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In a publication on Siculo-Arabic ivories, a contribution on
Ghaznavid art will inevitably appear as something of a wild
card, not least because of its geographical remoteness from the
ropic. Nevertheless, my subject, the evidence for eleventh- and
twelfth-century Persian painting, has at least an historio-
graphic relevance to the theme of this volume. In his pioneering
discussion of the ivories, published in the rg920s, Luigi Biagi
dated the Siculo-Norman caskets to the twelfth century, citing
Persian miniature paintings as the likely source of their figural
iconography, along with that of the Cappella Palatina in
Palermo.! There are two obvious problems with the proposi-
tion. First, the lack of any extant illustrated Persian-language
manuscripts before the mid-thirteenth century, despite the fact
that Biagi dated the ivories to the twelfth, Second, a failure to
explain how such hypothetical Persian models circulated west-
ward or to provide evidence for their presence in the Mediter-
ranean. The terms of this hypothetical relationship between
Persian and Siculo-Arzabic painting were thus left necessarily
vague, more indicative of the centrality afforded Iran in early
narratives of Islamic art than of any empirical factors linking
both traditions.

Nevertheless, since the question of early illustrated Persian
manuscripts and their circulation has been raised in connection
with the Siculo-Norman ivories, this volume seemed an appro-
priate place to reconsider the matter, and to present some new
evidence from an unlikely source. This assumes the form of a
marble relief in the Islamic collections of the Linden-Museum
in Stuttgart (fig. ). In its present state, the relief measures 55 by
gocms. It depicts a bearded male figure, dressed in a long tunic
and wearing a turban with a rod or stick raised in his right
hand, astempting to fend off a rampant ape or monkey who
funges at the bucket or kettle held in his left. The contents of
this bucker are visible as a series of stylized ridges rendered
with sufficient care to establish a relationship with the fruits or
seeds hanging from a branch of the tree that frames the left of
the scene, dangling above the monkey’s head. The lower frame
is defined by a narrow frieze of overlapping split palmettes,
while the terminal right side is defined by a narrow pillar
crowned by a bifoliate capital. The left-hand side of the carv-

I Blag! 1927~28, p.554. See also COTT 1939, pp-3, 7 for comparisons to
early Islamic manuscript and ceramic painting, including late twelfth and
early thirteenth-centuzy Rayy {i.e. mina’i) ware.

ing is, however, truncated and the frieze of running animals and
birds on what may have been a pediment above is also damaged.

In his brief description of the relief in the catalogue of
Istarnic Art in the collections of the Linden-Musenm, Johannes
Kalter attributed the relief to Ghazni and dated it to the twelfth
century, both of which are I think correct.2 Dr. Kalter also
noted both that the scene was unusual in Ghaznavid arc and
that the column and capital that frames it were typically Indian.
The bifoliate capital is in fact a stylized pirnaghata or over-
flowing vase capital of a type that was standard in north Indian
architectural and architectonic carvings of the eleventh and
rwelfth centuries (fig.2). It was this rather than the figural com-
position that first attracted my attention to the relief as part of
a broader study on the reception of north Indian architectonic
elements in Ghaznavid and Ghurid stone carving.?

The reason for the attribution to Ghazni is not given, but is
presumably based on similarities in scale and content between
the Linden-Museum relief and a series of marble figural reliefs
of roughly the same scale from Ghazai, published by Alessio
Bombaci in the early 1960s.4 These reliefs depict hunting and
dancing scenes, or static rows of human figures sometimes set
within arcades (figs.3~5), which in terms of their dress and
demeanor are comparable to the well-known frescoes exca-
vated in the south Palace at Lashkari Bazaar in southern
Afghanistan.’ One of these reliefs is particularly close to the
Stuttgart image in both subject and details. It depicts a stand-
ing figure who holds a rod or stick held in his raised right hand

“and wears a head-dress in the form of a knotted surban {fig. 3),

which differs from the more usual two- or four-winged kulabs
worn by the other figures (where heads are preserved); even the
fold falling across the left shoulder recurs in the Stuttgart
relief.s Like the Stuttgart relief, some of the figural reliefs pub-
lished by Bombaci alsc make use of bushes, plants, trees or
wisps of vegetation to punctuate individual scenes (fig.4}.7 In
addition, both the upper frieze of running animals and the

KALTER 1987, .64, fig. 55,

3 FLooD 20093, chapter 5; FLooD 2005l

BOMBACI 1959, PP 3-22; BOMBACI 1961, pp. 68—70. These were among

the subjects of Martina Rugiadi’s recent doctoral thesis: RUGIADI 2006.

5 SCHLUMBERGER/SOURDEL-THOMINE 1978, vol. 1A, pp.6x—65, pls. 121~
24.

6 Ibid., p.10, fig. 1.

BomMBACL 1959, pp. 10—11, fig. 2.6
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1. Carved marble relief with stylized plirnaghara (overflose-
ing vase) capital, 55 X qocm. Stuttgart, Linden-Museum
{photo Linden-Musein)

3. Fragmentary carved wmarble slab from Ghazni with stand-
ing figures within an arcade, 51 X 8 cm, Formerly Kabul
Museum (after SCERRATO 1959, fig. 1)

2. Detail of Jain marble relief dated VS 1226/AD rzyo
From Mount Abu, northern Gujarat, featuring
pilasters with ptroaghata capitals. Current location
unknown (photo American Institute of Indian Stud-
ies, Neg. n0.213.13)

4. Fragmentary carved marble slab from Ghazni with
standing figure, plant, and remains of Persian inscrip-
tions, 42.5 % 41 cm. Formerly Kabul Musewm {after
SCERRATO 1959, fig.2)
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5. Lower border of a fragmentary carved marble slab from Ghazni,
23 X 3q4cm. Formerly Kabul Museum {after SCERRATO 1959, fig.7)

§. Lower border of the relief depicted in figure 1 (photo Linden-
Museum)

. Carved marble slab from the palace of Mas‘ud I, Ghazni, dated
so5/1r12 (after BOMBACI 1966)
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lower border of overlapping split palmettes on the Linden-
Museum relief recur on many of the Ghazni reliefs whether or
not they depict figural scenes {figs, s~7).8

While the similarities to this group of figural reliefs from
Ghazni indicate a likely provenance for the Sturtgart relief, the
Ghazni carvings are undated. In a communication to the First
International Congress of Turkish Art in x959, Bombaci sug-
gested that they cannot be later than the first half of the twelfth
century and, in light of the iconographic similarities with the
Lashkari Bazaar frescoes, might even date to the eleventh® An
early twelfth-century date seems probable in light of the flat
two-dimensional style of the figural reliefs, which is closely
refated to that of the marble dadoes in the palace of Mas‘ud IIT
(sos/r2}; fig.7), and to that of a mihrab or niche-head that
bears the name of the same sultan.10 Despite stylistic similari-
ties, and the use of analogous border elements, however, the
quality of the figural carvings is markedly inferior to that of the
palace ornament {although even here the quality is variable). As
Bombaci noted, “The treatment of these figures, taken as a
whole, is elementary. The absence of relief and the scanty mod-
eling gives the figures a clumsy and awkward appearance. The
attempt to give expression to the faces, or a dancing motion to
the bodies, is only timidly adumbrated.”11

The original function and provenance of the marble figural
reliefs from Ghazni are unknown, but there is no evidence that
they ever adorned the palaces of the Ghaznavid sultans. By
analogy with the earlier depiction of animal fables on the walls
of domestic structures at Panjikent, it is possible that they dec-
orated the palaces of an elite or merchant class.!?

One objection to an early twelfth-century date for the
Stutegart relief might be the rarity of Indic elements in Afghan
stone carving before the last decade of the twelfth century
Introducing the figural reliefs from Ghazni, Alessio Bombaci
argued against André Godard’s suggestion that the widespread
use of marble in the Ghaznavid capital reflected the impacrt of
tndian architecture on the Ghaznavids. As Bombaci pointed
out, it is only at the end of the twelfth century, during the floruit
of the Ghurid sultanate, the Ghaznavid successor state that
extended its dominion into north India, that Indic elements
begin te proliferate in Afghan marble carving.? However,
although rare, earlier examples of Indic elements are not

8 BOMBACI 1959, pp. 10— 12, figs. 3, §,7; idem 1966, figs. 9—15, 18.

? In proposing this date, Bombaci pointed to reports that Mas‘ud |
{1031-41) was an avid hunter: BoMpact 1961, 70. It is worth noting that
while we have abundant evidence of Ghaznavid figural imagery, nothing of
this sort survives from the successor Ghurid dynasty, whose flozuit was in
the last decades of the twelfth century This may, however, reflect little mose
than the dearth of extant Ghurid objects.

BoMBACI 1959, pp. 19—20, fig. 17,

it ibid., p.xz.

AzARPAY Y981, pp. 68, 17879,

13 BomMBACH 1961, 67—68.
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unknown.}* A series of terracotta colonnettes crowned with
piirnaghata capitals similar to those depicted on the Linden-
Museum relief were recovered from the palace of sultan
Mastud 1T at Ghazni.?$ Although similar capitals become com-
mon in Afghan stone carving (principally from Bust and
Ghazni) only at the end of the twelfth century, after the Ghurid
conquest of north India,’ the cumularive evidence suggests
that Indic elements may have been more pervasive in Ghaznavid
architectural decoration than has previously been thought.

The occasional presence of Indic elements in Ghaznavid
architecture is perhaps not surprising in light of reports that
(wooden?) beams or columns {judha?) from Sind and al-Hind
were imported for use in the celebrated ‘Bride of Heaven® Fri-
day Mosque that Mahmud built at Ghazni around xo18, largely
from Indian booty.!7 The existence of an Indian community in
Ghazni during the eleventh century is well attested in a variety
of sources, This comunity was apparently free to follow its own
cultural practices, for a chance reference to Ghazai in a con-
temporary Syrian text mentions the practice of sati or self-
immolation in Ghazni, informing us that the wives of Indian
soldiers would commit themselves to the flames when their hus-
bands were lost in battle, fighting for their Ghaznavid mas-
ters.18 The presence of Hindu temples serving this Indian com-
munity can probably be assumed, even if the sources do not
herald their existence. In addition, contacts of a different
nature and tenor are suggested by the discovery of a one-meter
high marble statue of Brahma in the palace at Ghazni; the pat-
tern of wear on the former led its excavator to suggest that it
had been set into a threshold or pavement.1?

If the presence of a pirnaghata capital does not rule our the
early twelfth-century date and provenance suggested by simi-
larities with the carvings from Ghazni, the Stuttgart relief is
distinguished as previcusly noted by the quality of the model-
ing of the figures {compare, for example, figs. 1 and 3}. In fact
the Linden-Museum relief is the most technically and stylisti-
cally accomplished of the published figural reliefs. In addition,
it is differentiated from the rather static court scenes, or even
scenes of pleasure witnessed in the other Ghazni reliefs by the
care taken to convey a sense of drama and maovement: the rod

For a full discussion see FLoob 20003, pp. 184—226, and FLoon zooob.
Museo Nazionale d’Arte Qrientale, Rome, Accession no. 7163, among
others. These are unpublished, but are now being studied by Simona Artus
of the University of Naples as part of her doctoral dissertation.

FLoon 2c09a, chapter s.

‘UTsi 1869, vol.z, p. 292, In the thirteenth-century Persian translation, the
term is glossed by dirakhs (tree): JuRFADIQANI 1578, p.387. See also Bom-
BACT 1964, PD. 2526, 32.

WORMHOUDT 1997, Arabic text p.317.

SCERRATG 1959, PP 3940, fig. 39. Despite the suggestion, the faces of all
the figures on the sculpture are worn equally, even though they wouid pre-
sumabiy have appeared at diffevent levels had the image been set into a hor-
izontal surface.

Sl e

8. Fragmentary carved marble slab from Ghazni with nimbate horseman
(now defaced) attacked by a lion, 44.5 % Gacm. Pormerly Kabul
Musewm {after SCERRATO 1959, fig.4)

poised just at the moment before it falls, to impede the progress
of the monkey, who lunges impatiently at the contents of the
bucket.2? In its emphasis upon action, the relief bears some
comparison to a hunting scene among the figural retiefs from
Ghazni, which stands out from the others for a certain refine-
ment in the drawing (fig. 8). In its present state, the relief con-
sists of a defaced image of a nimbate rider or hunter being
attacked by a lion, his right hand holding a sword raised to
strike the beast.2i However, by contrast to the fairly generic
hunting scene, the close attention to detail on the Stuttgare
relief — the rod raised, the bucket withdrawn, its contenzs estab-
lishing a connection with the tree to the left of the monkey, fruit
or seeds of similar form still hanging from its branches — all
consribute 1o an a priori sense that this is not only a narrative
scene but that it illustrates a specific narrative,

At first glance, the iconography of the scene bears a superfi-
cial resemblance to a Buddhist Jaraka story or to the illustration
of a tale like that of the Monkey and the Carpenter in Kalila 1wa
Dimna, several fourteenth-century depictions of which survive
te.g. fig.12).22 The closest parallels for the Stuttgart scene
are, however, offered by a painting in a copy of the ‘Aj@ib al-
makbliqit wa ghardib al-mawjidit (The Marvels of Created
Things and Singularities of Beings), dated 1 rabi® al-awwal
7o0f1o March 1388, and now in the Bibliothéque nationale
in Paris (Suppl. Persan 332).2% The iconographic similariries
berween the Ghaznavid relief and a folio of this manuscript that

20 The subject marter and impressionistic rendering is comparable to that of
a group of limestone reliefs, which Eva Baer has suggested was produced
in the Seljuq rerritories of western Iran in the lare twelfth or early thir-
weenth centuries: BAER 1967,

21 BoMBACI 1959, - TT, fig. 43 ROWLAND 1966, fig.99.

2 (’KANE 2003, pp. 8182,

I Gray 1977, pp.45-48.
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g. Depiction of the Lubiva tree, SAJRIb al-makhlagic wa ghar®ib al-mawijidic. Paris, Bibliothéque nationale, MS Supp. Pers. 332, fol. 1580 (photo Paris,

Bildiotheque nationale)

llustrates an entry on the Lubiya Tree (fig. o) are sufficient 1o
identify the former as a depiction of man and ape gathering
beans from the Lubiya. Working independently, the same con-
clusion had been reached by Professor Maria Vitroria Fontana
in an excelient article published in 2c05.2* The identification is
of considerable interest, since it offers the first concrere evidence
for the existence of narrative illustration in Ghaznavid art.

H FoMTana zoos.
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Predating its better known namesake, the Arabic ‘Aj@ib al-
makhligar of Zakariyya ibn Mnhammad al-Qazwini by
almost a century, the Persian text of the Paris manuscript was
written by Muhammad ibn Mahmud ibn Ahmad Tusi Salmani,
a Khurasani resident in Hamadan, and dedicated to the Seljuk
suitan Tughril ibn Arslan {r. 1166~ 1177/78}.2 Descriprive and
anecdotal, Tusi’s work is marked by an intersection berween

5

Internal evidence suggests that it was completed arcund syofizys:
RanTrE rofy, p.28o.
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what might be crudely termed the folkloric and the scientific,
its alphabetical entries on subjects ranging from the celestial
bodies to miraculous statues and everything in between struc-
tured according to an Aristotelian logic and punctuated by a
proliferation of narrative stories (bikdyat).26 The reference to
the Lubiya occurs in the fifth of ten chapters, a chapter on the
Trees and Fruits and Edible Grasses, arranged alphabetically. It
occupies just a few lines appended to a longer entry on the
almond (lauz): “Labiyd: a tee that grows in the middle of
brackish water and may reach a great height. No one can reach
its top unless a monkey happens to bend it down and he would
take it from him. Were it not for monkeys bringing the top
down, no one would ever obtain libiyd. Its seed is half red and
haif black, of a lustrous and amazing colour.”%

The Libiya (vigna sinensis dolicos lubia also known as the
Hyacinth or Indian Bean, and lablab purpureus) is a bean-vine
originally native to the Indian subcontinent whose bushy stems

erail upright, to reach a height of up six meters or more. It pro- -

duces bright red curving seed pods between five and twenty
centimeters in length.2® In India, the bean serves both for food
and for medicinal purposes, being used to treat high choles-
terol, diabetes and afflictions ranging from cholera and diar-
rhea to gonosrhea, alchoholic intoxication and even globefish
poisoning.2? The image in the Paris manuscript illustrates the
dependence of humans upon monkeys for the harvesting of the
bean, going beyond Tusi’s brief text to depict the ensuing strug-
gle as the monkey (not unreasonably} resists human attempts
to deprive him of the fruits of his labour.

According to its colophon, the copy of the ‘Aj@%b al-
makbliqét in Paris was completed by Ahmad Harawi (whose
Herati nisba is worth drawing attention two) for the kitdb-
Ehdneb of Ahmad Khan on the 18 of rabi® al-awwal 790
{March roth, r388).30 Ahmad Khan is Ahmad Jalayir, last scion
of one of the most important regional dynasties that arose in
the wake of the disintegration of the llkhanid sultanate around
1336. Ahmad Jalayir reigned between 1382 and 1410 and,
despite the vagaries of his reign {which involved being forced o
fiee Iraq on several occasions), is reported to have been a bib-
liophile, a patron of the arts of the book, and an artist: the

26 Vesew 1986, pp. 33+ 34; FOTOUHI 1988; PANCAROGLU 2003, For a discus-
sion of this work in irs broader context see BERLEKAMP 2003,

27 Labiys: dirakht-i vay dar miyan-i 3b rityad dar daryd va-buland buvad. Kas
bar sar-i 4n na-tavanad raft, magar biizinah dncd bi-2ir drad az vay bi-
sitanad. Va-agar nah biizinah bi-zir avardi kas bi-libiyd na-rasidi. Danah-
T buvad nimi surkh va nimi-siydh, rangi basig va-shigife: Tus 1966, p. 523.
[ am very grateful to Maurice Pomeranzz for advice with the Persian trans-
lation and eransliteration. A legible copy of the text of the Bibliothéque
nationale manuscript was unavailable to me, but the poor quality copy
supplied suggests that it differs slightly from the published version.

2 Kax 1979,

29 huepif/wwerpfaf.org/database/plants.php?Lablab+purpureus,
July sth, 2008,

I Forouu: 1o88.

accessed

well-known illustrated Divdn of Khwaju Kirmani of 1396 was,
for example, produced at his court and folios from a contem-
porary copy of the sultan’s Dfvdn survive in the collections
of the Freer and Sackler Galiery in Washington.?! Ahmad’s
capital was in Baghdad, and it seems likely thar the manuscript
was produced there. In his study of the Paris manuscripr,
Stchoukine believed that the scene of the Lubiya was one of
only three paintings in the manuscript that were contemporary
with the colophon, and therefore products of a Jalayirid work-
shop, an idea not generally accepred.

The iconographic and compositional similarities between
the depiction of the Lubiya in the Paris ‘Aj@ib al-makbligat
and the scene represented on the Ghaznavid relief in Stutegart
are striking {compare figs.1 and 9). They include not only the
main subject, a contest between man and monkey, but also the
strong diagonal structuring the composition and the relative
positions of man and beast within it, the ferociousness with
which the struggle is enjoined, and the focus on the bucker,
which is not mentioned in Tusi’s text. In the Ghaznavid relief
this is filled with fruit or seeds of similar form to those sus-
pended from a branch of the tree, and dangling right above the
monkey’s head, a detail that recurs in the Jalayrid painting.
Indeed, s0 close are the similarities, that one is tempted to haz-
ard a guess that a second monkey may once have appeared in
the branches of the tree to the left of the Ghaznavid relief when
complete, as is the case in the image from the ‘Aj@ib al-
makbliigdt.

There are also differences between the two scenes, even apart
from the distinct dress of their chief protagonists. The warer
that is mentioned in Fusi’s text and that featares prominently
in the Jalayirid painting is absent from the Ghaznavid relief, in
which the monkey is wild {in every sense) rather than con-
strained on a leash, necessitating the threat of a rod or stick
that is absent from the Jalayirid image. In the latter, the lower
body of the human protagonist faces forward rather than away
from its attacker as is the case with the relief. Nevertheless, in
both cases, the direction of the upper body and face is identi-
cal.

As Maria Virtoria Fontana has demonstrated, marvelous
fruit-gathering apes and monkeys are among the phenomena
that manifest the wonders (‘aj@ib) of India in pre-modern Ara-
bic and Persian texts, a theme that stretches back to late antig-
uity. Such tales may have their nltimate origin in a South Asian
milieu, since tales of fruit-gathering monkeys are found in
Tibetan Buddhist texts as early as the eighth century®? In her

31 RopmNson 1982, pp. 13—25, especially pp.2a—23; FITZHERBERT 1991,

32 STCHOUKINE 1954, PP 32—33; FOTOUHI 1988, 41. By contrast, RICHARD
1997, o 33 argues that all of the 254 images in the manuscript are contem-
porary with its colophon.

33 FonTaNa 2005, Pp-445—48.
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analysis of the Stuttgart relief, Professor Fontana suggested
that the presence of the parpaghata column discussed above
was intended to evoke the Indian milien of the tale, a sugges-
tion that raises important questions about visual cognition in
twelfth-century Ghazni.® Another possibility is that both the
rale and the iconographic conventions of its depiction are ulti-
mately of Indian origin, hence the appearance of this distinc-
tive feature. Certainly, the stylistic distinctions between the
Stuttgart relief and its Ghaznavid contemporaries, and the
uniquely narrative content of the former, suggest that the inspi-
ration for it lay elsewhere than the rather formulaic and unin-
spired courtly and hunting scenes depicted in the other pub-
lished figural reliefs from Ghazni. There would of course be
precedents for the westward circulation not only of narrative
rales, but of the Indian iconographies developed to iliustrate
them, as Julian Raby’s work on the iconography of the Pan-
chatantra and medieval Arabic Kalila wa Dimna manuscripts
has shown 33

3 ibid., pp.448—40. For a full discussion, see FLooD 2c09a, pp2co—on;
FrLoop ac09h.

3 Rany 1987—88. The likelihood of an Indian cennection is pethaps height-

ened by the proliferation of tales concerning india in Tusi's compendium.

For example, in a section on strange images in the chapter following that

in which the entry on the Lubiya appears, six of twenty-two descriptions

rake India as their location,
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0. Untitled folio with man and monkeys.
Istanbul, Topkap: Sarayt Museum,
H. 2133, fol.z55b (phote Tophap:
Saraye Museum)

It is not, however, eastward that I want to look, but west-
ward, to speculate about the similarities berween the Ghaz-
navid relief and the Jalayirid painting and their likely implica-
tions. There are two possible a priori explanations for these
similarities. The first is that both images were inspired by sim-
ilar oral or textal narratives. In her analysis of both images,
Maria Vittoria Fontana concluded that both the Ghaznavid
and Jalayirid images were probably inspired by the narrative
content of the tales that they illustrate, so that the similarities
berween them stem from the graphic nature of the textual con-
tent, from the imagery of the text itself.3 An alternative possi-
bility, one that I would like to consider here, is that the similar-
ities result from a common indebtedness to similar {although
not necessarily the same) models. In the first scenario, the rela-
tionship would be generic and contingent, in the second,
genetic {or at least genealogical) and necessary.

The resemblances berween the Stuttgart relief and the Paris
painting are much greater than those between either and the
more generic fourteenth-century images of fruit-gathering apes
and humans that are found in the Diez or Topkaps: Sarayr albums,
which may well have been inspired by similar oral or textual
accounts of ‘aj@ib, as Maria Vittoria Fonrana suggests.” Top-

3% FONTANA 2003, D448
37 Ibid,, p. 449, figs. 34
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i 1. Untiled folio with man and monkeys. Berlin, Staatshibliothek, Orientabteilung, Diez A fol.yz, p.19 (photo Staatsbibliothek zu Berlin)

kapt Sarayt H. 2153, fol. 155v depicts a standing figure ensnared
by snarling pairs of apes or monkeys inhabiting the fruit trees
that form a backdrop to the image (fig. 10).% Despite the sense of
menace thar pervades it, the scene is curiously devoid of dra-

3 {psiroGuy 1966, fig. 5.

matic content. Diez A fol.72, 5. 19 offers 2 more dramatic vasiant
on the same thente, with the menaced human figure appearing to
be in motion beneath a fruit tree, perhaps startied by the single
pair of sitmians confronting him to his right (fig. 11)#* However,

¥ [psiROGLU 1964, P53, fig 22,
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both album images lack the sense of enjoined struggle and strong
diagonal composition common to the Ghaznavid relief and
Jalayirid painting. In both respects, the closest analogy is pro-
vided by a depiction of the tale of the Monley and the Carpen-
ter from a copy of Kalfla wa Dimna now in Istanbul (fig. 13), an
image that Bernard (’Kane suggests is also the product of a
Jalayirid atelier operating in the 13705 or 13805,

The human figures depicted in the folios from Diez and Top-
kapi albums clutch a stick absent from the Jalayirid painting.
However, they lack the presence of features not mentioned in
Tusi’s text on the Lubiya but common to both the Ghaznavid
relief and Jalayirid painting. These features range from the gen-
eral ~ the struggle between man and beast — to the specific,
most obviously the bucket, which forms the focus of the strug-
gle depicted in both scenes but is neither mentioned in the rext
nor depicted in renderings of analogous scenes.

The extensive detail and narrative content of the image
accompanying the entry on the Lubiya in the Jalayirid copy of
Tusi’s “Ajpib al-makbliagar distinguish it from the more
schematic “scientific’ images that accompany the section on
edible grasses (including the Lubiya) in the well-known illus-
trated Munich copy of Zakariyya ibn Muhammad al-

Qazwini’s work of the same name, produced in Irag in 1280

(fig. 23). This suggests that the sources of the Jalayirid image

40 Topkap: Saray: H. 362, fol. 30a; O'KaNE 2003, pp81~82, 113, 213,
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12. The Carpenter and the Monkey, Xslila wa Dimna. Istan-
bul, Topkap: Saray: Museum, H. 362, fol. 304 {photo
Bernard O’Kane, reproduced by permission of Topkap:
Sarayt Museusi}

lay elsewhere than the Greek herbals upon which earlier Arab
artists drew. In his discussion of the ‘AjFib al-makbliiqar,
Francis Richard noted thart the manuscript in the Bibliothéque
nationale is the only known illustrated copy of Tusi’s worl,
and suggested thar it employs an original iconography4! The
similarities to the Ghaznavid relief suggest, however, that the
Jalayirid artists may have made use of pre-existing models for
at ieast some of the images that illustrate the text.? If one
accepts the existence of a genetic rather than a generic rela-
tionship between the Ghaznavid relief and Jalayirid painting,
the most obvious explanation is that both stem from common
or related sources. Such sources would have had to have been
mobile or portable, One obvious possibility is thar illustrated
Ghaznavid or Seljuq manuscripts containing narrative scenes
like these were available to Jalayirid painters in later four-
teenth-century Baghdad either directly or mediated through
later copies.

I realize thar T am on dangerous ground in trying to make a
case based on formal analysis alone. However, analysis of the
visual material may be bolstered by appeal to a myriad of cir-

" RicBARD 1897, P33

2 Although the dress of the human protagonists in each case differs, this
does not preclude 2 genetic relazionship. Raby notes the inherene conser-
vatism of animal depictions compared to those of human figures in Arabic
and Persian manuscript painting: RABY 1987~§8, p. 396. The ‘updating’ or
‘modernisation’ of dress is a well atrested phenomenon, even where earlier
models were used: SEvLLER 1994.
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13. Entries on edible grasses, including the
lubiya, in Zakariyya ibn Mubammad al-
Qazwini’s ‘Aja’ib al-makhluqir, Irag,
1280, Munich, Bayerische Staatsbiblio~
thek, Cod. Arab 464, fol. 1427 (photo
Bayerische Staatsbibliothek, Munich)
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cumstantial evidence, It has long been recognized, for example,
that stylistic and iconographic overlaps between figures depi-
cted on twelfth-century Iranian ceramics (especially polychro-
matic enameled or mina’i ware) and Varga wa Gulshakb, the ear-
liest extant illustrated Persian texr, produced in Anatolia
around 1250, offer circumstantial evidence for the existence of
itlustrated Seljuq manuscripts before the thirteenth century® A

B MeELkian-CHIRVANI 19705 HILLENBRAND 1994,
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vogue for humorous images among the Seljuq sultans of Iran
{ro one of whom Tusi’s text is dedicated) is suggested by a
report in the Rabat al-sudar thar the uncle of its author, al-
Ravandi, created a poetic anthology for Sultan Tughril I in
118485, which was illustrated not only with royal portraits
but also depictions of humorous stories included in the text as
an appendix.#

“# O'KANE 2003, p. 43
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14. Mabwmud conguering India, Jami¢ al-tawirilch. Edinburgh, University Library, On Ms, z0, fol. 1795 {(photo University Library, Edinburgh)

In addition 1o evidence for Seljuq painting, contemporary
Ghaznavid art was aiso marked by a proliferation of imagery
across a wide range of media. Surviving examples occur as
wall-paintings, in stucce, metalwork and glass. Among the
more outlandish examples of a Ghaznavid penchans for the fig-
ural that do not survive was a throne on which gilded bronze
human figures held a crown above the seated sultan, a feature
described by Bayhagi ar the Ghaznavid court in the 103054
This dynastic penchant for figural imagery has long been rec-
ognized. Fowever, as mentioned above, there is nothing to
associate the Srutrgart relief (or any of the other figural reliefs
from Ghazni) with a courtly milieu, it seems likely, therefore,
that figural imagery permeated Ghaznavid arnistic production
even outside the context of royal patronage.

The identification of the Stuttgart relief as a vwelfth-cenrury
narrative depiction indicates thar rales such as those incorpo-
rated into Tusi’s text were already circulating in eastern Iran
and Afghanistan by the first decades of the rwelfth century,
zlong with images illustrating them. In lighr of the interrela-
tionships berween the arts of the book and orher media, some

4 Cired in MeLikian-CRIRVANI 1992, pp. 111~ 12.
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of these images may also have been incorporated inro illus-
trated Ghaznavid manuscripts, none of which are known to
survive. The existence of illustrated manuscripts ac the Ghaz-
navid court is suggested by a discussion of Manicheanism con-
tained in the Bayin al-adyin of Abw’l-Ma‘ali Muhammad ibn
Ubaydallah, probably written in Ghazni in 485/1092, in which
the author refers to the fabled Arbang of Mani, which he
reports was 2 book composed of a variety of illustrations, a
copy of which was kept in the Ghaznavid treasury® In addi-
tion, an interest in animal fables on the part of the Ghaznavids
is suggested by Abw’l-Ma®ali Nasr Allah ibn Muhammad’s pro-
duction of a Persian version of Kalila wa Dimna, probably
berween 1144 and 1152 for the Ghaznavid sultan Bahram Shah,
patron of one of the two minarers still standing in Ghazni¥
Although it has been claimed thar Nasr Allah’s preface
expresses the hope that his text will be iustrated, this is notin
fact the case.® Nevertheless, it remains an open possibility that

W GABRIEL] 1932, P 6O7.
T BROWNE 1951, PP 349521 ARBERRY 1958, pp.os—97.
# Rasy 198788, p. 386 and note 27 seems to be the earliest to assert this, as
~O’KaNE 2003, p. 27 notes. For the Persian text and a recent German rrans-
fazion, see SAcy 1818, and MuNsSHI 1996, pp. 36986,
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Library, UBLOHS, Or. 437, p.oo1 (photo University Library}

illustrated copies were produced at the Ghaznavid court, espe-
cially in light of reporss that the Samanid ruler Nasr ibn
Ahmad (r. 913~42) had ordered a Persian version of the same
text, and had it illustrared.#

Further circumstantial evidence for the existence of Ghaz-
navid illustrated manuscripts is provided by the subject matter of
Ilkhanid painting, Noting the unusual number of ilustrations to
the chapters on the Ghaznavids in the Arabic version of Rashid
al-Din’s early fourteenth-century Jdmi® al-tawdrikh {fig 14),
Sheila Blair has drawn attention to a tradition of Juxury book
production and rich illumination attested by a few surviving
Ghaznavid manuscripes (among them Qur’ans). She also invokes
a tradition of figural painting exemplified by the frescoes exca-
vated at Lashkari Bazaar and otherwise known from texrual
accounts of Ghaznavid palaces painted with hunting, feasting

2 Cowen 1989, p.12; O'KANE 2003, b 37.

Library, UBLOHS, Orn 437, p.ooz {photo University Library)

and even erotic scenes. Blair concludes that “it is guite probable,
therefore, that Ghaznavid manuscripts with narrative scenes,
including battle scenes, existed and provided models for the
paintings of the Ghaznavids in the Arabic copy of the jami® al-
rawdrikh.”$® In tight of what we know about the subject matter
of both Ghaznavid wall-paintings and the kind of ‘dynastic’
imagery reflected (or refracted) in the Jimi® al-tawdrikh, the
likelihood of a relationship between such hypothetical manu-
scripts and the figural scenes that adorned contemporary Ghaz-
navid architecture seems strong. 1f, as I am suggesting, animal
fables or ‘j@ib tales were also iliustrated in eleventh- and
twelfrh-century manuscripts, this would extend the range of nar-
rative scenes beyond the illustration of dynastic histories.
Blair’s suggestion not only points to the likely existence of
Ghaznavid and Seljuq illustrated manuscripts, but also to the

3 BLAtr 1995, p. 55-
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possibility that they circulated westward to serve as models for
fourteenth-century painters active in the central Islamic lands.
If Hkhanid arcists had access to illustrated Ghaznavid manu-
scripts in early fourteenth-century Tabriz, then this would
increase the likelihood that similar sources were available to
Jalayizid artists working in Baghdad later in the same century,
especially in view of the genealogical connections between the
Hkhanid and Jalayirid ateliers.! Such a scenario would offer
one possible explanation for the similarities berween the Ghaz-
navid relief in Stuttgart and the Jalayirid painting in the Paris
manuscript.

There is in fact some evidence for the westward circulation of
Ghaznavid manuscripts, although it concerns illuminated
rather than illustrated texts. This is provided by an Arabic text,
the Kitdb kbalg al-nabi wa-kbhulgibu (Book of Physical and
Moral Characteristics of the Propbet), produced in Ghazni for
“Abd al-Rashid, the son of sultan Mahmud Ghaznavi around
roso (figs. 15 and 16). The extended ex libris of the manuscript
indicates that it was in the possession of an individual with the
nisba al-Himsi by the welfth century and then owned by Musa
ibn Yaghmur, who Samuel Stern suggested should be identified
as the vizier of al-Kamil, the Ayyubid ruler of Egypt who
reigned between 1218 and 1238.52 In other words, the manu-
script seems to have traveled westwards at some point after the
dearh of its owner (who reigned for only 3 years} and to have
reached Egypt or Syria by the first half of the thirteenth century.

The westward migration of Ghaznavid manuscripts is per-
haps not surprising in light of the number of schelars from
Ghazni who are reported to have studied in Damascus during
the eleventh and twelfth centuries, drawn perhaps by the
strength there of the Shafii madbbab also favoured in
Ghazni.® Some of these acted as native informants for the tales
concerning the Ghaznavid capital (and its Indian residents)
that one finds in works such as the Risalat al-ghufrin, written

51 RoBINSON 1982, pp. 13—18. See the suggestion that the Jalayirids inherited
manuscripts from the Hkhanid ateliers in Tabriz: O’ KaNE 2003, p. 33,

52 STERN 1969, pp-21—13.

35 The significance of these exchanges awaits further investigation, but see
FLooD 2001, p.& note.

54 See note 18 above.
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by the Syrian poet Abu ‘Ala’ al-Ma®arri some time before
1051.5¢ The appearance of tales about contemporary Ghazni in
an eleventh-century Syrian text, and the movement of human
agents upon which this depended, remind us that long distance
mobility and transregional information flows are not the exclu-
sive prerogative of modern global societies. A notable feature
of these premodern information flows is the mutual self-aware-
ness of medieval elites in different frontier regions of the east-
ern Islamic world. Writing around 1031, for example, it is 1o the
Umayyad Mosque in Damascus that the Ghaznavid court his-
torian al-‘Utbi compares the Friday Mosque built by Mahmud
Ghaznavi in 1018.5 Similarly, on the twelfth-century Anatolian
frontier, a panegyric penned in favour of the Mengujekid Turk-
man ruler Fakhr al-Din Bahram Shah of Erzingan compares
him to his namesake in the Panjab, the Ghaznavid sulwan
Bahram Shah (s1r—s546/1118—52).% Half a century later, the
historian Juzjani (who was raised at the court of the Ghurid
sultans of Afghanistan) makes explicit comparison between
the military victories of Salah al-Din against the Farimids and
Christian Franks in the eastern Mediterranean and those of the
Ghurid sultan Mu‘izz al-Din Muhammad ibn Sam against the
Ghaznavid and Hindu kingdoms of northern India in the East
during the same period.”

Afghanistan may seem remote from Sicily today, bur such
references remind us that between the eleventh and thirteenth
centuries, the western end of circuits linking Afghanistan with
the centra} Isiamic lands fay in the eastern Mediterranean.
Along such circuits, the inhabitants of Ghazni, tales concern-
ing the city, and even artifacts that originated there circulated
westwards. This is not, of course, to insist that Ghaznavid or
Seljuq manuscripts in fact inspired the artisans of Norman
Sicily, but merely to point out that the suggestion made by the
pioneering scholars of the Siculo-Arabic ivories is perhaps less
implausible than might at first appear.

3% <Urni 1869, vol.z, p.2go.

58 SHUKUROV 2001, p.269.

ST RAVERTY 1970, vol.1, p.zx4. The minting of Ghurid coins that were
apparently based on Ayyubid protorypes suggests that these sorts of com-
parisons were more than topoi: FLoop 2005, pp.283—84.
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