the first
decade of the twentieth century, photographic studios
and shops were established throughout the country, and

family albums and studio portraits became popular.
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Cat.no. P1
Khargird Madrassa (Madrasa al-Ghiyathiyya)

Ernst Herzfeld, c¢. 1904-34

Cyanotype from glass plate negative

Ernst Herzfeld Papers, Freer Gallery of Art and Arthur M. Sackler Gallery
Archives, Smithsonian Institution, Washington DC (FSA A.06 04.CY.2888)
Publication: unpublished

BHTEF - TRZAIERAE © 40 1904-1934 F
BUREES

BER - BFEIERRAS  FREFELEZRESSHAIMETE - M-

B BEMTEER (FSA A.06 04.CY.2888)
HibR © R AR

Cat.no. P2
Nagsh-i Rustam

A ETER

Ernst Herzfeld, c. 1904-34

Cyanotype from glass plate negative

Ernst Herzfeld Papers, Freer Gallery of Art and Arthur M. Sackler Gallery
Archives, Smithsonian Institution, Washington DC (FSA A.06 04.CY.1557)
Publication: unpublished

BHT - BRASERTE © 49 1904-1934 F
S

BHTE - BAIERBAS  ERERELTRELSHANRETE - M -

ERHENER (FSA A.06 04.CY.1557)
HibR © R AR

¥ & | Photography



¥ & | Photography

Cat.no. P3
Pasargadae (Four Winged Guardian)

HERMNE (NETEE)

Ernst Herzfeld, c. 1904-34

Cyanotype from glass plate negative

Ernst Herzfeld Papers, Freer Gallery of Art and Arthur M. Sackler Gallery
Archives, Smithsonian Institution, Washington DC (FSA A.06 04.CY.1539)
Publication: unpublished

BHTEF - BRZLSERIE » 49 1904-1934 F

B

BHTE - BZFRESSE  EREFECEREEQHIBETE - M-
B YEMEER (FSA A.06 04.CY.1539)

AR - AR AR

Cat.no. P4

Pasargadae (Cyrus the Great
Mausoleum)

HEERINE (FEX-HERE)

Ernst Herzfeld, c. 1904-34

Cyanotype from glass plate negative

Ernst Herzfeld Papers, Freer Gallery of Art and Arthur
M. Sackler Gallery Archives, Smithsonian Institution,
Washington DC (FSA A.06 04.CY.1543)

Publication: unpublished

BHTRF - BREZIERTE + 49 1904-1934 FF

BRI

BHR HZEREE S EREFRLERES
CHFRESDE - M - B HEMER (FSA A.06
04.CY.1543)

kR ¢ AR AR
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Cat.no. P5
Persepolis

BET IR R Ef

Ernst Herzfeld, c¢. 1904-34

Cyanotype from glass plate negative

Ernst Herzfeld Papers, Freer Gal]ery of Art and Arthur
M. Sackler Gallery Archives, Smithsonian Institution,
Washington DC (FSA A.06 04.CY.1617)

Publication: unpublished

BHTEF - BRILSERRIE + 49 1904-1934 F

B

BHTE - AERESE  EREFRELERES
SHFMEDE - M - BREhEMER (FSA A.06
04.CY.1617)

kR R AR

Cat.no. P6
Persepolis

B ET R R B

Ernst Herzfeld, c. 1904-34

Cyanotype from glass plate negative

Ernst Herzfeld Papers, Freer Gallery of Art and Arthur
M. Sackler Gallery Archives, Smithsonian Institution,
Washington DC (FSA A.06 04.CY.1590)

Publication: unpublished

BHTHF - BRZZTERTE - 4V 1904-1934 FF

BhRER

BHTR - BAZCEREe % ERBERELERES
SHAREDE - M - BEBEMER (FSA A.06
04.CY.1590)

bR R EAR
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Cat.no. P7
Landscape

E=

Ernst Herzfeld, c. 1904-34

Cyanotype from glass plate negative

Ernst Herzfeld Papers, Freer Gal]ery of Art and Arthur
M. Sackler Gallery Archives, Smithsonian Institution,
Washington DC (FSA A.06 04.CY.1270)

Publication: unpublished

BHTRF - BRZZIERRTE - 49 1904-1934 5

BRI

BEYS - BEEREAE  ERERELTHRES
SHFREDE - M - B SEMER (FSA A.06
04.CY.1270)

HRR A AR

Cat.no. P8
Landscape

B8R

Ernst Herzfeld, c. 1904-34

Cyanotype from glass plate negative

Ernst Herzfeld Papers, Freer Gallery of Art and Arthur
M. Sackler Gallery Archives, Smithsonian Institution,
Washington DC (FSA A.06 04.CY.2115)

Publication: unpublished

~

BHTH - BFZLJER
BB

BHTE - BEZCEREA S EREREEHRES
SHRANBHEDE - M - BEr#EMER (FSA A.06
04.CY.2115)

HikR : SRR

B #71904-1934 F

Made from glass plate negatives that the German archaeologist Ernst
Herzfeld (1879-1948) took during his excavations in Iran in the early

twentieth century, the selection of the ‘blue prints’ from the collection
of the Freer and Sackler Galleries Archives evokes the fascinating
architectural and landscape marvels of the Persian world. The cyan-
blue print called cyanotype provides versatile, illusional colour
effects and captures the shadows of buildings, humans and nature in
an imaginary way. Although cyanotypes were popular throughout
the twentieth century as inexpensive copies of drawings, art
photographers did not particularly favour them due to their intense
blue pigments and lack of fine details. Herzfeld may have produced
cyan-blue prints merely for archival purposes. Yet by exploring a
series of technical operations, as reducing, intensifying and toning,
these photographic reproductions became pieces of art work in their

own right.

Yuka Kadol
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Cat.no. P9
Landscape

E=

Ernst Herzfeld, c¢. 1904-34

Cyanotype from glass plate negative

Ernst Herzfeld Papers, Freer Gal]ery of Art and Arthur
M. Sackler Gallery Archives, Smithsonian Institution,
Washington DC (FSA A.06 04.CY.2726)

Publication: unpublished

BHTEF BRZIERE - 4 1904-1934

FHRE S

BEM - BHICEREAE  EREBELERRES
SHFMEDE - M - BREhEMER (FSA A.06
04.CY.2726)

AR ¢ AR AR
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Textile and Carpet

The Persian world has an unrivalled tradition of textile
weaving. The variety of woven, printed and embroidered
fabrics, some of which have been used as garments,
accessories and furnishings, vividly illustrate the political,
economic and cultural background of production and
consumption. Similarly, carpet weaving has been an
essential part of Persian culture since ancient times.
Over the centuries, a wide range of rugs was made by
nomadic tribes at village workshops as well as by courtly
artisans at royal Workshops, and major carpet centres
such as Tabriz, Kerman, Mashhad, Kashan and Isfahan
developed their own specific weaving techniques, colours
and patterns. Among the materials explored by weavers,
silk has been integrated into Persian woven culture
since its introduction from China. The cultivation of
the silkworm spread into West Asia as early as the late
Sasanian period, and at the time of Marco Polo, silk was
already one of the first things that attracted European
merchants. Safavid silk textiles and carpets are among
the most highly praised forms of the Persian art of the

loom in terms of technique and design.

Ao M b BE

B R T SRR 4 R] UE B A AR B AT - AR A - ENTE
KRIGER RS - BCEh MK ARRER @ £ FMETR TRET
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AT #EX e - BORBEFNEM R MGG
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Cat.no. TC1
Textile Sampler

HEmEA

Egypt, 10th-15th century

Cotton, embroidered with red and blue silk

Length 76.5cm, Width 29cm

Ashmolean Museum, University of Oxford, Presented by Professor Percy
Newberry, 1941 (EA1993.543)

Publication: Barnes and Ellis 2001, vol. 4, p. 304

This textile is from a collection of some 2,000 embroiders and
samplers acquired by Professor Percy Newberry and his wife Essie
in Egypt during the early twentieth century. It is decorated with pairs
of geometric floral motifs arranged on stems, geometric V-shaped slit
neck borders and bands, as well as an arrowhead-shaped pendant,
broad chevron patterned bands and rows of triangles supporting
geometric flowers. The exact dating of this type of textile remains
difficult to pinpoint, but it is generally considered to have been
produced during the period under powerful rulership, such as the
Mamluk Sultanate (1250-1517), when commercial and cultural
exchanges across the Indian Ocean intensified.

Yuka Kadol

Bk TETRM4LR

4 LM E44R5E

K765 2% E29 Q%

KRB EMNEYERRE - B Percy Newberry IR 1941 G g
(EA1993.343)

HARY) © Barnes and Ellis 2001, vol. 4, p. 304

b1 45 B @ IE B Percy Newberry IR Ftb B9 F LM T 4R
R R EITER R PTUE R ARTE R R R - S
A AR R AIELMIES T BZ - BB LM VIEMGR - B8
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Cat.no. TC2
Textile Fragment

HAEmE R

Iran, 18th century

Cotton, silk, metal; tabby weave, brocaded

Length 21.5cm, Width 23.5cm

The Textilmuseum St. Gallen, Collection Seidenwebschule Ziirich (44771)
Publication: unpublished

The brocaded silk fragment is made up of two pieces. Its blue ground
features rows of diagonally placed isolated flower motifs, all in the
same colour combination. The blossoms include silver metal thread,
red and green silk. Given its small repeat pattern it was probably
used as dress fabric. The textile fragment was collected as a model
for students in the Swiss textile college in Ziirich founded in 1881. In
1993 the collection, including many high-quality textiles, was donated

to the Textilmuseum.

Barbara Karl

R A4

B HAEAFNEE - FEERR

K215 A% [ 235 R

BRI 40 4% R E YRR  Seidenwebschule Ziirich g £%1 (44771)
AR+ R HRR

It an MBS D AR - EEERH LA —HHEE ARE
BRAIACHANIENFER - ELEFEZRM LRG  LEMR
BAR - ERBE/ ) MEENERR - SRAUERAERIRES
K o AR A RBIL 1881 F IR AR AT B RS 2
EHBERR - BIREER NZItSEEHBURE MR 1993 F15
BT ENmAsmEYeE -

Barbara Karl

Cat.no. TC3
Textile Cover

Iran, 18th century

Silk, metal; tabby weave; satin lancé or liseré; border in binding warp and
poile trainant with wefts in different colours in tabby weave

Length 60.5cm, Width 59cm

The Textilmuseum St. Gallen, Collection John Jacoby (34753)
Publication: unpublished

The cover consists of a middle field with a surrounding border. It is
lined in red and black silk in tabby weave. The middle field features
a small repeat pattern of a diagonally placed overall lattice pattern
with flowers in light rosé and silver on a blue satin ground. It is
made up of ten pieces. The border features an undulating scroll with
different types of leaves and flowers in different colours on a formerly
golden ground. It is made up of seven pieces. A thin braid separates
the two fields. The textile was probably purchased at the end of the
nineteenth century by the Swiss textile manufacturer Leopold Iklé
from St. Gallen or by his nephew John Jacoby. Together with other
textiles from the Iklé collection it was sold to the Textilmuseum in
1954 by his nephew John Jacoby. Leopold Iklé had bought this and
similar textiles to serve as models for the textiles he had produced in

his factory.

Barbara Karl

{2 I AN

HRANMDE - A B8 BYRE
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EINm AR EYEER © John Jacoby B R 51 (34753)
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Cat.no. TC4 Cat.no. TC5
Textile Fragment Textile Fragment
mEmER miEmiER

JEENERAKER - +httad B35
BASKBFEE - RAURE - 334
K645 1% B 285 1D

BN 48 TEYEER © Seidenwebschule Ziirich Yl 2 51| Uil £71)

North India, Kashmir, first quarter of the 19th century

HE - Tt b

HRATIAR - RAUREL - SRR

R64RD E30 29

BRI 4 4% R E Y EET  Seidenwebschule Ziirich Y8 £%1] (44798)

India, first half of the 19th century
Pashmina wool; twill weave, brocaded

Length 54.5cm, Width 28.56cm
The Textilmuseum St. Gallen, Collection Seidenwebschule Ziirich (44801)

Silk, cotton; twill weave, brocaded
Length 54cm, Width 30cm
The Textilmuseum St. Gallen, Collection Seidenwebschule Ziirich (44798)

& & B0 & & | Textile and Carpet

Publication: unpublished
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HAR : KRR

The textile is made up of three pieces, two narrow borders are
attached to a larger field. The blue ground material woven in twill is of
silk, the boteh pattern in two lines is woven in cotton and silk, which
is very unusual for Kashmir shawls usually made entirely of fine goat
wool imported to Kashmir from Tibet. It is therefore not certain that
is was made in Kashmir at all but elsewhere in India after the model
of a Kashmir shawl. Due to its success on the world market, Kashmir
shawls were very soon copied to meet demand and also to produce
cheaper fabrics for a wider market. This textile is hand-woven and
quite luxurious, it is somewhat lighter than the woollen shawls and

may have been worn in milder climes.

Barbara Karl

X BN R PR PR RO AR SR D ARE L = RR O AR o IR
MEENSMEMAT 44 - MITFITRANIZEREASR R
PR » SRS R T B IREGE QBB RB R ILF
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M5 LT - REMNBR T AKBEBRANEKE T MHREREN
HALARNEREATS - ERMHBmUAT IAXBERSE  EEL
FERBWE  ATEARBURMAIRTFE

Barbara Karl

Publication: unpublished

Kashmir shawls, like this fragment, became indispensable fashion
accessories for Europe’s female elites from around 1900. They had
been discovered for the European market by British emissaries
of the East India Company around the middle of the eighteenth
century. In India these expensive shawls, made in Kashmir from goat
wool imported from Tibet, were worn by the courtly elites in Delhi
and elsewhere. Initially exotic souvenirs they turned into valuable
merchandise for Europe. Kashmir shawls were not only popular in
Europe and India but also in Iran, Russia and America. Soon demand
outpaced supply and copies of them were produced elsewhere too.
The piece of the Textilmuseum shows faded boteh patterns and two

delicate borders on a white ground.

Barbara Karl

IRAKER R B AL FIEE R 1E 1900 F B A BUMNIE 2 22 145 S 7] st
R R o REEER+ N\ LT ELRINE AT S EZIBUM -
BMEEENE - LB BARNADFER KB L ELENE M
THEEREFE - EMNSVEREFEEBEBRMNLTmEER
M e BREUHAIENE SN - BAKB B RITR AR - BEEE M
BRI R ORE R B A B TR - AT miB YRR
MR R T RENEAEREABEK ERITHER -

Barbara Karl

129

(44801)
HhR ¢ R AR

M & X B0 & & | Textile and Carpet



& B0 # & | Textile and Carpet

Cat.no. TC6
Textile Cover

Iran, second half of the 19th century

Silk, cotton; tabby weave, looped stitches, running stitch, twill lining
Diameter 96cm

The Textilmuseum St. Gallen, Collection Leopold Iklé (32267)
Publication: 1klé, Fih and Wild 1908, p. 13

The circular embroidered panel has a green fringe around the
edge and is lined in red twill. The cover features a repeat pattern
reminiscent of some Safavid textiles and represents as such a Qajar
revival style. Stars in blue and somewhat faded red, each including a
floral rosette are embroidered in three lines across the cover. They are
interspersed by smaller cartouches in brown and blue, criss-crossing
the circular field. The remainder of the field is embroidered in looped
stitches forming a transparent net, endowing the textile with a certain
lightness. The textile was purchased at the end of the nineteenth
century by the Swiss textile manufacturer Leopold Tklé from St.
Gallen. Together with other textiles from his eminent collection
he donated part of it to the Textilmuseum in 1904. As such it was
published in his catalogue in 1908. Leopold Iklé had bought this and
similar textiles to serve as models for the textiles he had produced in

his factory.

Barbara Karl
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Barbara Karl
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Cat.no. TC7
Robe

Rt

Iran, c. 1870-74

Tapestry-woven silk with gilded decoration
Length 140.56cm, Width 136cm

Victoria and Albert Museum, London (1303-1874)
Publication: Wearden and Baker 2010, fig. 11

Forming triangle patterns in bright yellow against deep blue ground,
this elegant plain tapestry-woven silk with gilded decoration is a
unique example of modern Persian textiles. The seam is covered with
a gold cord, while the ground is further decorated with watered,
moiré patterns. Datable to the third quarter of the nineteenth century
and possibly from Kashan, it was made as a robe for high-ranking
men, known as abba, a type of cloak that was traditionally worn in
the Middle East suitable for a hot and dusty climate. This textile was
purchased in Tehran in 1874 by Sir Robert Murdoch Smith on behalf
of the Victoria and Albert Museum.

Yuka Kadol

fREA - 418701874 F

B URB AR IAE R 28
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B 37 4 % A B AR IS W 8RR (1303-1874)
H AR © Wearden and Baker 2010, fig. 11
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Cat.no. TC8 Cat.no. TC9
Carpet Carpet
Ho BE #h BE

Iran, third quarter of the 19th century PR - Tt THE Iran (Qoltuq), 20th century FBA (Qoltuq) + =T A
Wool, cotton, silk; tabby weave, twill, tambour embroidery FEBIAHA  TH - NBRSERIR Wool knotted on silk with silk highlights BT ERBEIL AR
Length 157.5cm, Width 103cm 1675 29 * B 103 29 Length 199cm, Width 138cm K19 2% B 138 X7

The Textilmuseum St. Gallen (34750) EinmaEEmERE (34750) The Trevor & Dominica Yang Collection, Hong Kong B EEGREELANRE - BE
Publication: unpublished AR+ R HRR Publication: unpublished iR - AREAR

This carpet is made of plain weave felted woollen fabric, with
patchwork, inlaid work and chain stitch embroidery in silk. It is
lined with brown cotton and pink wool fabric. Most embroideries
from Rasht survive from the nineteenth century when they came to
the attention of European consumers during the world exhibitions.
Similar textiles had been produced in Iran at least from the
seventeenth century. Carpets like this were used for furnishing
purposes in Iran in upper class houses or tents. This carpet was
purchased for the Textilmuseum from the Viennese carpet dealer and
textile producer Philipp Haas & Séhne in 1879/80. It was probably
part of the items imported for the Iranian pavilion at the Vienna
world exhibition in 1873 from where Philipp Haas bought many
other carpets as well. Thanks to the original label attached, the piece
documents Philipp Haas as one of the most important carpet dealers

of the Habsburg empire.

Barbara Karl
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Cat.no. TC10
Carpet

Ho BE

Iran (Isfahan), 20th century

Wool knotted on silk with silk highlights

Length 212cm, Width 138cm

The Trevor & Dominica Yang Collection, Hong Kong
Publication: unpublished

FEA (FETEZE)
AU AR AT A AR £
K228 138 2%

BT EEHREELAME - BB

The history of Persian carpet weaving before early modern times
remains largely unknown, due to the lack of surviving examples. It
is, however, generally assumed that woven rugs were made of felt
and functioned as floor coverings. The time of the Safavid dynasty
is considered as the renaissance of Persian carpet weaving: Safavid
courtly carpets are renowned for their technical precision, silky
texture and sumptuous design. Many of such elaborately woven
carpets were presented as diplomatic gifts from the Safavid court to
Europe, while the Persian rug of this time also made inroads into the
carpet industries and markets on the Indian subcontinent. With the
introduction of synthetic dyes and commercial designs, the centuries-
old tradition of carpet weaving went into a decline during the
nineteenth century. Yet it did not die out completely. This group of
carpets, datable to the first half of the twentieth century, shows a key
phase in the revival of the crafts tradition in Iran, including carpet

weaving.

Yuka Kadol

Cat.no. TC11
Carpet

Ho BE

Iran (Tehran), 20th century

Wool knotted on silk with silk highlights

Length 215cm, Width 136cm

The Trevor & Dominica Yang Collection, Hong Kong
Publication: unpublished
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Cat.no. T1

Tile

&g

Iran, 13th century FEA - =4

Fritware with overglaze decoration WIS - M LERe

Height 61cm, Width 42.5cm =61 RD 425 RND

Collection of the Asian Civilisations Museum, National Heritage Board, BN TN BAIE g R (1999-02703)

@ & | Tilework

Tilework

Tiling is one of the most distinctive craft traditions in the
Persian world. It is often integrated into the wall and
floor coverings in both religious and secular architectural
settings. Tiles are mostly made of ceramics, typically
glazed or moulded, and their style can vary from simple
square tiles to complex mosaics. In terms of design, non-
figural themes such as geometric patterns and inscriptions
are used in the exteriors of mosques, madrasas and
mausoleums, as well as their interior spaces, notably the
mibrab (a niche that indicates the ¢ibla; i.e., the direction
of the Kaaba in Mecca), but figural motifs are also
used in the decoration of secular buildings, for example
palaces and private houses. The Persian tradition of tile-
making took shape in the period between the thirteenth
and fourteenth centuries and spread across the Islamic
world, notably Central Asia and Anatolia. The use of
blue is by far one the most captivating features of Persian
tilework, although other chromatic elements, such as
green and yellow, are also explored by tilemakers from

time to time.
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Singapore (1999-02703)
Publication: unpublished

This tile would have been placed in a semi-circular niche along a wall
known as the mehrab. The function of the mihrab is to indicate the gibla,
the direction to Mecca, which Muslims face for prayers. Mosques are
typical places wherein mibrab niches can be seen, yet they can also
be found in funerary monuments and even homes. The decorations
on the tile have been carved and moulded, and then covered in a
thick turquoise glaze. Carved and glazed terracotta was an existing,
pre-Islamic local technique that yielded highly attractive results
and appeared to be employed only in the thirteenth and fourteenth
centuries. The inscription running along the sides are verses from
the chapter of the Night of Power (Surat al-Qadr). The central
section contains a triple-cusped arch with the motif of a pendant
lamp typically hung in mosques of the region. More importantly, the
lamp motif symbolises nur (light), often interpreted as Divine Light
indicating God’s presence. The central inscription, bearing verses
from the chapter of the Heifer (Surat al-Baqarah), is composed of
letters that have been interlaced and knotted to create an intricate

pattern.
Noorashikin Zulkifli
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Cat.no. T2
Tile
p=ri]

Iran, late 13th - early 14th century

Fritware with underglaze decoration

Height 21cm, Width 21cm, Depth 1.5cm

Ashmolean Museum, University of Oxford (EAX.3195)
Publication: Allan 1971, pl. 35

A wide range of Chinese elements began to be integrated into Persian
ceramic decoration of the Mongol period. This, in turn, served to
enrich the iconographical vocabularies of pre-existing animal themes
in indigenous Persian mythology and literature, including a griffin-
like winged creature called vimurgh. The flying animal depicted on this
blue tile in the shape of an eight-pointed star may have been intended
to represent the vimurgh, as part of the large decorative ensemble to
cover the wall of a secular building, together with other star-shaped
and cross-shaped tiles (e.g. 1893-1897, Victoria and Albert Museum;
Kadoi 2009, fig. 2.7). But its physical appearance evokes the Chinese
equivalent of the mythical winged creature called fenghuang (‘phoenix’
in English).
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Cat.no. T3
Tile
=&

Iran, 13th - 14th century

Fritware with overglaze and moulded decoration

Diameter 20.6cm

Shangri La Museum of Islamic Art, Culture & Design

Doris Duke Foundation for Islamic Art (Honolulu, HI, USA) (48.110)
Publication: unpublished

This monochrome, turquoise-glazed star tile features a central
phoenix motif. Wings spread aloft in flight, and elaborate tail fanning
out in five ribbon-like trailing feathers, the phoenix’s open mouth
and swooping crest imply soaring movement. This supernatural motif
- imported into Iran from China, frequently via textiles and other
portable arts which circulated from place to place - was later absorbed
into and conflated with the vimurgh, the legendary bird of Persian
myth. In this mouldedware example, the cloud bands filling out the
points of the star around the head and wings of the bird attest further
to the celebration of Chinese iconography which took place under
the Pax Mongolica, when Mongols and their descendants ruled the
Iranian world. Although star tiles with central motifs are ubiquitous
from the later medieval period onward in Iran and Central Asia, the
twelve-pointed shape appears to be quite rare. More commonly, eight-
pointed stars are featured alongside cross tiles to form a tessellated
pattern. Archaeological excavations of the celebrated Ilkhanid palace
at Takht-i Suleiman revealed wall revetments which featured twelve-
pointed star tiles, framed by radial geometric patterns. These have a
diameter of eleven centimetres, half that of this artwork, but present
the most compelling evidence for how such tiles might have been

originally displayed.

Leslee Katrina Michelsen

PR - T=Z=+mit 4

BIEwEs - M LR MIERE

Hi®20.6 25D

BRBNFEREN - CRRFHEY R

XEERBMEE LG - ERFRERNES SR (48.110)
HAR : RHAR

SEEFLEMENEFERTREBREBSR - RANEE - 85
MEEAMEENRENESIEGERBRLAEZST RS - PEHO
B A AN BT RIEERBRSE T FR - AR EK
W RERRE —R— - BEZHEME - THRIAERRHAR
FFHERE  FEEREKITNTE - BETATENELER
FEFAMAPERPIELREBERE N EBREEANRN\BE - 2
AEFARFR - \AZEBBEMN+FREBERHE - KT
HHEIR - UREHSERE - FRITESRNEZ S TIRRRZE
AT - ARFEBRAZMBERHFHIMA  BHTEHRKENER
RYBERT 20 #ARLLMER/ N —F  BARERREEL
EERAANGHE -

E3]

loi

139

@ & | Tilework



& | Tilework

Cat.no. T4
Tile
p=ri]

Iran, 14th century

Fritware with overglaze decoration

Height 15cm, Width 14.6cm

Victoria and Albert Museum, London (1834-1876)
Publication: Lane 1947, pl. 75B

This tile, in the shape of an eight-pointed star, is one of the
representative examples for the exploration of blue in fourteenth-
century Iran in which the production of tiles increased in quality and
quantity under Mongol patronage. It is decorated with the overglaze
technique known as lgjvardina (from ‘lajvard’, the Persian for ‘lapis
lazuli’), in which the background is a deep cobalt blue. The surface
decoration is lightly moulded and represents a flying bird and floral
sprays, both are decorated in gold leaf. This tile is originally part
of architectural frieze decoration from a secular building, such as a

palace.
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Cat.no. T5
Tile Panel

EEER

Central Asia, 14th century

Earthenware with glaze and carved decoration

Height 24.4cm, Width 36.1cm, Depth 6.5cm (including frame)
Victoria and Albert Museum, London (576B-1900)
Publication: unpublished

Richly carved with a repeated design of octagons enclosing a star-
shaped device and interlaced with other geometrical patterns, this
imposing tile panel is one of the representative examples that testify
to the impressive crafts tradition in Central Asia during a brief period
between around 1350 and the early fifteenth century. The tile panel
originally constituted the ornamental frieze that was set over the
doorway to the tomb of Buyanquli Khan in Bukhara in modern-day
Uzbekistan. Buyanquli Khan, who was a Muslim descendant of the
great Mongol conqueror Genghis Khan, was for a time a puppet ruler
in Central Asia. He was assassinated by a local warlord in 1358 when

he tried to assert his own authority.

Yuka Kadol

TILE OF YELLOWISH
FROM A

|
|
|
|

e

TIHHIRKEST

141

I s

A S A

B 244 DD B36.1 DD F 6.6 DD (BIFIER)
BB N7 4 % ) T R SRR B R (576B-1900)
R AR AR

LENEMHBERHBEN A MERNBRIEMK - BRAS O
REN - BEFEXNEEERREARTNELHEETAELH
A DitREFN TRBERL — - LESKRVANFER 2N
T (SRR WEERM - FERERNT BITHRHTME
7 MEATIEMRMAEE R 138 FREREACHNENRK
BEHMERER -

FIFF e fE

BT S T g ) e

@ & | Tilework



& | Tilework

Cat.no. T6
Tile Panel

EEER

Turkey, c. 1650-55

Fritware with underglaze decoration

Height 111.8cm, Width 26.7cm

Shangri La Museum of Islamic Art, Culture & Design

Doris Duke Foundation for Islamic Art (Honolulu, HI, USA) (48.43)
Publication: unpublished
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This incomplete tile assemblage has elements identical to more
complete panels found in the Ottoman-era Yeni Camii (New Mosque)
in Istanbul, Turkey. Those artworks, created in the 1660s following
the mosque’s reconstruction after a devastating fire, are composed
of eleven square-shaped ceramic tiles, with a baluster vase at the
bottom and a hanging lamp at the top. Although identical to the
smaller Shangri La panel, they have seven additional tiles of lush
foliage climbing between the two objects. Those floral tiles are mostly
missing from the sequence in Honolulu, which retains only one such
vegetal square. They may have been removed from this set prior to
its purchase at auction. The palette of greens, blues, and white is cool
and restrained, characteristic of later production from the royal kilns
at Iznik. The original location of these panels seems to have been on
one of the covered porticos of the mosque, underneath mibrab niches
with mugarnas decoration. Several complete panels remain in place
today. This architectural association informs their interpretation.
In the Qur’an (24:36), the presence of God is likened to a lamp in a
niche: ‘Allah is the light of the Heavens and the earth. The similitude

of His light is as a niche wherein is a lamp...’
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Cat.no. T7
Tile
p=AiL

Iran, 17th century

Fritware with underglaze decoration

Height 24cm, Width 24cm, Depth 4cm (including frame)
Victoria and Albert Museum, London (386-1880)
Publication: unpublished

This square tile, painted in underglaze blue, green and manganese
with a half-length turbaned figure, represents an essential artistic
tradition that evolved in Iran under the Safavids, ranging from
continuous tile-making to figurative motifs typical of early-modern
Persian art. The surfaces of religious and secular buildings in the
capital of Isfahan were embellished with polychrome tiles, with yellow
being used prominently, along with blues of several shades. A similar
idealised image of the youth often appears in the design of Safavid
ceramics (e.g. 1896.0626.6, British Museum; Canby 2009, cat.no. 14).
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Cat.no. T8
Tile
At

Iran, 19th century

Fritware with underglaze decoration

Height 36.7cm, Width 28.8cm, Depth 2.1cm

Ashmolean Museum, University of Oxford, Bequeathed by Christopher T.
Gandy, 2012 (EA2012.96)

Publication: unpublished

Tilework of the Qajar period is one of the characteristic forms
of architectural decoration in Iran. It can be still widely seen in
nineteenth-century mosques, palaces, private houses, bathhouses,
bazaars and city gates located in the capital Tehran and regional cities
such as Isfahan and Shiraz, while some of the fragmentary tiles have
found their way to art collections worldwide. Like many other typical
Qajar tiles with traditional literary cycles and courtly themes, this tile,
originally part of a large frieze of tiles from secular buildings, depicts
a hunting scene. Pictorial elements, such as a rider holding a falcon, a
dragon-like creature, a house, trees and flowers, are moulded against

a bright blue background.
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Cat.no. T9
Tile Panel

EEER

Iran, 19th century

Fritware with underglaze decoration

Height 41.6cm, Width 41.6cm, Depth 3cm
Victoria and Albert Museum, London (406-1887)
Publication: unpublished

There was a continuous tile-making tradition in nineteenth-century
Iran, where tilemakers produced the Safavid style of colourful and
figural panels for decorating buildings. This large square tile panel
depicts the story of Khusraw and Shirin from the Persian poem known
as the Khamosa (‘Five Poems’), written by the twelfth century poet
Nizami Ganjavi. Here Shirin, the Armenian princess, mounted on
horseback and surrounded by attendants, visits Khusraw’s love-rival
Farhad; they are all climbing Mount Behistun, before Farhad cuts a
tunnel through the mountain. While it can be seen as an individual
example on its own, this kind of monumental tilework is originally
part of multi-part friezes to narrate scenes from popular poems. Blue
remains the key colour element in this tilework, uniquely incorporated

into the image of landscape.
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Chinese terms

Annan (Annam) / &g

Cao Zhao / EHE

dashi [i.e. Arabs or Muslims] / X8
Dagqing wannian yitong dili quantu / X
Daxia/ KE

ding / 5

Gegu yaolun / 1§ B3

hufu / $AAR

Jingdezhen / S1E3E

lian/ &

Li gui / F|&

meiping / 13

yuhuchun / F3FEH

fenghuang / [B /2|

qinghua / F1E

shou /&

Xuande / 1=

yangcail / ER

Yongle / 7k %4

Zhengde / IEfE

Ne=r-——
/B
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Photograph Credits
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Fig. 7: Trustees of the British Museum

Figs. 1-2, 16: The Al-Sabah Collection, Dar al-Athar al-
Islamiyyah, Kuwait

Fig. 3: Museum of Islamic Art in Doha, Qatar

Fig. 5: President and Fellows of Harvard College
Fig. 15: Yuka Kadoi

Fig. 18: Ivén Szénté

Figs. 9, 17: Metropolitan Museum of Art, New York

Cat.nos. C8, C24, C27, C29-C32, E2, E4, TC9-TCI11: Liang
Y1 Museum, Hong Kong.

Cat.no. 15: Peter Geldart

Figs. 8, 10-14, Cat.nos. 13, C2-C3, C23, E5, G4, T3, T6:
Shangri La Museum of Islamic Art, Culture & Design,
Doris Duke Foundation for Islamic Art (Honolulu, HI,
USA); photographer: David Franzen

Cat.nos. C13, C18-C22, E3, G1: The David Collection,
Copenhagen; photographer: Pernille Klemp

Cat.nos P1-P9: Freer Gallery of Art and Arthur M. Sackler
Gallery Archives, Smithsonian Institution, Washington
DC

Cat.nos. I1-12, C1, C4-Ce6, C9, C11-C12, C17, G2, MP],
MP7, TCI1, T2, T8: Ashmolean Museum, University of
Oxford

Fig. 19, Cat.nos. 110, C7, C10, E6, G3, TC7, T4-T5, T7, T9:
Victoria and Albert Museum, London

Cat.nos. MP8-MP12: The Wellcome Collection, London
Cat.nos. 16: The MacLean Collection, Illinois

Cat.nos. I4: Lee Shau Kee Library of The Hong Kong
University of Science and Technology

Cat.nos. C15, C22, C28, E1, G5: Hong Kong Museum of
Art

Cat.nos. 17-19: Hong Kong Maritime Museum

Cat.nos. TC2-TC6, TCS8: The Textilmuseum St. Gallen,
Switzerland; photographer: Ali Harrak

Cat.nos. Cl4, Cl6, C21, C25-C26, MP2-MP6, T1: Asian

Civilisations Museum, Singapore
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Fig. 7: KEEYELES

Fig. 1-2, 16: BHEHF FFHT B S0 A0 BE 2 i 2 2= Wi

Fig. 3: ZMWRFETREM1H Y88

Fig. 5: M ARENELZE G

Fig. 15: FIHHBE

Fig. 18: (FEHE

Fig. 9, 17: AKX R#E & EAiT1E Y 88

Cat.nos. C8, C24, C27, C29-C32, E2, E4, TC9-TCl11: &
W KR 1 ) 8

Cat.nos. 16: 403

Fig. 8, 10-14, Cat.nos. 13, C2-C3, C23, E5, G4, T3, T6: &
& 2N FEABIEM - UCRRETEYE - KEEREM
BEILZFG - R FHERMESE WA David

Franzen

Cat.nos. C13, C18-C22, E3, G1: S RN R KBTI E i ee
Tﬂgﬂﬁé Eﬂi Pernille Klemp

Cat.nos. P1-P9: ZEX AR R S 2R EE ARG -
M - B EENTEE

Cat.nos. 11-12, C1, C4-C6, C9, C11-C12, C17, G2, MP1,
MP7, TCI1, T2, T8: 4= K E T EMIF YR

Fig. 19, Cat.nos. 110, C7, C10, E6, G3, TC7, T4-T5, T7, T9:
REIES 2 A 5 SRR B iR

Cat.nos. MP8-MP12: fa A ERE S S
Cat.nos. 16: {7 FI| 55 0 M 25 52 2& B U5l
Cat.nos. [4: BEARHIAZRIEBEE
Cat.nos. C15, C22, C28, El, G5: BB 1iTE
Cat.nos. 17-19: /BB HHYE

Cat.nos. TC2-TC6, TCS: EE @ #h &k miEWIEE ; |BRAD AL
Harrak

Cat.nos. C14, C16, C21, C25-C26, MP2-MP6, T1: ¥ il
oM X RR1E Y &R
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Enamel

e owH
=

1562

Enamel TEIf

1
Carnet de bal

gEELr

18th century
Enamel, silver, lapis lazuli, pearl

10 x 6.8 x 1.6cm

RWANLE
DEES R BEA  BH
10x6.8x 1.6 A7

2
Compact

wa

Attributed to A. I. Kuzmitchov
c. 1900
Silver, enamel, silver-gilt

9x6.2x1.7cm

(E) A L BECKTX
#) 1900 FH
iR TR - RIES

9x62x 1.7 R’5D

3
Evening bag
BRE R

Attributed to 1. D. Saltykov
c. 1900
Silver, enamel

8x7.7x1.8cm

(#) 1L D. ERERX
#) 1900 FH
R DEHP

8x7.7x1.8 "D

4
Vanity

/J\g

Unknown Russian craftsman
c. 1900
Enamel, vermeil

8.14x4.71 x 2.23cm

EEXHMAENTIRE
#91900 K

DEER - IRIES
8.14x4.71 x 2.23 N5
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5
Vanity

INE

Unknown Russian craftsman
c. 1900
Enamel, vermeil

6.93 x 4.8 x 1.92cm

mEMBERTR
#31900 F1X

TEYP - SREES
6.93x4.8x192 R"%

6
Nécessaire

feas

Henri Lavabre for Cartier

c. 1910

Gold, enamel, sapphire, ivory
8.74 x 5.52 x 1.35cm

RHEEE (Henri Lavabre &)
471910 R

- PEE BEEA R
8.74x 5.562 x 1.356 X7

7

Nécessaire

feir=

Unknown Swedish craftsman
c. 1920
Gold, silver, silk cord, enamel

7.1x4.3x 1.1cm

EZIEH TR
%9 1920 FK
& R A4 - DEREP

7.0 X 43 X 1.1 2%

8
Compact

wa

Unknown Swedish craftsman
c. 1920

Gold, silver, enamel
Diameter 6.6cm

Height 1.5cm

mEmMTR
%9 1920 F1K

© v iR BA
B 6.6 2%

2 1.5 2%

Enamel

e vH
2=



Enamel

e owH
=
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9

Nécessaire

vy

Cartier
c. 1920
Gold, enamel, diamond

7.29x4.45 x 1.04cm

RiviekEl

#1920 FX

& AN BA

7.29 x 445 x 1.04 X5

10

Nécessaire

(|F1¥-N

Attributed to Berlioz-Leroy
c. 1920

Gold, enamel, jade, diamond
9.6 x5.1x1.7cm

i

(185) B - 443
#1920 1%
&P kA

9.6x51x1.7 "%

11
Compact
wa

Black, Starr & Frost
c. 1920

Gold, enamel

7.11 x4.5x 0.93cm

26 IERaNE
%9 1920

& - DEEP
7.11x4.56x0.93 X%

12

Nécessaire

(141¥-X

Attributed to Andre Schwob

c. 1920

Gold, enamel, sapphire, diamond
8.6x4.7x 1.1cm

(8) &2 - kA
#91920 4
& BAES BEEL O #BA

8.6x47x1.1 1%

156

13

Nécessaire

vy

c. 1920
Gold, enamel
9x5x1.33cm

491920 £
% TEEP

9x5x1.33 "%

14
Compact

wa

c. 1920
Gold, enamel, diamond

5.5x4.5x lem

471920 F1K
% TR - A

55x45x1 2%

156
Compact

wa

Lacloche Freéres

c. 1920

Onyx, enamel, diamond, gold
6.87 x4.02 x 1.4dcm

S

491920 F4%

R I - Ve
6.87x4.02x 1.4 2%

16
Compact

wa

Lacloche Freéres
c. 1920
Gold, diamond, enamel

9.09 x 4.08 x 2.22cm

VAT
471920 £

® - #BA - TR

9.09 x 4.08 x 2.22 %

Enamel

e vH
2=



Enamel
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17
Compact

BaE

Cartier

c. 1920

Gold, enamel, sapphire, jade
7x4.2 x 0.95cm

RibIs

#91920 K

&P EEAE
7x4.2x095 7D

18
Compact with Separate Lipstick

MEREESR

Attributed to Walser Wald

c. 1920

Enamel, gold, diamond, sapphire
Compact: 4.9 x4.9 x 1.1em

Lipstick: height 4.9cm x diameter 1.1em

(8) A2 RmE
#1920 FK
D & A EE
WM& 1 49x49x 1.1 A%
EER 349xEF 1.1 A%

iny

19

Nécessaire

feas

Jean Fouquet
c. 1920
Silver, enamel

11.563 x4.01 x 1.49cm

R

#1920 K

iR - DEP

11.53x4.01 x 1.49 A%

20
Compact
wa

Boucheron

c. 1920

Enamel, diamond, gold
8.68 x 5.26 x 2.0lcm

=5 >4 3
BT

#71920 4
T - BA 2
8.68x526x2.01 A%

167

21
Compact with Separate Lipstick

BaEREER

Attributed to Michelson

c. 1920

Enamel, gold

Compact: 5.28 x 5.567 x 1.28cm
Lipstick: length 5¢m x diameter 1.4cm

(18) Bl
#9 1920 FH
BEEP - &
WM& 528x557x128 "%
BEE R xEX 142D

Compact with Separate Lipstick
waEREER

Cartier
c. 1920
Gold, pearl, enamel, diamond

7.9x4.4x0.9cm

Rihgs

#9 1920 FK

Bk B8 BA
79x44x09 Ny

23
Compact

wa

c. 1925
Gold, enamel, diamond

3.7 x 6.5 x 0.6cm

471925 F
Gl - Val
37x65x0.6 25D

24

Nécessaire

fetrs

Attributed to Ostertag
c. 1925
Gold, enamel, coral, sapphire

9.8x5x 1.6cm

(18) BHETKRIER
471925 F
& TRER - Wi BEEA

98x5x 1.6 A%

Enamel

e vH
2=



Enamel

%
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25

Nécessaire

vy

Unknown, possibly English
c. 1925

Gold, enamel, semi-precious stone, diamond

7.8x5x 1.4cm

AREREETRE
491926 4

© B FER - EL
78x5x 1427

26
Compact

wa

c. 1925
Gold, enamel, diamond

4.5x3.34x 1.1cm

#1925 F
& TEHF - A
45x334x 1.1 R"D

27

Nécessaire

vy

Marzo
c. 1925
Gold, enamel, lapis lazuli, diamond

6.9x3.5x 1.4cm

R
#71925 F
B 56 #BA

69x3.5x14 15

28
Compact

Ba

c. 1925
Gold, enamel, diamond

5x3.7x09cm

#1925 F
& DEES - $BA

5x37x09 R"5D
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29
Compact

waE

c. 1925

Precious metal, enamel
Length 2.98cm

Width 2.04cm

#9 1925 F
BB - PR
K298 N
E2.04 A

30

Nécessaire

feias

Janesich
c. 1930
Gold, enamel, diamond

79x5x lcm

BEPER
%9 1930 F1X
& BEES B A

79x5x1 125D

31

Nécessaire

feas

Asprey
c. 1930

Gold, enamel, diamond, onyx

8.21 x 4.39 x 0.89cm

b =
BHELE

471930 F1K

T BAES - B A - ARIBI

821 x4.39 x 0.89 A7

32
Compact

wa

Boucheron

c. 1930

Gold, enamel

8.39 x 6.35 x 1.23cm
EREE

#71930 F

& DRI

8.39x 6.35 x 1.23 X%

Enamel

£
2=



Enamel
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33
Compact

wa

Unknown English craftsman
c. 1930
Silver, enamel

48x4.8x1.2cm

BEREETR
#71930 F1K

iR - TP
48x4.8x1.2 "%

34
Compact

wa

Attributed to H. Dubret
c. 1930

Gold, enamel

6.1 x4.22 x lem

(1B) =75 - & E
491930 FH
& - EEB
6.1x4.22x1 "%

35
Compact
Ba

o

Hermes
c. 1940
Enamel, leather, precious matel

7.17 x 7.15 x 1.5cm

EHEM

#91940 R

DIE R BSE
717x716x 1.6 R5

36
Compact

wa

Bulgari
c. 1950
Gold, enamel, diamond

8.64 x 6.31 x 1.63cm

ERE

%9 1950 FEA

& DEEP - A
8.64x6.31 x 1.53 X%

161

37
Compact

waE

Farsano
c. 1950
Gold, enamel, diamond

8.15x5.19 x 1.9cm

TAIER

491950 1K

& P BA
8.156x519x19 "%

38

Nécessaire

feias

Fabergé
c. 1950
Gold, enamel, diamond

10.39 x 6.68 x 2.41cm

==L

#1950 4

& RS ER

10.39 x 6.68 x 2.41 A%

39
Minaudiére

fea=

Van Cleef & Arpels

c. 1950

Enamel, ivory, gold, agate
9.09 x 5 x 2.64cm

#9 1950 K
TEER - R & 0 1B
9.09x5x2.64 N5

40

Nécessaire

feas

Charlton & Co
c. 1950

Gold, diamond, enamel, pearl

8.05x 5.9 x 1.84cm

HHEAF]

#9 1950 K

© A B BT
8.05x59x1.84 1%

Enamel

e vH
2=



Enamel

%
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41
Compact

wa

Tiffany & Co.
c. 1950
Gold, enamel, diamond

8.1 x4.3 x 2cm

Fxe
#) 1950 FH
% TEES - A

81x4.3x2 17D

42
Compact, Cigarette Case & Lighter

BE - BEANIT X

Attributed to Faraone

c. 1950

Gold, enamel, diamond
Compact: 7.91 x 6.6 x 1.22cm
Cigarette case: 9 x 6.4 x 1.6cm
Lighter: 4.8 x 3.5 x 4.7cm

(#) =%
#91950 KX
& R A
W& 791x6.6x1.22 2%
BEE 9x64x 1.5 A7
FTNHE - 48x3.5x4.7 DY

43
Compact

wa

Boucheron

c. 1960

Gold, enamel
8x5.6x1.18cm

EiEE

491960 X

& - DA
8x56x1.I8AD

163

Lapis Lazuli 5% A

44
Compact

waE

Attributed to Graff

c. 1990

Gold, lapis lazuli, emerald, sapphire
8.3x4.1 x 1.8cm

(f8) HBHRX
#71990 F1X
& oA BER EEA
83x4.1x1.8 2%

45
Evening bag
BRER

Cartier

c. 1910

Lapis lazuli, gold, diamond
74 x 6cm

Rihgs

#1910 K
50 & #A
74x6 N

46
Compact

wa

Black, Starr & Frost
c. 1920
Lapis lazuli, gold, diamond, enamel

8.8x4.7 x 1.8cm

26 HHERMNE
%9 1920 F1K
5eh & BO 3

88x47x1.8 "7

47
Compact

wa

Janesich

c. 1920

Silver, jade, turquoise, lapis lazuli
Diameter 5.83cm

Height 1.26cm

BB ET 5T

491920 X

Rk &IDNA - BeA
B 583 A%

5 1.26 A%H

ol ¥ T | Lapis Lazuli
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48
Compact

wa

c. 1920

‘White gold, mother-of-pearl, lapis lazuli, semi-

precious stone

9.2x56.79 x 1.2cm

#1920 R
B¢ BHRE - 5¢A
9.2x579x 1.2 A%

e
b
i

49
Compact

wa

Lacloche Freres
c. 1925
Gold, diamond, lapis lazuli, enamel

9.2x4.5x 1.1cm

ATy ]
#71925 F
& Bh S&A - TP

92x4.5x1.1 "5

50
Nécessaire

s

Cartier
c. 1925
Enamel, jade, lapis lazuli, diamond

8.5x 5.6 x 1.8cm

Rithgn
#) 1925 F
P73 S SR V=]

85x56x18R%D

51
Compact

wa

Attributed to Strauss, Allard & Meyer
c. 1930
Platinum, lapis lazuli, diamond, pearl

8.38 x 5.03 x 1.79cm

(18) Merrasn - Prhr B aD
#9 1930

e 5&hA EL - BH%
8.38x5.03x 1.79 A%

52

Nécessaire

vy

c. 1935
Lapis lazuli, diamond, platinum, vory
8x5x1.7cm

#9 1935 F
Seha #A 8% &F

8x5x1.7 RHD

53
Compact

wa

c. 1950
Enamel, diamond, lapis lazuli

6.27 x4.27 x 1.11cm

491950 F4%
A A BeA
6.27 x4.27 x 1.11 A%

54
Evening bag
BRELR

c. 1950
Gold, enamel, cloth, lapis lazuli
Length 20.5cm

491950 FE4X
T E A BEA
20525

ol ¥ T | Lapis Lazuli



Persian

&

166

Persian JEHT

55

Nécessaire

vy

Cartier

c. 1920

Enamel, tortoiseshell, turquoise, gold
16.6x11.2x2.2cm

b EE

#1920 FX

DEUR - MIE - BINA - ®
165x112x22 A%

56
Compact

BaE

Black, Starr & Frost
c. 1920
Gold, diamond, enamel, mother-of-pearl

5.21 x 5.21 x 1.48cm

26 IEENE
#91920 FH4

0 BR  TEE BURE
5.21x521 x 1.48 A%

167

57
Compact

waE

Vladimir Makowski
c. 1920
Silver, gilt, mother-of-pearl, diamond

7.6 x4.7cm

FREORER. BRI R AT &
471920 F1X
iR e PRS- #A

7.6 x4.7 DD

58
Compact

wa

c. 1925
Lapis lazuli, mother-of-pearl, enamel, semi-precious stone

544x7.08 x 1.7cm

471925 F
o0& BPW®E ¥EL
544x7.08x 1.7 A%

59

Nécessaire

feas

Cartier

c. 1930

Metal-gilt, lapis lazuli, ruby, tortoiseshell
1566 x 11.3 x 2.38cm

RHbZn

471930 £

¢ Beha L8R HIB
155x11.3x2.38 X%

Persian

&



Persian

s

g

o

60

Nécessaire

vy

Cartier

c. 1930

Gilded metal, lacquer, gold, tortoiseshell
156,56 x 11.5 x 2.5cm

b EE
#71930 F1K
165x11.6x25 N5

61
Compact

Ba

Cartier
c. 1930
Gilded metal, enamel, coral, jade

12.3x 5.14 x 1.65cm

RibIs

#91930 K

EeoB AN WM X
12.3x5.14x 1.65 X7

62
Compact

waE

c. 1900
Gold, pearl, sapphire, diamond
8.59x4.72 x 1.6lcm

491900 F1X
© B%EEL - #R
8.59x4.72 x 1.61 A%

63
Compact

wa

c. 1900
Gold, pearl, diamond, sapphire
8.6 x4.7 x 1.46cm

#7 1900 F1X
& B #BA EEAR
8.6 x4.7x 146 "7

64
Compact

wa

Lacloche Freéres

c. 1910

Gold, sapphire, diamond
8.5x4.94x 1.22cm

S S
491910 F4%

& EBABA
85x4.94x 122 ND

65

Nécessaire

ez

c. 1920
Enamel, sapphire, gold
7.69x 5.64 x 1.24cm

491920 FK
B EBER©

7.59x5.64x1.24 D5

o i B% | Sapphire
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66 70

Compact

waE

Compact
B

Chaumet
c. 1925
Silver, sapphire, diamond, rose gold

7.3x7.5x 1.4cm

Tobias - Beverly Hills
c. 1940

Gold, sapphire
8.2x5.8x2.2cm

EES FELL ST - LR FIL
#) 1925 F 471940 F1X
iR EER BA BHES & EBEBEA

73x75x 4R 8.2x58x22 1AM

67 71

Compact

wa

Compact
na

Cartier Cartier

c. 1930 c. 1940

Gold, sapphire Gold, diamond, sapphire
7.95x 6.18 x 1.36cm 6.9x6.8x lcm

Rihgn RibTe

#1930 £ #1940 FX

T #OH EEA

69x68x1 127D

& EBAO
7.95x 6.18 x 1.36 X5

68 72

Compact

waE

Compact
e
o

c. 1940
Silver-gilt, sapphire, diamond, ruby
10.7 x 8.7 x 1.3cm

Cartier

c. 1930

Gold, sapphire

10 x 8.03 x 0.93cm

491940 F4K
- RIES  EBALH - BLH 4ABR
#) 1930 FH 10.7x8.7x 1.3 %

£ EEAO

10 x 8.03 x 0.93 A7

73
69

Compact

waE

Nécessaire

(F1¥-N

Van Cleef & Arpels

Linzeler
1935 c. 1940

c.
Gold, hire, di d

Gold, enamel, sapphire, diamond old, sapphire, diamon
7x59x0.9cm

17 x 9.98 x 1.86cm

MR i3

#)1935 F #) 1940 FL

T EEhLBAL

&M EEE - BE R
7x59x09 17

17 x9.98 x 1.86 X7

170 171

o i B% | Sapphire
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74
Compact

wa

Bulgari

c. 1940

Gold, sapphire, diamond
6.6x7.6x1.7cm

ERE

#) 1940 FH

& EBAH BO
6.6x7.6x1.7 DD

75
Compact

wa

Van Cleef & Arpels

c. 1950

Gold, sapphire, diamond
8.9x7.48 x 0.98cm

#1950 F1X
& EER #BA
8.9x7.48x0.98 X%

76
Powder box

wa

Tiffany & Co.

c. 1950

Gold, sapphire, emerald
Diameter 4.81cm
Height 2.22cm

S
#7 1950 K
HiE 481 A9

=222 A

77
Compact

Ba

Cartier

1950

Gold, sapphire
745 x 1.4cm

Rihgn
1950 4F
& EBA

745x 14 Ry

173

78
Compact

waE

Boucheron

c. 1951

Gold, sapphire

6.83 x 6.72 x 1.33cm

6.83x6.72 x 1.33 N5

79

Nécessaire

fea=

Attributed to Buccellati
c. 1960
Silver, vermeil, sapphire

16.8x 6.6 x 1.72cm

(8) mEhR
#49 1960
iF - BES  BEEA
158x6.6x 1.72 A%

80
Evening bag
BRE LR

Chaumet
c. 1970

Gold, sapphire, diamond, silk cord

14.5 x 8.8 x 5.6cm

GES
#1970 K
14.5x88x 5.6 A%

o i B% | Sapphire
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Turquoise #EIAH

81
Evening bag
BRE LR

Van Cleef & Arpels

c. 1900

Gold, turquoise, ruby, diamond
Diameter 3.05cm

Height 9.8cm

#1900 F1X

& BINE LB R BA
Hi¥ 3.05 A%

= 9.8 A%

82
Evening bag
BRER

c. 1920

Silk, gold, mother-of-pearl, diamond

Length 18cm
Width 17cm

#91920 K
% & EU%E - #BA

83
Evening bag
R E LR

Cartier

c. 1920
Silk, gold
22.2 x 16cm

RibIs
%9 1920 K
222x 16 A%

84
Compact

wa

Cartier
c. 1930
Silver, gold, turquoise, diamond

79x6.4x2cm

Kb 7o
#71930 £
B & BNA - BA

79x64x2 "D

175

85
Evening bag
BRE LR

Cartier

c. 1930

Silk, gold, diamond, turquoise
Length 22cm

RihTs
471930 F1X
#% o BA - BILA

22D

86
Compact

wa

Cartier
c. 1930
Gold, turquoise, enamel, sapphire

8.1 x56.52 x 1.67cm

Rihds

#31930 F

& BRINA CBEER  BEEA
8.1x552x1.57 A5

87

Compact and Small Perfume Bottle

BMEME KR

René Boivin
c. 1940
Silver, turquoise, enamel

Compact: 7.22 x 7.22 x 1.02cm

EIIORETS S

#9 1940 F1K

iR - GRAA - BEEP

ME 1 7.22x7.22x1.02 A%

88
Compact

waE

Verdura
c. 1950
Turquoise, diamond, gold

Diameter 7.9cm
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This publication accompanies the exhibition ‘The Blue Road: Mastercrafts from Persia’ held at
Liang Y1 Museum, Hong Kong, from 20 March until 24 June 2018.
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