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Cat. 5
Large Quz’an leaf in gold Kufic script (detail)

Foreword

If we in Europe try to seek some understanding of the aesthetics and sense of beauty of our
closest cultural neighbour we will very soon turn to the wide range of developments in Arabic
calligraphy, the noblest, most stylized and most original of the Islamic arts. Unfortunately
this means that we are confronted with signs and textures completely alien to the Western
eve: these abstract forms seem wholly ‘unreadable’ to us — even more than geometrically or
organically “understandable’ motifs of abstract Islamic design and ornament. Strangely enough
the fact has been neglected that the beauty of a calligraphic design is not wholly connected
to its ‘readability’, for everyone can take the greatest pleasure from contemplating the abstract
flow of swelling lines and from compositions of lines and fields within a given space, whether
that be pages of books or inscriptions on objects and architecture. Even for Muslims and
other readers of the script, the calligraphy is not always readily legible, and what vividly attracts
attention is. often the inspiring aura of the writing, its serenity and elegance, rather than the
meaning of the text, which in some poetry may sound conventional. Thus, Islamic calligraphy
can be appreciated not only as a form of writing, but as a work of art in the form of an abstract
construction.

In comparison with Chinese calligraphy, Arabic script has occasionally been described as
more conservative, but when one considers the very short period of its initial development
in the first two centuries of Islam, and surveys its wide range from ecarly Arabic beginnings
to new Persian, Mughal Indian and Ottoman styles and then those of the more remote
Islamic areas in the West and in East Asia, the horizon widens to an astonishing degree. It is

this intense effect and the multiform appearance of Islamic calligraphy which has at all

periods induced collectors not only of books but of works of art to preserve great examples

of the old masters. Royal patrons such as the Mughal emperors Akbar and Shah Jahan,
besides patronizing the work of living calligraphers, added specimens of antique masterpieces
to their collections of album pages. Today it seems more difficult to see good calligraphy, as
much is hidden in libraries, Qublic or private. We may wonder whether these are the right
places for works of art, and it is typical that an institution like the Museum of Islamic Art in
Berlin, founded over a century ago, was not primarily concerned with collecting the arts of '
the book, as this was left to the Oriental Department of the State Library.

In his studies and publications, however, Ernst Kiihnel, one of the former directors of the
museum (died 1964), succeeded in bridging this gap between museums and libraries. He
wrote one of the first general studies in German on Islamic calligraphy, based not only on
objects in the Library and in some private collections, but especially on the Museum’s famous
collection of Mughal album leaves. Today, when nearly all the funds of the Berlin State
Museums are eaten up by the great building activity that is necessary, it should be a primary
goal to ask private enterprises to promote such a valuable and aesthetically rich field. We are
very proud and glad that a foremost specialist in the field has assisted us in attracting public
attention to this magnificent art. We would also like to take this opportunity to thank those
institutions and private collectors who have lent works of art to this exhibition.







Cat. 39
“The Spectacles of the Chameleon’ (detail)

Introduction

Calligraphy has never been challenged as the supreme art of the Islamic world,
reflecting the centrality of the Qur’anic revelation to Islamic faith and culture. In
Islam, the Qur’an is held to be God’s eternal and uncreated word, giving Arabic a
special status as the language of God’s actual revelation. The earliest surviving
fragments of Qur’an are in the form of monumental vellum leaves, the awesome
physical presence of which is a witness to the reverence in which the Qur’anic
revelation was held. These were written in thin slanting scripts collectively called
‘Hijazi’, which clearly relate to the script used on pre-Islamic stone inscriptions
from the sixth century.! While the earliest group of Hijazi leaves lack orthographic
systems for vocalization and distinguishing consonants of the same shape, with the
expansion of Islam such systems, using coloured dots and diacritical strokes, were
soon established.

The establishment of the ‘Abbasid Caliphate (750-1258 CE), with its capital at
the newly founded city of Baghdad from 762 onwards, marked a new stage in the
cultural and economic integration of the Mediterranean and Asia. Among the new
cultural forms that emerged in the cosmopolitan early ‘Abbasid period were
illuminated Qur’ans in horizontal format, written in angular scripts frequently
called ‘Kufic’, after the city of Kufa in Iraq where the style is said to have
originated. The crisp elegance of many of these scripts and the luxurious sophist-
cation of illumination in the first centuries of the “Abbasid period have contributed
to the notion that this was a ‘classical’ age in Qur’an production. The diffusion of
Kufic styles throughout the Near East and Mediterranean is visual testimony to the
extraordinary exchange of ideas and goods that took place under the ‘Abbasid
dynasty, which stretched at its height from the Atlantic to the borders of China.

The pre-eminence of Kufic scripts was challenged in the eleventh century by
various cursive scripts, which probably developed in the chanceries where there
was a need for more legible scripts that could be written with greater speed.
Particular importance is attached in the Islamic tradition to the colourful figure of
Ibn Mugdla, a vizier of the first half of the tenth century whose political intrigues
eventually led to his imprisonment and the removal of his tongue. Ibn Mugla was
also_a celebrated calligrapher and is credited with the elaboration of a system for
standardizing various scripts based on the proportions of the rhombic dot formed
by the nib of the calligrapher’s reed pen.? The renowned calligrapher Ibn al-
Bawwab, who lived in Baghdad at the beginning of the eleventh century, is said to
have refined Ibn Mugqla’s system further, laying the foundation for the tradition of
the six ‘proportioned’ cursive scripts, which was carried by successive generations

to the Central and Eastern Islamic lands.?



The rise of these scripts was also accompanied by changes in writing
technology. According to tradition, paper was first introduced to the Islamic world
by Chinese prisoners taken in the Battle of Talas (modern-day Kyrgyzstan) fought
between Arab and Chinese armies in 751 CE.* Though the bureaucracy was quick
to adopt this cheaper and more practical medium,’ vellum remained the standard
in Qur’an production until the eleventh century, when both paper and the vertical
portrait format favoured by the bureaucracy began to be used for Qur’ans as well.
In North Africa and Spain the use of vellum for Qur’ans outlived the practice
clsewhere in the Islamic world, surviving until the late fourteenth century.

New heights in calligraphy and illumination were reached under Mongol
(Ilkhanid) rule in Iran and the Near East (1256-1353), which, despite the initial
devastation caused by the Mongol invasions, was a period of artistic brilliance and
innovation. Some of the most celebrated copies of the Qur’an ever made were
produced by such calligraphers as Yaqut al-Must‘asimi and his outstanding pupil
Ahmad ibn al-Suhrawardi. At the same time the Mamluk rulers of Egypt were also
commissioning lavishly illustrated copies of the Qur’an, the size and splendour of
which were equal to the architectural splendour of the Mamluk mosques and
madrasas (theological schools).

Whereas scripts and decorative devices were sharéd by Ilkhanid and Mamluk
Qur’ans, a separate calligraphic tradition developed in North Africa and Spain.
The earliest surviving Qur’an from this part of the world is the famous Nurse
Quran. Completed ¢ 1020, the Nurse Qur’an was written in huge letters on large
vertical vellum sheets in a distinctive variant of Kufic, scmetimes called ‘Western’
Kufic. This tradition seems to have died out, and by the twelfth century Qur’ans
were written in a distinctive hand usually referred to as ‘Maghribi’, characterized
by the deep curve of the letters below the line. Here Qur’an production tended to
be conservative, continuing to use vellum long after it had fallen out of use in the
rest of the Islamic world, and usually following a standard pattern. This consisted
of a square format, brightly coloured vowel markers and marginal devices, and
often lavish gold illumination marked by the use of thick strapwork borders and
geometric patterns. However, North African and Spanish Qur’ans were also
written on paper. There were several centres of high-quality paper manufacture in
Spain, the most famous of which was in Jativa, renowned for its paper of pinkish
hue and for being the first paper-mill in Europe. It was from such Spanish paper-
mills, conquered by the Christians during the thirteenth century, that the art of
paper-making spread into the Latin West.®

Major changes in calligraphic styles took place in the fifteenth and sixteenth
centuries, under the direction of the cultivated Timurid and Safavid rulers of Iran.
"This period saw the ascendancy of the nast‘alig script, which probably emerged in
the chanceries attached to the Timurid courts, but soon became the script par
excellence of Persian and Turkish poetry.” The assembling of albums of individual
calligraphic specimens, usually of Persian poetry, marked another change in taste

of the period.® These proved so popular that the individual sheet of poetry (gita?,

prized for its calligraphic beauty, became an independent art form. The Timurids




Fig. 1

Interior of the Dome of the Rock, Jerusalem

were the descendants of Timur Leng or Tamerlane (d. 1405), the Central Asian

leader who established a vast empire in Iran, Iraq and Central Asia at the end of
the fourteenth century, and campaigned as far as Anatolia and the Duchy of
Moscow. His descendants established highly cultured courts in cities such as
Shiraz, Herat and Samarkand, and patronized many of the new cultural forms that
dominated artistic life in the following centuries.

The major Islamic empires that ruled the Islamic world after the collapse of the
Timurids, such as the Safavids in Iran, the Ottomans in Anatolia, the Balkans,
Syria and Egypt, and the Timurids’ descendants in India, the Mughal dynasty,
drew heavily on the Timurid achievement. In addition to calligraphic albums and
individual poems in nast‘alig, copies of the Qur’an illuminated in styles inspired by
Timurid precedents were popular in all three empires. During the sixteenth
century naskh became the favourite, though not exclusive, script for copying the
Qur’an. The Ottoman Empire in particular was renowned for its naskh
calligraphers, the most celebrated of whom was Sheyh Hamdullah, the tutor of the
future Sultan Bayezid II (r. 1481-1512) and alleged pioneer of the Ottoman naskh
style.? The art of calligraphy was so esteemed in the Ottoman and Safavid empires
during the sixteenth century that several biographical dictionaries of famous
calligraphers were compiled, such as Mustafa ‘Ali’s Menakib-i Hiinerveran and the



Tihfa-yi Sami by the Safavid prince Sam Mirza.

The interest in calligraphers’ lives and the popularity of individual calligraphic
specimens from the Timurid period onwards was concomitant with a new
historicizing tendency and collecting impulse.”® Alongside famous illustrated
manuscripts, albums containing specimens by famous calligraphers were
frequently included in the highly prized gifts presented by Safavid envoys to the
Ottoman courts in Istanbul and Edirne.”" Calligraphic pages by famous Iranian
artists were also sought after in sixteenth- and seventeenth-century Mughal India,
where they were often remounted, decorated, and incorporated into albums of
calligraphy and painting. Two of the most celebrated of such albums,
commissioned by the Emperors Jahangir and Shah Jahan, in addition to Iranian,
Deccani, contemporary and earlier Mughal drawings and paintings, contained
numerous calligraphy leaves, almost exclusively by the famous Herati calligrapher
Mir ‘Ali (d. 1528).” Assembling muragga’ albums was one of the courtly pursuits
taken up by local rulers in India, particularly in the eighteenth century, when the
collapse of Mughal power made way for the flourishing of commerce and the arts
outside the main imperial centres.

"This exhibition at the Museum fiir Islamische Kunst, Berlin, represents over a
thousand years of Islamic calligraphy, covering an area from Morocco in the West
to Khogand on the borders of China in the East and the Deccan in the South.
Pride of place has been given to the Qur’an as the most continuously copied text
in the Islamic world and therefore as one of the best prisms through which to view
changes in calligraphy and manuscript production. The exhibition also aims to
convey something of the huge diversity of literary traditions in the Islamic world
and the way in which these interacted with a love of the visual to produce
constantly changing and frequently surprising results.

-

Déroche 1992, pp. 27-29.

N

For the life and achievements of Ibn Mudla, see El2, art. ‘Ton Mugla’.
For an account of the establishment of the tradition of the canon of six scripts, see Soucek 1979,

w

pp. 10-16.
4 For a discussion of this legend in the context of the history of the introduction of paper to the
Islamic lands, see Bloom 2001, pp. 42-45.
Ibid., pp. 47-50.

o R

For the history of paper in North Africa and Spain, see ibid., pp. 85-89.

7 TFor the emergence of nast‘aliq and related chancery scripts, see Soucek 1979, pp. 18-32.

8 For the invention of the album in the Timurid period see Roxburgh 2005, esp. chapter 4,
‘Reinventions of the Book’, pp. 149-79.

For a brief biography of the life of Sheyh Hamdullah, see Rogers, 1996, p. 50. For the subsequent

0

history of his tradition of naskh script, see Stanley 1995, pp. 31-39.
10 Roxburgh 2005, esp. pp. 54-61.

=
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See ibid., pp. 317-18; Dickson and Welch 1981, I, appendix II, pp. 270-01.
12 These are the so-called ‘Berlin’ and ‘Kevorkian’ Albums, in the Staatsbibliothek, Berlin, and the
Metropolitan Museum of Art, New York, respectively. See Beach 1978, pp. 43-46.
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Monumental Qur’an made for an Ottoman patron (detail)







Palimpsest Qur’an leaf in Hijazi script

Western Arabia or Syria
st century AH / 7th century CE

The main, dark brown script of the present leaf consists of nine verses
from Sura 2 (Al-Bagara): recto, from the word al-Zakai in verse 277 to
the words illa an in verse 282; verso, from the word tijarat in verse 282
to the words nasiyna aw in verse 286. The earlier pale brown script
consists of another part of Sura 2 (Al-Bagara). Although faint and
partly obscured by the darker script, it is possible to read the
copnsonantal outine of the earlier script and thus pinpoint the relevant
passage from the Qur’an: recto, from the last two words of verse 206 to
the second use of the word fihi in verse 217; verso, from the word kabir
in verse 217 to the words harthun Jakum in verse 223.

Palimpsest folio from an Arabic manuscript with twenty-four lines
(recto) and twenty lines (verso) written in dark brown Hijazi script on
parchment. Letter pointing (ijam) is used only occasionally and
consists of short angled dashes. There are no vowel marks and only one
decorated roundel, marking a verse division coloured in green, red and
brown. The subscript is also in Hijazi script in brown ink.

FOLIO 36.6 x 28.2 cm

The David Collection, Copenhagen, inv. no. 862003

This vellum leaf is one of the earliest surviving fragments of
the Qur’an. Datable to the first century AH (mid- to late
seventh century CE), it may have formed part of one of the
‘Uthmanic codices, the earliest canonical copies of the
Qur’an! Not only is this folio of tremendous religious
significance as a relic of the earliest period of Islam and of
the textual transmission of the Qur’an, but it is also an
important milestone in the development of Arabic as a
written language and the evolution of Arabic scripts.

The Qur’an leaf is a palimpsest consisting of a dark
brown script superimposed on an earlier paler brown script.
Both the upper text and the earlier one are from the Qur’an
and both read from the top of the same side of the leaf.
Soon after the first text was written on this leaf the
parchment must have been scraped clean and the second
script written over the top, in a related, but generally thinner
and more slanted script. At the time of the writing of the

second text the earlier script would have been wholly erased,

but the acidic properties of the ink (probably a form of iron
gall ink, which was the most common type of ink in the
medieval world) had indelibly etched the letter forms on to
the parchment and a shadow of the earlier script re-
appeared over time, leading to the current effect of one
script superimposed on another. This is a known
characteristic of western and oriental palimpsests. The
present leaf is of the same size and format as the other
original folios from this codex, three of which survive, one in
Sana‘a, Yemen (Dar al-Makhtutat),! and two in private
collections.?

Little evidence remains of pre-Islamic Arabic script.
Inscriptions on tombstones in the late Nabatean and early
Arabic scripts dating from the third to sixth centuries CE
give us the first clues about the development of the modern
script. In chronological order these are: a tombstone from
Umm al-Jimmal, dating to ¢ 250 CE; three graffiti on the
temple of Ramm in Sinai dating to ¢ 300 CE; the tomb of
the pre-Islamic poet Imru’l-Qays at Namarah, dated 328
CE; graffito at Zabad dated 512 CE; an inscription on the
church of Hind at al-Hira of about 560 CE; an inscription
on a rock at Harran dated 568 CE.?

It is unlikely that by the end of the 6th century CE the
Arabic script had yet formed into a homogenous style. Oral
tradition was the predominant means of promulgating
poetry and folklore and there were regional and tribal
variations in the spoken language of Arabia.* However, it is
certain that the practice of writing was well known among
the merchants of Mecca, Medina and other Arabian trading
towns at the time of the Prophet’s mission. Tradition has it
that the script known as jazm, which was predominant
among the tribes of the north-east Arabian peninsular and
al-Hira and al-Anbar (towns on the Arabian borders of the
Sassanian empire in the Mesopotamian basin) spread to the
Hijaz in the late fifth and early sixth centuries, and was
popularized a century later among the Quraysh (the leading
tribe of Mecca and the tribe of the Prophet himself) by
Harb b. Umayyah.® Furthermore, there are several references
in the Qur’an to the use of written records both in the
religious context and in daily life (eg. verse 282 of Sura
Al-Baqgara).

Arabic script at this stage has been referred to as a
scriptio defectiva as opposed to the scriptio plena of modern
Arabic.® During the period of the Prophet’s mission and the
following decades the system of applying the diacritical and
orthographic markings had not been standardized.
According to traditional accounts, the use of a







Cat. 1 recto

Cat. 1 verso

comprehensive system of diacritical marks on consonants in
the form of dots or vertical dashes (known as letter-pointing
or ijam) was devised by al-Hajjaj b. Yusuf, who died in 714
CE. This was an important development as it meant that
consonants of identical form could be distinguished from
one another. The other great aid to the development of an
easily readable script was the invention of coloured dots to
indicate vowels. This invention has been attributed to Abu’l-
Aswad al-Du‘ali, who died in 688 CE. However, it has been
argued that the development of the scriptio defectiva into the
sariptio plena could not have happened suddenly, as is
implied by the accounts of the inventions of al-Hajjaj and
Abu’l-Aswad.” At the date of the writing of the ‘Uthmanic
codices a comprehensive system of orthographic aids had
probably not yet come into being. It is thought that
rudimentary markings were used to differentiate between
identical consonantal forms in early Arabic scripts, but
usually only in essential cases, where there was a real
possibility of consonantal confusion, not regularly.® This
supposition is borne out by the evidence of the scripts on
the present Qur’an leaf.

The upper script of the present folio is generally
rounded, but shows occasional instances of angularity. The
script does not ‘lean back’ like the later ma’il scripts, nor are
the horizontals of the letters extended, as in mashq. The
script can be compared with cursive graffiti at Mount Sala’,
near Medina, dated 625 CE.* Certain characteristics of the
present script are worth mentioning. The terminal ya often
hangs limply below the line, but on other occasions folds
back under the line. The terminal alif magsura also folds
back slightly under the line. The tail of the terminal gaf
hangs limply below the line. These characteristics are re-
tained in later, more formal scripts such as Kufic and ma’il,
but in the later instances they have begun to take on definite
and intentional angular decorative qualities which are not
present here. The intentional angularity begins quite early, as
seen in the tails of the terminal ya on an important early
section of the Qur’an in the British Library.” Here the initial
alif already has a short horizontal tail at the base. It has been
pointed out that this was a distinguishing characteristic of
early Meccan and Medinan scripts'! and it can be seen
clearly on a rock-cut inscription of the dedication of a dam
built by the Caliph Mu’awiyyah in 677 CE.»

The characteristics of the earlier, pale brown script on
the present leaf are generally more slanting, and a thinner
nib has been used, giving narrower vertical strokes and a
slightly more ‘spidery’ character. The pale brown script can




again be compared with some of the graffiti at Mount Sala’
and with the inscription dedicating Mu’awiyyah’s dam of
677 CE. For example, the medial ‘ayn is formed by two
separate, opposing curved forms which are not joined across
the top, as they are in later scripts. This is a feature which
goes back to pre-Islamic tombstone inscriptions and can also
be clearly seen again in the dedication of Mu’awiyah’s dam
of 677 CE." It is noticeable that both scripts lack a linear
discipline, i.e. the horizontal lines of the scripts are uneven
and there is no strict line-base for the letters or words.

Regarding diacritical and orthographic markings, the
dark brown script has no marks to indicate short vowels at
all. There are some diacritical marks to differentiate between
consonants of the same form, but they are not used on all
the letters that would require them in modern Arabic. It is
probable that the letter-points that are present are original to
the script and were applied at the time of writing, since the
width of the strokes of the dashes matches exactly the width
of the vertical strokes of the script in general, and the ink
matches, too. The marks take the form of angled dashes
formed by placing the nib down once on the page. Thus the
shape of the dashes indicates accurately the shape of the nib
used. The pale brown script is essentially a consonantal
skeleton, with no marks to indicate short vowels and only
one letter, the ta, bearing a mark to differentiate it from

others of the same basic form. MF

1 See Kuwait 1985, no. 4, p. 59, where the leaf is dated to the first half
of the first century AH (621-70 CE).

2 See Sotheby’s, 22 October 1993, lot 31; and Bonhams, 11 October

2000, lot 13.

Abbott 1939, pl. I; Safadi 1978, p. 6.

EIz, articles on “Arabiyya’, ‘Khatt’, ‘Kitabat’.

Safadi 1978, p. 8.

Bell and Watt 1970, pp. 47-48.

Ibid.

Safadi 1978, p. 13.
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For a photograph of these graffiti see Safadi 1978, p. 15.

10 Or. 2165; see Lings and Safadi 1976, no. I1a, p. 20; Safadi 1978, p. 8.
11 See Munajjid 1972, p. 24.

12 Safadi 1978, p. 15.

13 Jbid.

Cat. 1 verso (colours inverted)



Monumental Qur’an leaf in early Kufic

script

Near East, perhaps Umayyad Syria
About 700 CE
Sura 11 (Hud), vv. 73-95

Folio from a large Arabic manuscript on parchment with twenty-five
lines of Kufic script per page written in brown ink. The letter-pointing
is original and consists of diagonal dashes of the same brown ink as the
main text. There is no vocalization. The single verse divisions are
marked with short diagonal clusters of angled dashes applied in the
same brown ink as the main text. Tenth verse divisions are marked with
square devices with narrow knotted border bands and an internal floral
motif.

FOLIO 48 x 54 cm

TEXT AREA 47 X 47 cm

This exceptional Qur’an leaf is notable for its unusually
large size, for its square format and for the early style of
script, which is close to calligraphy and epigraphy associated
with the Umayyad dynasty.! Of all early Qur’ans in Kufic
scripts on parchment only four others are of comparable or
larger dimensions.? These four are also of a generally square
format. The script of the present folio has characteristics that
are less developed than any of these four, and is therefore
possibly the earliest of these monumental manuscripts.

The folio was housed for around a hundred years in the
library of the Hartford Seminary, Hartford, Connecticut, to
which it had been brought by Duncan Black Macdonald
(1863-1943), the eminent scholar of Islam, fellow of the
University of Glasgow and Professor of Semitic Languages
at the Hartford Seminary. The Duncan Black Macdonald
Centre for the Study of Islam and Christian-Muslim
Relations at the Hartford Seminary is named in his honour.
During his several study trips to the Middle East,
Macdonald collected a variety of Arabic manuscripts, some
Islamic and some Christian, including the present folio. It
was de-accessioned by the Hartford Seminary in 2004.

The script of the present folio seems to be a transitional
type between Hijazi and fully formed Kufic. Calligraphically
it is generally quite neat and well disciplined both in terms of
the parallelism of the vertical letters and in the horizontality
of each line of script.®* The script shows individual
characteristics of both Hijazi and Kufic styles. The Hijazi
aspects are that the script slants slightly to the right,
occasionally the tail of the terminal gaf hangs down limply
below the line, the initial ‘ayn/ghayn is low to the line and
lacks the rounded curve of Kufic forms, and the verticals of
the Jamy/alif combination converge slightly. These features are
very close to Déroche’s Hijazi Iv script, see most clearly on a
fragment in the Bibliothéque nationale and on two
fragmentary folios in the Khalili Collection (Table 1).*

TABLE 1: Hijazi letter forms

Khalili KFQ59, 61

Car2 | BNP Arabe 334

Terminal gaf

Initial ‘ayn/ghayn

Lamyalif
combination
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Paradoxically, these letter forms, and the independent
alif, also resemble, in a more developed way, aspects of the
script of the famous large-format architecturally decorated
Qur’an discovered in the Sana‘a Mosque cache and
attributed to the Umayyad dynasty about 710-15 (Table 2).°
Three of these letter forms, the gaf, alif and lam/alif, are of a
type which Déroche has categorized as style C.Ia, and which
he attributes, cautiously, to the second hailf of the eighth
century.

The square format of the folio is also an indication of a
transitional type of manuscript. The majority of folios
written in Hijazi scripts are of vertical format,® whereas

TABLE 2: Early Kufic letter forms

Cat. 2 Dar al-Makhtutat, Sana‘a,
inv. 20-33.1

CE
Termineal gaf
(close to type C.Ia)

Initial ‘ayn/ghayn

Lamy/alif combination
(close to type C.la)

(close to type C.la)

ninth-century codices with fully mature Kufic script tend to
be quite strongly horizontal in format.” Significantly, other
Qur’an manuscripts which have this generally square format
include the Sana‘a Umayyad Codex, carbon-dated to the late
seventh century, but attributed by Bothmer to Umayyad
Syria ¢ 710-15, and the Tashkent Qur’an, which has been
carbon-dated to ¢ 700.%

Another calligraphic feature is the use of absolutely equal
spacing between letters, not just between the last letter of
one word and the first of the next, but between every letter
within a word that is not joined with a ligature. On the
present folio the space is almost invariably 1 cm. There is
very little variation, and it seems certain that the scribe’s
intention was to space all the letters equally. This notion is
supported by the fact that, if the whole word did not fit at
the end of a line, the scribe split the word to keep the
spacing even. As a result there is no spatial grouping of
letters in words and no spatial differentiation between letters
within a word and whole words. The same phenomenon is

present on Umayyad epigraphic inscriptions in stone and

mosaic, including the gold mosaic Qur’anic inscriptions in
the Dome of the Rock (completed 692; see fig. 1, page 11)
and two milestones from the reign of ‘Abd al-Malik, one
dated 705 (see fig. 2).° It quickly became a standard feature
of Qur’ans written in Kufic script. Interestingly, this
approach was also used by Byzantine scribes, particularly in
royal manuscripts of the Gospels: the text pages of imperial,
purple-dyed Bible codices made in Syria or Palestine during
the sixth and early seventh centuries have defined text areas
with equal spacing between all letters.!

There is no vocalization on the present folio, and this
may be a further indication of a relatively early date. The
traditional account of the invention of the red-dot system of
vocalization by the grammarian Abu’l-Aswad al-Du’ali
(d. 688) would indicate that it came into use during the
reign of the Caliph ‘Abd al-Malik (685-705). Even if this
account is not wholly accurate, and the scriptio plena
provided by vocalization developed more gradually,!' it is
certain that the majority of codices in Hijazi scripts do not
have red-dot vocalization, and the majority of codices in
fully formed Kufic do. Thus, the absence of vocalization
here, on a script that lies somewhere between Hijazi and
Kufic, is another indication of a transitional phase.

The letter-pointing consists of dashes of the same brown
ink as the main text, applied by placing the nib on the
parchment, but not drawing it along the surface, ie. the
shape of the dashes shows the shape of the nib-end. The
incidence of letter-pointing appears to follow a formal set of
rules. It is not used on all letters that use it in modern
Arabic, but it is used on those letters where necessary to
differentiate them from others of the same form within the
same word, or to make certain of grammatical aspects such
as the conjugation of verbs. For example, in the word
kuntum in the second line of the verso the nun is not
marked, but the ta 1s marked with two strokes above to
differentiate it from the other letters of the same form (nun
in this case) and therefore ensure the correct reading of the
word. The system seems to be that, in a word with two
letters of the same form, whichever letter comes first is not
marked and the second is marked. However, there are
exceptions. For example, in line 17 of the verso (verse 91)
the word bi-‘aziz has the first za marked, but not the second,
and in line 10 of the verso the final word of verse 88 —
uniybu — has no marks on either the nun or the ba, nor again
on the ya.

However, where a word has a prefix that uses the same

letter form as a letter within the word proper, eg. the bi of



Fig. 2: Milestone, Umayyad, 685-705 CE

bi-hafizin, this is not counted as two letter forms within the
same word, and neither is marked. Presumably knowledge of
Arabic grammar and of the text of the Qur’an was advanced
enough by this date to assume that a reader would know not
to mistake a prefix for a letter in the word proper. Generally
speaking ya never seems to be marked. In the word
yush’aybu in the third line of the verso, for instance, neither
ya is marked, but both the shin and the ba are marked. With
respect to correct grammar the application follows similar
lines and is most frequently. employed to differentiate
persons in the conjugation of verbs, eg. in the word natruka
in the fourth line of the verso both the nun and the ta are
marked, presumably because grammatically it would be
possible to mistake natruk (present tense first person plural
of the verb raraka) for yatruk or tatruk.

The single and fifth verse divisions are marked with a
short diagonal row of oblique dashes in the same brown ink
as the main text. These are of a type often seen on early
Kufic Qur’ans, including the Sana‘a Umayyad Codex, the
Tashkent Qur’an, and cat. 3 in this catalogue.

The decorative device that marks the tenth verse division
is of square format with a narrow knotted border-band and
an internal floral motif. It must have been drawn in brown
ink first and then coloured, as the example on the verso has
lost its colour and only the brown line drawing remains,

whereas the example on the recto still retains its red pigment

and infilling of brown ink, showing that the outer areas were
coloured and the floral motif left in reserve. The design of
this device relates to verse markers and sura heading devices
on other Qur’ans which have been attributed to the early
eighth century, including cat. 4 and the Tashkent Qur’an.”? MF

1 Another folio almost certainly from the same manuscript as the
present example is in the Irag Museum, Baghdad; see Munajjid
1972, fig. 45. An article on the textual aspects of this manuscript,
entitled ‘An Umayyad Fragment of the Qur’an’, is being drafted for
publication in the Journal of Qur’anic Studies by Dr Yasin Dutton.

2 (1. A Qur’an in the Dar al-Makhtutat, Sana‘a, discovered in the
Sana‘a Mosque cache, published by Bothmer (Bothmer 1987) and
attributed by him to ¢ 710-15; see also Amsterdam 1999, cat. 36-41.
Its leaves are almost all damaged around the edges, but even in this
condition they measure approximately 42 x 43 cm. (2. A very large
fragmentary Qur’an known as the Tashkent Qur’an, of which the
leaves measure, untrimmed, 54 x 69 cmn; see Singapore 1997, p. 28;
Déroche and Gladiss 1999, no. 5, p. 20; Paris 2001, no. 14, p. 37;
London 2004, 1no. 1. (3. A very large codex in the Seyyidna al-
Husain Shrine, Cairo; see Munajjid 1972, fig. 25. Its exact
dimensions are not known, but the scale is similar to the Tashkent
mushaf. (4. A fragment of a very large codex in the Museum of
Turkish and Islamic Arts, Istanbul; see Munajjid 1972, fig. 46. Its
exact dimensions are not listed, but it is similar in scale to (2. and (3.

3 Contrast with cat.3.

4 See Déroche 1983, no. 9, pl. VIL; Déroche 1992, cat. 3, pp. 32-33.
The latter pair of fragments are dated by Déroche to the late eighth
or early ninth century on the grounds that they are possibly a later,
post-Hijazi “venerating archaism”. The present author believes it
more likely that they are, straightforwardly, products of the primary
Hijazi styles of the late seventh and early eighth centuries.

5 Bothmer 1987; Amsterdam 1999, cat. 36-41.

6 See James 1980, no. 1, p. 14; Déroche 1983, pl. V; Kuwait 19853, nos.
3, 4, LI, 17; Singapore 1997, p. 26; Déroche and Noseda 2001.

7 E.g. the ‘Amajur’ Qur’an, dated before 875-76 CE, in the Museum
of Turkish and Islamic Arts, Istanbul; see Ettinghausen et al. 2001,
p. 75, fig. 118.

8 For the Sana‘a Qur’an see Bothmer 1987; Amsterdam 1999, cat. 36-
41; for the Tashkent Qur’an see Singapore 1997, p. 28; Déroche and
Gladiss 1999, no. 5, p. 20, Paris 2001, no. 14, p. 37; London 2004,
no. 1. The exact statistics for the carbon-dating are as follows: 68%
probability of a date between 640 and 705 CE, 95% probability of a
date between 595 and 855 CE.

9 See Nuseibeh and Grabar 1996, pp. 94-95; Grohmann 1967, no.1,
pl. IV; Safadi 1978, p. 11.

10 E.g the Rossano Gospels (Codex Purpureus Rossanensis), the
Codex Petropolitanus and the Vienna Genesis, all produced in Syria
or Palestine in the sixth century CE; see Cologne 1992, no. 1,
pp. 60-61; New York 1977, nos. 443, 444; Fingernagel and
Gastgeber 2003, no. 1.2, pp. 42-53.

11 See Bell and Watt 1970, p. 47-48.

12 See Singapore 1997, p. 26.
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Qur’an leaf in Kufic script

Hijaz, Yemen or Egypt

Qur’anic text written ¢ 720-50 CE, vocalization and colour added
¢ 10th century

Sura 88 (Al-Ghashiya), vv. 22-26; Sura 89 (Al-Fajr), vv. I-30

Folio from an Arabic manuscript written in Kufic script in brown ink
on parchment with fourteen lines per page. Letter-pointing is restricted
to a very few instances, all with two angled dashes to differentiate the
letter ta. The vocalization (probably added later — see below) is applied
using red and green dots, with some pale pinkish dots which may be
oxidized or faded browny-yellow, occasional red tashdid symbols
according the system of Khalil b. Ahmad al-Farahidi, and further
vocalization indicators in green. Original single verse divisions are
marked with vertical rows of two or three dashes. There are later

additions marking the verse divisions in red and

early date that diacritic and orthographic markings were not
yet in common use (perhaps 690-720 CE) and that coloured
decoration within the sura heading was not commonplace, or
that it was left unfinished at the original stage of production,
with just the brown textual script and the outline design of
the decorative features (the sura heading panel and the tenth
verse markers) drawn in brown ink. All the colouring and
certain other features seem to have been added by a scribe
or scholar with considerable theological knowledge perhaps
some two hundred years later. Analysing the various features
and examining when they were applied is a useful exercise,
for it increases our understanding not just of this folio, but
more generally of the style and development of Qur’an
manuscripts of the early period.

green, with small ha-shaped motifs at the fifth

verses and the word madanivan in a small hand in P “ i
o . 7 Terminal s B &
Kufic script in brown ink (see below for mim @b
explanation). Tenth verse divisions are marked
. . . - Close to Al B.Ib B.II Cla C.Ia
with square or rounded knot-motifs outlined in
brown ink decorated (probably later) in red Initial i g
p \ ) d avm § B
green and browny-yellow. These three devices
contain abjad letters in brown Kufic script to give a Bl CorD
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the exact verse count. The sura heading of Sura oo group
89 (Al-Fajr) is marked with a panel extending the Lamyalif ‘g“
whole width of the page. It is drawn in brown ink e
and the internal motifs are loosely vegetal and
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. N . Terminal
(perhaps for the inclusion of a sura title) and the q;;mma ‘*%
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lower panel, also blank, has been filled with an -
inscription enumerating the verse, word and letter Close to Cla DI
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The majority of the heading panel has been %g{ ig i h &
coloured in red, green and browny-yellow.
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The irregularity and lack of uniformity of the script are
notable. Several letters have widely varied forms within the
twenty-six lines of this folio, even on adjacent words or lines.
A few examples are worth noting, along with the categories
of Déroche’s system to which they relate (see Table 3).!
There are several letter forms that are closer to Hijazi than
to early Kufic or Kufic categories (for example, the terminal
Iam, which occasionally leans back in a ma’il style, and a few
examples of the alif, the terminal nun and the terminal ya).
In addition, the lineal discipline (ie. the imaginary ruled
straight line that runs under each line of script) is not yet
strict. Finally, there is little parallelism among the vertical
letter-forms, some sloping forwards, some back, and some
rising straight.

All these characteristics imply that the script was written
at a time when the development of Kufic had not been fully
realised. Hijazi is generally accepted as being the first Arabic
script used to copy the Qur’an; it was used from the first to
the seventh century, perhaps surviving into the early eighth.?
It is probable that the present example, with an erratic script
containing elements associated with both Hijazi and Kufic
and with relatively poor lineal discipline, dates from a stage
of calligraphic development between Hijazi and fully formed
Kufic. That would place it probably in the late seventh or
first decades of the eighth century.

The basic design of the sura heading, with a long lateral
panel extending across the page and a stepped increase in
height at the left end, the upper step of which fills the space
left in that line after the final word of the previous sura, is a
type which can be seen on several Qur’an folios, all of which
show archaic features and some of which have been
generally accepted as dating from the Umayyad period.?
That this design type is early is supported by the existence
of several other folios with related but even more primitive
forms of sura heading panel, all of which have scripts of
archaic type, with some features more in common with
Hijazi.*

The present leaf must have been executed in two distinct
phases, approximately two hundred years apart. The first
stage, probably in the mid Umayyad period, saw the writing
of a) the reddish brown script of the main Qur’anic text; b)
the vertical rows of dashes marking the verse divisions in the
same ink; ¢) the abjad letter kaf at verse twenty; and d) the
brown ink outline of the decorative features — that is, tenth
verse markers and the sura heading. The brown ink of the
outline of the tenth verse markers appears to be applied on
top of the ‘three dashes’ verse marker, but this was probably

a natural phasing of the original execution of the folio, for
the scribe certainly left a larger space between words at these
points than on single verse divisions, presumably to
accommodate some form of decorative device. It is also
noticeable that the device at verse 20 is slightly larger and
more complex than those at verses 10 and 30 (even only in
terms of the brown outline of the design, and disregarding
the colour), and the verse 20 marker is also the one that
contains an original abjad letter written in the same brown
ink as the Qur’anic text.

We can tell from the verse count of Sura 89 (al-Fajr)
marked on this folio that the original verse numbering was
organized according to a Hijazi tradition. It has thirty-two
verses, which was the verse count according to the Medinan
and Meccan traditions,® and originally there was no verse
marker after the word 9badi in the final verse (the green dots
at that point appear to be later additions). This does not give
us a firm geographical origin, but the Hijazi wradition
(whether Meccan or Medinan) was most often used in the
early centuries of Islam in the Hijaz, Yemen and Egypt.
There were two chronological phases to the Medinan
tradition: the early Medinan phase, which developed in the
second half of the Umayyad period; and the late Medinan
phase, which developed in the early ‘Abbasid period. The
Meccan tradition had developed in the first quarter of the
eighth century. The verse count for Sura 89 (Al-Fajr) was
the same for both Medinan traditions and for the Meccan
tradition, but the scholar or scribe who annotated it had the
advantage of being able to examine the whole codex,
whereas here we are restricted to one folio. Thus it is likely
that his indication of a Medinan rather than Meccan
tradition is correct. The writing of the Qur’an text and the
marking of the rows of dashes for single verses are both
original to the folio; the folio cannot therefore pre-date the
development of the Meccan verse-numbering tradition, and
probably does not pre-date the development of the first
phase of the Medinan tradition. Based, therefore, on the
evidence of the verse numbering, the original phase of this
folio could be estimated at 720-75 CE. Within this time-
span, the primitive nature of the script and the archaic form
of the sura heading panel would indicate an earlier date,
probably ¢ 720-50 CE.

It appears that the sura heading panel was originally not
coloured, either intentionally or because it was unfinished. It
is probable that the outline and the internal designs of this
feature and the tenth verse markers were drawn in brown ink

at the original time of production, but not coloured in, and



that the colour was added at the stage of the later additions.®
This is suggested for two reasons, first that the red and
green pigments of the sura heading panel and the tenth verse
divisions are exactly the same as those of the red dot
vocalization and the green additional verse division marker
at verses 31-32, implying contemporaneous application;’
secondly, the original design of the sura heading panel left a
large blank space in the central area which was probably
intended to contain the wording for a sura title, or perhaps
further coloured decoration.® The upper tier of the panel and
the left and right ends were coloured in red and green, but
the majority of the lowest strip was left blank and now
contains a later inscription. Why should the lowest tier of the
panel have been left blank? Surely not for the sura title,
because there was a better space for this in the main central
part of the panel. At least four examples of uncoloured sura
heading panels of similar design to this are published, which
show what the present one might have looked like before the
later addition of the colour. Significantly, two of these folios
also lack vocalization.’

At a much later date, probably in the third century AH,
several features were added to the original brown Qur’anic

text verse markers and sura heading outline: the folio was in

effect brought up to date. It was annotated using different
coloured inks probably, judging by the type of information
added, by a Qur’anic scholar or a professional Qur’anic
scribe. The additions consist of a) all the coloured
vocalization (the dots, the tashdids etc.); b) the small stylized
ha-shaped motifs in a greyish-brown ink that are positioned
alongside the three vertical dashes at the fifth verse marks;
¢) the word madaniyan in tiny letters at the same locations;
d) the vertical rows of red verse marker dots at the same
points; e) the vertical rows of green verse marker dots in the
final line of the verso; f) the small brown inscription written
in a more cursive hand that has been squeezed into the
lowest tier of the sura heading space. The wording of the
later inscription in the sura heading panel is as follows:

“The chapter of the By the Dawn thirty and two [verses
according to] the two Medinan [traditions] and thirty Kufan
and twenty nine Basran the difference [between them] being
four verses it was revealed at Mecca and it is one hundred
and thirty seven words and it is five hundred and sixty one
letters ....”

The later scholar or scribe has effectively annotated the
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folio according to the Medinan, Kufan and Basran traditions
of verse numbering." The Medinan verse count was the
original, but he has spelt it out in words, and at the same
time added the other two traditions in colours. The word
madaniyan, which appears both in the explanatory
inscription in the sura heading panel and at the fifth verse
divisions, is diagnostic. It is the dual form of the word
madani, meaning ‘the two Medinan’ traditions explained
above, and it indicates not only that the scholar or scribe
knew both forms of the tradition, but that he cannot have
written it until both forms of the Medinan tradition were
established, around 775 CE. In fact the inscription was
probably written considerably later, because, although these
traditions (and the Meccan, Kufa, Basran etc.) developed in
the eighth century, they were not classified until the late
ninth and early tenth century and their nomenclature was
not widespread until well into the tenth century.! The scribe
or scholar has used both the red and green dots of the
traditional vocalization system (said to have been invented
by Abuw’l-Aswad al-Du’ali in the late seventh century and
refined by his followers Nasr b. Asim and Yahya b. Ya‘mur in
the early eighth century) and certain symbols, particularly
the red tashdid, of the system associated with Khalil b.
Ahmad al-Farahidi (d. 786 CE). Like the traditions of the
verse count, Khalil’s diacritical and orthographic system,
although apparently invented in the second half of the eighth
century, does not seem to have come into common use on
Qur’ans until the tenth century.'? Thus the evidence of both
the verse-count nomenclature and the use of the ‘al-Khalil’
system of diacritics would indicate a date for the additions to
this leaf of around the middle of the tenth century. MF

1 Déroche 1992, pp. 38-47.

2, Ibid, p. 28.

3 They are as follows: (1. Dar al-Makhtutat, Sana‘a, inv. nos. 15-18.1,
described as early, and the script related to Hijazi; (2. Dar al-
Makhtutat, Sana‘a, inv. nos. 20-29.1, described as early; (3. Dar
al-Makhtutat, Sana‘a, inv. nos. 15-27.3, described as probably
Umayyad, which also has a blank space left for a sura title in the
central area of the panel; (4. Dar al-Makhtutat, Sana‘a, inv. no.
20-33.1, described as Umayyad (this is the famous Umayyad

I0

1I

Qur’an manuscript with an architectural frontispiece, estimated by
Bothmer to date from ¢ 710-15 CE); (5. A manuscript in two
principal fragments, divided between the Haram al-Sharif,
Jerusalem (inv. no. 5) and the Dar al-Makhtutat, Sana‘a (inv.15-
30.1), described as second century AH; this also has a probably
later sura title squeezed in unnaturally between the panel and the
basmaliah. For all these folios see, respectively, Kuwait 1985
(Masahif Sana‘a catalogue), nos 29, 353, 38, 45, 49; see also Bothmer
1687; Amsterdam 1999, nos. 39-41, 44; Khader 2001, pp. 49-55;
and Déroche 1992, no. 17, p. 65.

(1. A folio from a Qur’an in the Topkapi Saray Library, inv. no. 194,
in primitive Kufic script; (2. A folio in the Bibliothéque nationale,
Paris, or. arabe 334, which is in a Hijazi script. (3. A folio, Dar al-
Makhtutat, Sana‘a, inv.no. 00~-28.1. (4. A folio, Dar al-Makhtutat,
Sana‘a, inv.no. 17-25.1, which also has a space within the panel for
the sura title. For illustrations of these see Munajjid 1972; Déroche
1983, no. 9, pl. VIL, no. 51, pl. XII; Kuwait 1985, nos. 17, 42.

I am indebted to Dr Yasin Dutton for his guidance on the subject of
verse numbering traditions and their development and usage.
Déroche states that his study of early Qur’an manuscripts indicates
that in most cases the artist first drew an outline of the illumination
and decorative devices: Déroche 1992, p. 22.

The pigments were viewed under x60, x80 and x100 magnification.
Both options can be seen on other sura headings of similar style and
from the same period; see the examples listed in note 3 above.

(1. A leaf in the Dar Al-Makhtutat, Sana‘a, inv. 15-27.1; Kuwait
1985, no. 34. (2. A leaf in the Bibliothéque nationale, Paris, or. arabe
333¢; Déroche 1983, no. 56, pl. XV. (3. Two fragmentary folios in
the Khalili Collection, inv. nos. KFQz7, 28, which also lack
vocalization; Déroche 1992, nos. 7-8, pp. §3-55.

This approach is echoed in the use of different coloured
vocalization dots on early manuscripts of the Qur’an to indicate
variant readings of the text, according to the different traditions of
the Seven, the Three after the Seven, and so on. This phenomenon
has been analysed in detail in Dutton 1999-2000; see also Dutton
2001 and Dutton 2c04.

The different traditions of verse numbering are distinct from but
related to the traditions of the different ‘readings’ of the text, of
which the classification into seven formal traditions is associated
principally with the scholar Ibn Mujahid (859-935 CE).

Several Qur’ans of the tenth century use both systems, the earliest
published example being dated 292 AH/go5 CE (Chester Beatty
Library, Dublin, Ms. 1417; James 1980, no. 12, p. 26). But the few
datable Qur’ans of the ninth century still use only the coloured dots
of the earlier tradition (eg. the ‘Amajur’ Qur’an, datable to before
262 AH/875-76 CE; Ettinghausen er al. 2001, no. 118, p. 75).



Large Qur’an leaf in Kufic script

Near East or North Africa
8th century, probably Umayyad
Sura 4 (Al-Nisa’), vv. 123-30

Folio from an Arabic manuscript on parchment written in Kufic script
with sixteen lines per page. There is no original letter-pointing. The
letter-pointing now present, consisting of brown ink dashes, is a later
addition. The vocalization consists of red and green dots. Single verse
divisions are marked with a short row of three diagonal brown ink
dashes. The fifth verse divisions are marked with a slightly larger letter
alif drawn with a thin nib in brown ink and infilled with decoration in
brown and green. (From other published folios of the same manuscript
we know that the tenth verses were marked with a knotted motif also
decorated in brown and green).’ The ink on the verso, which is the hair
side, has worn and been re-inked at a later date.

FOLIO 32.4x 39.1 cm

TEXT AREA 24 X 31.5 ¢cm

This folio comes from a widely dispersed manuscript of the
Qur’an that is notable for its singular script and for several
archaic features. The script is characterized by a strong
degree of horizontal stretching (imashq), a very rounded
form to the terminal nun that visually punctuates the page,
and a relatively tightly spaced layout, both in terms of the
number of words and letters per line and in terms of the
number of lines per page. There are other idiosyncrasies of
the script, such as the distinctive medial fa/gafand ‘ayn that
sit above the line of script, attached by a very thin ligature to
the base line. All these have led Francois Déroche to assign
the manuscript a script category all of its own.?

Déroche links the style to two inscriptions of the eighth
century, one dated 100 AH/718-19 CE, the other dated 160
AH/776-77 CE.* The terminal forms of the ‘ayns and ghayns
in the present script are notable for their extended tail that
loops back below the line further than in other styles.
However, there are two manuscripts in which the terminal
‘ayn/ghayn form has at least some resemblance to the present
example. One is a large fragment of eighty-one folios written
in Hijazi script probably dating from ¢ 700 CE, and the
other is a monumental copy of the Qur’an discovered in the
Sana‘a Mosque cache and attributed to the Umayyad
dynasty ¢ 710-15 CE.* A visual comparison of these three
forms is useful (Table 4).

Cat. 4

Russian Academy of
Sciences, St Petersburg,
inv. no. E-20

TABLE 4

Dar al-Makhtutat, Comparison of

Sana‘a, inv. 20-33.1

terminal ‘ayn/ghayn

Other features of cat. 4 that might be associated with early
styles include the lack of original letter-pointing. The
letter-pointing now present is almost certainly a later
addition, as it is applied in a much more crude and irregular
manner than the script, and on the whole uses a darker ink.
However, an examination of this ink under x60 and x100
magnification shows there to be a similar amount of drying
and cracgelure as on the main script. It is likely therefore
that the letter-pointing was applied within perhaps a century
or two of the main script. If this manuscript does date from
the eighth century then (as in cat. 3) the letter-pointing
might have been added in the tenth century.

The single verse dividers consist of a row of three angled
dashes applied in brown ink. This is a form that appears
mostly on Hijazi and early Kufic material, later examples
more often employing a small gold rosette or roundel
between verses. Other manuscripts and leaves on which a
row of angled dashes is used for verse markers include
several fragments in Hijazi script, including the famous
monumental Qur’an found in the Sana‘a Mosque cache and
dated by Bothmer to about 710-15 CE, another fragment
from Sana‘a also attributed to the eighth century, and several
others probably from the eighth century (including cat. 2).°

In a similar vein, the fifth verse markers on this Qur’an
leaf are unusual, consisting of a large letter alif drawn in
brown ink and segmented internally in brown and green (the
example on the present folio is faded, but other folios from
this manuscript have retained the brown and green
pigments). The most common device for marking the fifth
verses, if indeed there was any special device, was a Kufic
letter ha in gold, representing the number five in the abjad
system. On some early Qur’ans, such as the monumental
codex known as the Tashkent Qur’an, which has been
carbon-dated to ¢ 700 CE, the fifth verse markers appear as
small devices of circular or square format decorated
predominantly in red, green and brown.®

Interestingly, the proportion of the width to height of the



Fig. 3. Sura heading on another folio from the same manuscript as cat. 4 (private collection)

text area of cat. 4 is 1.33 (3:4 as a ratio).” This proportion is
known as the rectangle of Pythagoras, made up of two right-
angles triangles.® The study of the use of geometric forms
and classical proportions in early Qur’ans (as well as early
Islamic architecture) is an area of growing interest. Déroche
mentions that several Qur’an folios in the Khalili Collection
are organized along principles of Pythagorean rectangles and
triangles, and he indicates that the Pythagorean proportion
1.33 was more often used on Qur’ans that are thought to be
relatively early, perhaps dating from the eighth century CE.?

The sura heading panels of the present Qur’an also
exhibit early features. The general design has a decorated
horizontal panel as the main feature, with a palmette
extending into the margin on the outer end and a similar
To0t or base palmette at the inner edge. Neither the end
palmettes nor the lateral panel shows any use of gold, the
design being coloured with brown and green on reserved
areas, with some use of red. It appears that the sura titles
(see fig. 3), written in red Kufic script, were a subordinate
aspect of the design as they were squeezed in above or below
the main panel in a slightly smaller script.’® However, the
calligraphic style of the red lettering is exactly the same as
the brown script of the main text, and was probably written
by the same original scribe. Another Qur’an fragment in a
Kufic script that Déroche has dated to the late seventh or
early eighth century has a similar instance of the sura tide
squeezed in in red ink."! In later Kufic Qur’ans of the ninth
and early tenth century the sura headings were more often
designed with the sura title as the main feature, often written
in gold, with a palmette extending into the margin.*?

One further notable feature of the decorated panels of
this Qur’an, and a further pointer to its early date, is the pair
of square devices with knotted borders and an internal

quatrefoil floral motif visible at the right side of the
illustration above. This exact design also appears as the
tenth-verse marker of cat. 2, the large (probably) Umayyad

folio with primitive Kufic script. MF

-

Déroche 1992, no. 66, p. 122.
Style F; see ibid., pp. 46-47.
Ibid, p. 42.

EENERVE A N

Russian Academy of Sciences, St Petersburg, inv. no. E-20; see Paris
1995, NO. I, pp. 112-13; Dar al-Makhtutat, Sana‘a, inv. no. 20-33.1,
see Bothmer 1987; Amsterdam 1999, nos. 36-41.

5 See also Déroche 1983, no. 9, pl. VII; Déroche 1992, nos. 8, 11, 27;
Munajjid 1972, fig. 45; Kuwait 1985, nos. 17, 25, pp. 56, 52;
Bothmer 1987; Amsterdam 1999, nos. 33, 40, 43. A description and
discussion of this feature is given in Déroche 1983, p. 27, and
Déroche 1992, p. 21.

6 The statistics for the carbon-dating are: 68% probability of a date
between 640 and 705 CE, 95% probablity of a date between 595
and 855 CE. See Fendall 2003, no. 2; Christie’s 1992, lot 225.

7 Taken as an average of the present folio and three other published
folios.

8 The text area of cat. § has the same proportions.

9 Déroche 1992, p. 20-21. He indicates that proportions of 1.5 (2:3)
and 2 (1:2) are used on later Qur’ans. Related ideas are being
explored further by Alain Fouad George in a PhD thesis presented
to Oxford University. For a geometric and proportional analysis of
an early Mamluk Qur’an see Fraser 2005.

10 Other sura headings from this Qur’an are illustrated in Christie’s,
15 October 1996, lot 47, and Sotheby’s, 29 April 1998, lot 2 (here
fig. 3).

11 Ilustrated in Déroche 1983, no. 19, p. 68, pl. IV, A. The definition
of the calligraphic style of that folio is Bl.b, which Déroche links to
inscriptions of the late seventh and early eighth centuries; see
Déroche 1992, p. 35.

12 The ‘Amajur’ Qur’an, datable to before 875-76 CE, uses this style;

see Déroche 1983b; so does a manuscript in similar calligraphic

style in Qayrawan, dated 9o7-09 CE; see Ettinghausen et al. 2001.
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Large Qur’an leaf in gold Kufic script

Near East or North Africa
Late 8th—early 9th century
Sura 38 (Sad), vv. 4-22

Folio from an Arabic manuscript on paper written in gold Kufic script
on parchment with fifteen lines per page. There are very few examples
of original letter-pointing; these are very thin and faint and are applied
in the same pale brown ink as the brown outline of the gold script
they appear to have been applied with the same nib. The dark, visually
obvious letter-pointing is a later addition. The vocalization is applied
using red and blue dots. Each individual verse division is marked with a
diagonal row of gold dashes, each outlined in brown, placed so close
together as to appear as a single diagonal line. Fifth verse divisions are
marked with a stylized letter ha in gold Kufic script within a gold
roundel. Tenth verse divisions are marked with an illuminated square
device containing an abjad letter giving the exact verse count. The text
area is surrounded by a band of plait motifs drawn in brown ink and
illuminated in gold, red, green and blue on reserved ground. The
corners and mid-points of the bands have square knotted motifs in gold
and a stylized vegetal motif extends into the margin from the mid-point
of the outer band.

FOLIO 27.4 x 36.8 cm

TEXT AREA 18.6 X 27.5 cm

BORDERED AREA 22.5 X 30 cm

This magnificent folio is from the second volume of a well-
known Qur’an written entirely in gold script and with every
pagé surrounded by an illuminated border. The entirety of
the first volume and most of the second volume are in the
Nuruosmaniye Library in Istanbul, while individual leaves
from the second volume are found in major collections in
Europe and the United States.

The technique of chrysography (writing in gold) differs
from that of ordinary calligraphy in brown ink. Instead of
dipping the nib of the stylus into ink and drawing it across
the page to form the letters, the chrysographer first wrote
the text in a liquid glue. Next the gold was applied on to the
glue, automatically assuming the basic calligraphic form of
the glue ‘script’. As this would have left the script with a
slight lack of definition and clarity, the letters were outlined

and internally delineated in brown ink.

"This folio is from one of only a handful of Qur’ans
written in gold Kufic script.? The manuscript from which it
came, along with the famous Blue Qur’an (see cat. 10),
which is of similar dimensions, is much the largest of this
group of Qur’ans. It is characterized by its richness and
luxury, and must have been an extremely costly undertaking.
It is almost inconceivable that it was commissioned by
anyone lower in rank and wealth than a prince or powerful
regional governor, and it is quite possible that it was a
caliphal commission.

There was an early Islamic precedent for the writing of
the Holy Word in gold. The tenth-century scholar Ibn al-
Nadim, author of the Kirab al-Fihrist, tells us that in the
early eighth century “the first person to write copies of the
Qur’an at the very beginning and to be praised for the
beauty of his script was Khalid b. Abi’l-Hayyaj [...] who
composed the inscription on the gibla of the Mosque of the
Prophet [...] in gold, from ‘By the sun and its morning light’
to the end of the Qurian.[*] It is also related that ‘Umar b.
‘Abd al-‘Aziz[*] said, ‘T wish you to transcribe a copy of the
Qur’an for me on the same lines’, and he made him a copy,
taking great pains about it. ‘Umar began to leaf through it
and to show his appreciation, but he found the price too
high and returned it to him”*

In addition to the obvious luxury aspects of the
manuscript, there are several interesting features worth
noting. The original letter-pointing is applied using thin
brown dashes, of the same ink as the outline of the script.
There are also sporadic additional instances of letter-
pointing in black ink in a coarser hand, which appear to be
later additions. The script has been identified as type D.1Iv of
Déroche’s categorization,® but many letter forms are closer
to type D.I. Certainly the D category offers generally the
closest comparison.

The individual verses are marked by a diagonal row of
three gold dashes, placed so close together that they appear
almost as a single stroke. This form of verse marker is
relatively archaic, and seems to have been used mostly on
carly Qur’anic manuscripts, several in calligraphic styles
such as Hijazi that indicate an Umayyad origin. The row of






dashes on the present leaf is much neater and more carefully
applied than these very early examples, but the form itself
nevertheless seems to be an early one.” The majority of
Qur’an manuscripts written in what might be termed a
mature Kufic script employ small gold roundels, illuminated
rosettes or clusters of gold dots between verses.® The tenth
verse markers use the abjad system to record the exact verse
count. Sadly, no folios have been published that show a
sixtieth verse, from which we would be able to deduce
whether the eastern or western abjad system was being used,
and hence get some approximate indication as to the
geographic origin of the manuscript.

An examination of the first volume of this manuscript
reveals that the scribe demarcated several additional textual
divisions. Many early Qur’ans had markers for single, fifth
and tenth verses, suras, and sometimes juz’and hizb
divisions. Some manuscripts also had markers (either
decorative devices or explanatory words) for divisions of
sevenths.® The manuscript presently under discussion has
marginal markers, in the form of explanatory words written
in gold Kufic script, for fifths, sixths, sevenths and tenths, as
well as the more usual thirtieths (juz’, pl. ajza’). However,
these extra divisions are not always consistently noted, some
being omitted for no apparent reason.

The sura titles are written in exactly the same script as
the main body of the text and at exactly the same scale. No
extra space has been left for a sura heading panel, so the
decorative panel that has been drawn round the wording of
the title is relatively small and tightly fitted to the space. It
consists of repeating trefoil devices (vaguely resembling a
floret of broccoli or cauliflower) in reserve on a green or
orange ground.

The first volume, which is exactly half the Qur’an,
numbers 208 folios. Thus the whole codex must have
contained around 416 folios. The opening of the first volume
has three double pages of illumination surrounding the
opening text, and a series of illuminated tables containing
Arabic letters in square compartments. The scribe has used a
relatively tightly spaced style, with fifteen lines of script per
page and several words on each line. The visual result is a
block of gold on a pure white ground. The sense of a text
‘block’ is reinforced by the use of the border band to
surround the text on every page, further delineating its
edges. It is as if the border band provided a kind of sacred
cordon sanitaire round the text, marking it out as an area of
holiness, a calligraphic haram. The dimensions of the text

block are also worth noting. Measured from the outer edge

4%

Diagram showing proportions of text block of cat. 5

of the border band, the dimensions are 22.5 cm high and
exactly 30 cm across. This gives a ratio of exactly 3:4, or
1.33 recurring expressed as a quotient. This proportion is
known as the rectangle of Pythagoras, made up of two right-
angles triangles.® In our case the two sides of the rectangle
are 22.5 cm and 30 cm, and the length of the hypotenuse is
exactly 37.5 cm. Thus the square of the hypotenuse is equal
to the sum of the square of the other two sides.

The study of the use of geometric forms and classical
proportions in early Qurans (as well as early Islamic
architecture) is an area of growing interest. Déroche
mentions that several Qur’an folios in the Khalili Collection
are organised along principles of a Pythagorean rectangles
and triangles, and he indicates that the Pythagorean
proportion 1.33 recurring was more often used on Qur’ans
that are thought to be relatively early, perhaps dating from
the second half of the eighth century CE." An eighth-
century date for the present folio would accord with the
slightlyk archaic single verse markers noted above, but would
be an early example of the ‘D’ styles of Kufic script, the
majority of which date from the second half of the ninth
century.”

Another feature of the Gold Qur’an that can be
associated with early manuscripts of the Qur’an is the
presence of the continuous border-band surrounding the
text on every page. Many Qur’ans in Kufic script have
partial border-bands framing the text on particular pages,
for instance where a juz’division or sura heading falls, and
these range in date from the early eighth century to the
tenth,® but only one other published manuscript has the



border band on every page. This is a fragmentary codex
discovered in the Sana‘a Mosque cache, dated by Bothmer
to the eighth century."

The design of the marginal palmette that extends from
the border band on every page of the present Qur’an is
interesting and worth examining. The base of the device is
flanked by two downward-curving motifs in green. Their
form is essentially foliate, but also resembles the winged
motifs, borrowed from Sassanian art, seen in much early
Islamic art from the Umayyad period onwards. The upper
part of these foliate motifs spreads laterally, forming a base
from which ‘grow’ several essentially vegetal forms, which
Déroche has called “golden pine cones” and
“pomegranates”.”* They are arranged roughly in two
registers. The three larger motifs in the lower register do
resemble pine cones, but they also echo the shape of a
candle flame, and the smaller two in the lower register and
all the motifs in the upper register do resemble stylized
pomegranates, but they also resemble miniature glass
mosque lamps.'* The resemblance between these forms —
pine cone and candle, and pomegranate and mosque lamp —
is convenient, and has probably been consciously exploited
by the illuminator, who has chosen to mix the symbolism of
trees with that of light and lamps, all of which are frequently
mentioned in the Qur’an, to produce a kind of tree of light.
This combination of symbolism is explicit in Sura 24 (Al-
Nur — the Chapter of Light), v. 35:

“Allah is the Light of the heavens and the earth. The
similitude of His light is as a niche wherein is a lamp. The
lamp is in a glass. The glass is as it were a shining star. [This
lamp is] kindled from a blessed tree, an olive neither of the
East nor of the West, the oil of which would almost glow
forth (of itself) though no fire touched it. Light upon light.
Allah guideth unto His light whom He will ....”"" MF

1 An inventory records the first volume still in Istanbul in 1756, but it
was in the United States by 1904, when it was acquired by Robert
Garrett, a keen collector and bibliophile. It is not known how the
volume arrived in the United States. Robert Garrett donated the
manuscript to Princeton University, where it remained until 1942.
In 1942 Princeton sold it to Robert’s brother John Work Garrett.
When John Work Garrett died a few months later, he bequeathed
the manuscript, along with approximately 30,000 other rare books,
to the Johns Hopkins University, Baltimore. In 2000 the manuscript
was returned to the Nurusomaniye Library as a gift by the Johns
Hopkins University to the Republic of Turkey, rejoining the second
volume, which had remained in Istanbul. The first volume is
complete, whereas the second has several lacunae. The majority of
folios in the second volume have Ottoman-period catchwords

written on the verso, probably added during a restoration or
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binding process. However, several of the detached folios, including
cat. 5, do not have these catchwords, implying that they were
separated from their host volume beforehand (for other examples of
this, see Déroche 1992, p. 91). Single leaves or bifolia from the
manuscript are to be found in collections including those of the
Cleveland Museum of Art, the David Collection, Copenhagen, and
the Nasser D. Khalili Collection, London. For the latter two see
Folsach 2001, p. 55; Déroche 1992, no. 41, pp. 90-91. The five folios
in the Khalili Collection were also exhibited in the exhibition
Heaven on Earth: Art from Islamic Lands at the Courtauld Institute in
2004; see London 2004, cat. 2, pp. 52-53.

Two others written in Kufic script on white parchment are
published in Paris 1982, nos. 337 (ten lines per page, 18 x 26 cm)
and 346-48 (five lines per page, 15 X 20.5 cm).

The phrase ‘By the sun and its morning light’ is Sura 91 (Al-
Shams), v. 1.

Umayyad Caliph, reigned 717-20 CE.

Fihrist, I, p. 11, and Stanley 1995, p. 7. This quotation is interesting
not just for the light it sheds on the copying of the Qur’an in gold in
epigraphic and calligraphic form, but also for the fact that it implies
that Khalid b. Abi’l-Hayyaj was asking to be paid for the work he
had done. Despite that fact that he was asked (ordered?) to carry
out this commission by the Caliph, he seems to have produced the
manuscript on a speculative basis and then tried to sell it to ‘Umar.
This is surprising to say the least.

Déroche 1992, pp. 44-45, and specific reference on p. 90.

See the line drawings and discussions in Déroche 1983, p. 27, and
Déroche 1992, pp. 21-23.

Déroche 1992, pp. 21-23; see also here cat. 8, 13, 14.

The famous Blue Qur’an (see cat. 10), for instance, was actually
physically divided into sevenths and bound in seven volumes; see
Stanley 19953, p. 10.

The text area of cat. 4 has the same proportions.

Déroche 1992, pp. 20-21. He indicates that proportions of 1.5 (2:3)
and 2 (1:2) are used on later Qur’ans. Related ideas are being
explored further by Alain Fouad George in a PhD thesis presented
to Oxford University. A geometric analysis of an early Mamluk
Qur’an is given in Fraser 2005.

Déroche 1992, p. 37.

The earliest is the well-known monumental manuscript with an
architectural frontispiece discovered in Sana‘a (see Bothmer 1987
and Amsterdam 1999, nos. 36-41). For a later example see James
1980, no. 7, p. 20, and Sotheby’s 2000, lot 32. A continuous ruled
frame round the text on a manuscript in the Khalili Collection, inv.
no. QUR306, is a later addition; Déroche 1992, no. 59, pp. 112-13.
Amsterdam 1999, 10S. 42-43, PP. 104-05.

Déroche 1992, p. 91.

That mosque lamps of that form were known in the early Islamic
period is attested by their representation on the architectural
frontispiece of the large Umayyad Qur’an discovered in the Sana‘a
Mosque cache; see Bothmer 1987, Amsterdam 1999, no. 36.
Translation by M. Pickthall.
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Two large Qur’an leaves in Kufic script

Near East or North Africa
About 850-950 CE

Folio A: Sura 11 (Hud), vv. 17-41
Folio B: Sura 12 (Yusuf), vv. 29-54

Two large folios from an Arabic manuscript written in Kufic script in
brown ink on parchment with eighteen lines per page. There is no letter-
pointing. The vocalization employs an extended system in which red
and green dots provide fatha, kasra and damma, and in addition the
medial long alif is marked with a vertical red line (but not always where
needed) and a horizontal green line marks wasl; tashdid is sometimes a
red circumflex and occasionally a red symbol close to the modern
tashdid mark (like a tiny letter w), but often is not marked at all. There
are no single or fifth verse divisions. Tenth verse divisions are marked
with a simple red circle.

FOLIO 39.7 X 54 cm

TEXT AREA 3I X4IcCm

Although at first glance the script of these remarkably large
folios has a slightly primitive feel to it, this probably does not
indicate a particularly early date. On close examination of
the letter forms it is apparent that the basic graphic elements
are closest to styles D.1-D.va of Déroche’s categorization,
scripts mostly of the late ninthto eatly tenth century CE,
while the alif and terminal gaf are closest to style C.1. There
are one or two calligraphic idiosyncrasies, such as one
instance of a terminal mim that has a thin, drooping tail (v.
34r, line 9, final word).! The folio is unusually large, but the
text area is well filled with eighteen lines of quite tightly
spaced script.? Furthermore, there is almost no use of mashg
(horizontal stretching of letters or ligatures), and no
artistically inspired non-functional aspects of the script,
except perhaps the terminal ya, which is enlarged and
extended slightly beyond its functionally necessary form.

The vocalization is similar to that of cat. 12, but has here
been applied in a very idiosyncratic way. Not every instance,
for example, of a tashdid has the relevant marker, and this is
the same for all the vocalization symbols.

The fact that there are no markers between verses is not
necessarily an archaic feature. Even folios written in the
Hijazi scripts, generally though to be the earliest group of
scripts, had some form of simple demarcation between
verses, mostly a vertical, horizontal or diagonal row of brown
ink dashes.?> Most of the Qur’an leaves that employ scripts of
type D have more elaborate verse markers consisting of
small gold rosettes or triangular clusters of gold or coloured
dots.* In this case there are no markers for individual verses,
and some instances of tenth verses marked merely with a
simple red circle, in this case verse 20 of Sura 11 (Hud)on
folio A and verse 50 of Sura 12 (Yusuf) on folio B.

On line fifteen of the verso of folio A (v. 39), the scribe
omitted the final word yujzihi, but realised his mistake
straightaway and added it in small letters above the final ba
of the previous word in the same brown ink as the rest of the
text. Then, at the beginning of the next line he mistakenly
included the word min, which he then partially erased,
presumably at the same time. In three places on the recto of
folio A the original scribe omitted words from the text which

were added later in the same red ink as the vocalization dots.
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These are line 10, rabbihim; line 11, wa’l basiru; line 15,
amthalna.

The use of red ink written in a different, non-Kufic,
hand to correct these latter three mistakes implies that they
were corrected at a different stage of production from the
brown Kufic correction mentioned above.

All these aspects would point to this folio and the
manuscript from which it came having been a more
functional production of the late ninth century. Like cat. 12
it was probably a Qur’an of which the primary role was
scholarly rather than artistic, essentially a working copy of
the Qur’an rather than a show copy.® It may have been made
for a mosque or madrasa, the extra vocalization marks being
included as aids to reading, teaching or exegesis.

Turthermore, these features suggest that the script,
vocalization and red corrections might have been applied at
different, though probably temporally close, stages.* The
brown script may have been the work of a professional
scribe, while the red vocalization and corrections would have
been completed by the customer imam or shaykh on receipt
of the codex. Perhaps it could have been the case that the
patron wanted a copy of the Qur'an with just the basic
consonantal script, on to which he could then add the
vocalization and certain other annotations according to his
own needs. He might have instructed a professional scribe,
perhaps in a commercial scriptorium or in that of the
fosque or madrasa, then have added the vocalization and
variant words himself. It may be that this was a common
system during the period, and there are several other Qur’an

manuscripts in Kufic script which have a similar system of
vocalization and a general style corresponding to the present
folios, not so much in terms of the exact letter-forms, but
rather in their script’s lack of artistic ambition, tight spacing
of words on the line and lines on the page, and functional

feel” MF

1 Cf. cat. 13, 14.

2 Compare, for instance, the number of verses of the Qur’an
contained in this folio, Le. 25, with the number in other folios which
use the D group of scripts: cat. 9 has just over one verse, and cat. 14
has seven.

Déroche 1983, p. 7; Déroche 1992, p. 2I.

Déroche 1992, pp. 22-23.

Contrast the visual and aesthetic impact of this folio with cat. 7, 8, 9.

AN W W

As is implied by Stanley when he discusses another folio from this
Qur’an: Stanley 1995, no. 2.

7 Cat. 12; a folio in the National Library in Tunis (see Paris 1982, no.
354); a folio published by Bernard Quaritch Ltd in 1995, see
Stanley 1995, no. 1; Christie’s, 14 October 1997, lots 38 and 471;
Sotheby’s, 22 April 1999, lot 2; and perhaps a second folio in the
National Library in Tunis (Paris 1982, no. 340; Lings and Safadi
1976, 0. 21).
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Large illuminated Qur’an bifolium in
Kufic script

North Africa or Near East
Late gth century
Sura 2 (Al-Bagara), vv. 196, 199-200

Bifolium in Arabic in dark brown ink on parchment with seven lines of

script per page. There is no original letter-pointing and the vocalization
consists of red, yellow and green dots. Single verse divisions are marked
with triangular arrangements of gold dots, and tenth verse divisions are
marked with roundels in red and gold containing the exact verse count

in gold Kufic script.

FOLIO 27.2 x 36.2 cm

TEXT AREA 14.3 X 23.5 cm

The script of this large bifolium is very close to that of the
well-known Amajur Qur’an, a manuscript on parchment
given as a wagl (endowment) to a mosque in Tyre by the
‘Abbasid governor of Damascus, Amajur, in 875-76 CE.The
Amajur Qur’an has only three lines of script per page, while
here there are seven. However, the individual letter-forms are
unmistakably similar.! A dating for the present bifolium in

the second half of the ninth century is further supported by

several other Qur’ans written in a similar script which are

either dated or have dated wagfinscriptions ranging from
847 to 911 CE.?

It is perhaps possible to define this style of script as the
mature ‘Abbasid Kufic (see also the scripts used on the
present cat. 8, 9 and 11).* It seems to occur approximately a
century after the dynasty came to power, and lasts for nearly
another century before innovations, such as elements of so-
called Eastern Kufic, start to creep in.Its style can be
characterized as follows - a well-executed, elegant script,
with strong horizontal stretching (mashq) of letters and
ligatures, and vertical letter-forms which provide a visual
balance to the horizontal stretching, but are not yet in
themselves a focus of emphasis (contrast this to the present
cat. 14); a relatively wide and even spacing of the letters
along the lines and of the lines on the page (often five or
seven lines per page, sometimes three, and even in cases of
nine or eleven lines per page the spacing is in proportion to
the smaller script and still provides a feeling of
spaciousness); a typical horizontal format for the text area
and page; few or no original letter-points; a regular visual

rhythm; sura headings, where present, of which the main



feature is often simply the title written in gold Kufic with an

adjacent illuminated palmette, or sometimes the title in
reserve on a panel of predominantly gold illumination.*
There seems to be an emphasis on the graphic qualities and
visual impact of the script itself, and the decoration of the
sura headings is simplified to fit in with this aesthetic. The
notion that this was an intentional artistic approach is
supported by the absence of original letter-pointing on this
and other scripts of this type. Where present, they are often
very thin, faint nib touches, designed to be used for textual
accuracy where absolutely necessary, but almost invisible
unless closely inspected.® (The absence of letter-pointing in
this case should not be confused with the quite separate and
unrelated absence, or at least random application, of letter-
pointing on early manuscripts in Hijazi script, which was
due to the relatively primitive state of calligraphic and
orthographic development in the seventh and early eighth
century.) In the present case letter-pointing had been known
and used for well over a century, but seems to have been
intentionally omitted in many scripts of this type. These
‘mature’ Kufic scripts have an austere beauty which seems

to emphasize the power and significance of the text,

underlining the centrality and iconic status of the word of
the Qur’an. This is further enhanced by the slight abstraction
of some letters through the use of mashg.

Two other folios from this manuscript are in the

Museum of Islamic Arts, Qayrawan. MF

1 For a photograph of the Amajur Qur’an see Ettinghausen et al.
2001, fig. 118, p. 75. For a clear description and visual depiction of
this script, which Déroche describes as style D1, see Déroche 1992,
Pp- 43-45.

2 See Déroche 1992, pp. 36-37.

3 This style would equate to Déroche’s group D styles (D.1, D.1t, D,
D.1v and D.va, but not D.vb or ¢): see Déroche 1992, pp. 44-45.

4 For sura headings of this type see Paris 1982, nos. 325, 330, 334,
339, 351, 352; also Lings 1976, nos. 5, 7, 8.

5 See also cat. 8 and 11; the Amajur Qur’an, mentioned above; a
Qur’an in the Bastan Museum, Tehran, Ms. 4289 (see Lings 1976,
no. 5); and several Qur’ans in Tunis (Paris 1982, nos. 325, 328, 329,

332, 3355 339)-
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Qur’an leaf in Kufic script

Near East or North Africa
Late oth century
Sura 69 (Al-Hagqgah), vv. 18-20

Folio from an Arabic manuscript written in Kufic script in dark brown
ink on parchment with seven lines per page. There is no original letter-
pointing. The vocalization is rendered in red dots. Single verse divisions
are marked with triangular clusters of six gold dots. Tenth verse
divisions are marked with an illuminated roundel with radiating foliate
motifs in red, green and gold containing the exact verse count (in this
case ‘ashara — ten) in gold Kufic script on a reserved central space. Fifth
verse divisions, although not evident on this leaf, are marked on other
leaves from the same manuscript with a solidly coloured letter ha in
gold (representing the number 5 in the abjad system).

FOLIO 23.4 X 32.4 CIll

TEXT AREA 13.5X 22 cm

This folio comes from a manuscript of which a section is in
the Bastan Museum, Tehran.! The script is another example
of the mature ‘Abbasid Kufic also employed on the present
cat. 7, 9 and 11. In this case the script would equate to
Déroche’s style D.1, with occasional instances, particularly in
the Iam-alif combination, of D.IL.°

The artistic and aesthetic intentions of the scribe of this
folio (and the scribes of the other folios of this calligraphic
style) are evident in several aspects. As in cat. 7 and 11, there
is a total absence of letter-pointing, an indication of the
scribe’s intention to produce a script the defining character
of which was artistic rather than functional. The absence of
letter-pointing allows the austere, skeletal beauty of the Kufic
script to be exhibited to its greatest effect, and it may
indicate that the primary function of the Qur’an was not, in
this case, to be read through by scholars and students as a
working copy of the text, but to be admired as an object of
sacred beauty; it was perhaps commissioned by a prince or
wealthy dignitary. That is not to say that it might not have
been intended to be housed in a mosque. The donation of a
three-line Kufic Quran in a similar script, also devoid of
letter-pointing, to a mosque in Tyre by Amajur, the ‘Abbasid
governor of Damascus, in 875-76 CE is proof that
aesthetically rather than functionally motivated manuscripts
were valued in the mosque setting.

In the present case the scribe enhanced the calligraphic
power of the script by the extreme use of horizontal
stretching of letters (mashg). In the fourth line of the verso
the scribe has stretched the word dhanantu (I knew; 1
supposed) for the whole length of the line, a distance of just

over 22 ¢m. MF

1 TIran Bastan Museum, Tehran, no. 4289. For an illustration see Lings
1976, 1nO. 5.
2 See Déroche 1992, pp. 44-45.
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[luminated Qur’an leaf in Kufic script

Near East or North Africa
Late oth century
Sura 28 (Al-Qasas), vv. 85-86

Folio from an Arabic manuscript on parchment written in Kufic script
in brown ink with five lines per page. The letier-pointing, formed by
placing the nib-end down once on the page, is applied in the same
brown ink as the text and is original. The vocalization is applied with
red, green, blue and yellow dots. The fifth verse division is marked
within the text area by a letter ha (representing the numerical value § in
the abjad system) in gold, and in the margin by a large illuminated
medallion with a stylized radiating foliate design in gold and green
containing the word khams in gold Kufic script. Other folios from the
same manuscript show single verse divisions marked with small gold
rosettes.

FOLIO 22.5 X 31.9 cm

TEXT AREA: 12 Xx20cm

The script on this large parchment Qur’an leaf is close in
style to those of cat. 7 and 8 and is another example of the
scripts described by Déroche as group D.? In this case the
script exhibits aspects of styles D.I, D.1i, D.1I and D.1v, but is
generally closest to D.1m1. These scripts are datable to the
second half of the ninth century and the very early tenth
century.?

Unlike cat. 7 and 8 the script on the present leaf has
letter-pointing applied in brown ink, and it appears to be
original to the manuscript.* This is interesting since most
scripts of this type have only occasional instances of letter-
pointing, or none at all. It seems that the absence of
letter-pointing at this period was related to the strong
aesthetic intention of the scribes of these scripts to produce
a flowing, rhythmic calligraphy with graphically precise lines
uncluttered by the little brown dashes of the letter-pointing,
thus maximizing their visual impact.’ In this case, the letter-
pointing makes the script more immediately legible, but its
cluttering effect is kept to a minimum by using relatively
small, thin and unobtrusive nib-end dashes nestled close to
the relevant letters.

Two other Qur’an fragments have very similar scripts
and dimensions to the present leaf, and one or other of them
may be from the same multi-volume manuscript. One of
these is a section including parts of Sura 7 (al-‘Araf) in the
Tran Bastan Museum, Tehran,® the other is a folio with the
sura heading of Sura 22 (al-Haj) in the Museum of Islamic
Arts, Qayrawan.” The Qayrawan folio is slightly closer in
style to the present one and, significantly, has letter-pointing

of a similar type, while the Tehran volume does not. MF

1 Sotheby’s, 15 October 1997, lot 2; 12 October 2000, lot 6.

Déroche 1992, pp. 44-45.

Ibid., pp. 36-37.

In the top line of the verso, below the word mubiynin (v. 85), one of

BowN

the brown ink letter-points of the letter ya is partially covered by the
red dot of the vocalization; this means that the letter-point must
have been applied before the vocalization dot.

5 See the discussion in cat. 7 above.

6 Ms. 4289; see Lings 1976, no. 5, and Lings 2005, no. 6.

7 Paris 1982, no. 331, p. 248; Lings and Safadi 1976, no. 10, pp. 21, 24.
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Large Qur’an leaf in gold Kufic script on
lue parchment

Ifrigiyya, Sicily or Maghrib
About 850-950 CE
Sura 2 (Al-Bagara), vv. 261-67

Folio from an Arabic manuscript writien in gold Kufic script on blue-
dyed parchment with fifteen lines per page. There are only three
instances of original letter-pointing of short diagonal gold dashes' and
no vocalization. The single verse divisions are marked with small silver
florets (now oxidized to black). The fifth verse marker (verse 265 in this
case) would have been marked with an illuminated roundel; there
remains only a faint trace of it now on the lower right corner of the
verso. There is also a faint trace of a large illuminated roundel in the
upper left margin of the recto. This would have been a hizb marker,
presumably with a silver roundel (there are traces of the oxidized silver)
with the word hizb written in gold Kufic within the central space (there
are traces of gold Kufic leters).

FOLIO 25 X 37 cm

TEXT AREA 19 x28cm

This leaf is from a manuscript of the Qur’an commonly
known as the Blue Qur’an.? When complete it must have
been one of the most expensive and luxurious manuscripts
produced in the whole medieval Islamic world. The exact
origins of the manuscript are not known, but the two most
recent theories have suggested Fatimid Ifrigiyya in the tenth
century® and Umayyad Spain in the same period.*
Whichever of these is closer to the truth, a western Islamic
production is strongly suggested by the use of the abjad
letter sad to mark the sixtieth verses.” The sad is only used to
indicate the number sixty in the western abjad system. The
eastern version uses the letter sin for sixty.

The earliest theory regarding the manuscript’s origin,
proposed by ER. Martin in 1912, was that the dark colour of
the dyed vellum was a symbol of mourning, and that the
manuscript had been commissioned by the ‘Abbasid Caliph
al-Ma’mun (r. 813-33 CE) for the tomb of this father Harun
al-Rashid in Mashhad. This suggestion is now generally
discounted, but Martin may well have been correct in one
aspect of his theory — that the dyeing of the vellum a deep

blue colour was not simply for luxurious decorative effect,

but that it carried a message. Other examples of dyed
vellum, although very rare, are known to exist from the first
few centuries of Islam. The few other extant examples are
mostly saffron-yellow.® There may be a connection to the late
Sassanian and ‘Abbasid practice, reported by al-Baladhuri in
the ninth century, of presenting state tax accounts on
saffron-dyed vellum.’

The use of blue-dyed vellum seems to have been much
rarer in the Islamic world, although a 1294 inventory of the
Great Mosque of Qayrawan lists possibly two separate
Qur’an manuscripts on blue-dyed vellum; one is supposed to
be the manuscript from which the present leaf originates, the
second had only five lines to the page.® However, indigo and
murex had been used to produce dark blue or purple dyes
since antiquity, when they were associated with royalty and
power, especially in the Roman and Greek worlds. Purple
was the colour associated with Roman emperors, and the
Byzantine emperors and other European rulers inherited the
tradition. In the context of Christian manuscript production,
purple-dyed vellum was reserved for exceptional royal
commissions and was undoubtedly imbued with imperial
symbolism.® Furthermore it seems to have been reserved for
the writing of biblical subject-matter.” Of the few extant
examples that remain of these Christian MAanuscripts, six
dating from the sixth century CE and two from the late
eighth century all use silver ink on purple-dyed vellum with
occasional lines in gold script. Of these eight manuscripts,
two were produced in Italy, two in Aachen, and, significantly,
four in the Levant, probably in Syria or Palestine.™

The period 700-1000 CE was one of intense religious
and political rivalry in the Mediterranean and Middle East,
with the new and powerfully expansive Islamic empire (both
Umayyads and ‘Abbasids) vying with the Byzantine empire
for ascendancy, and regional kingdoms such as the
Umayyads in Spain and the Fatimids in North Africa adding
further religious and political competition. It is plausible that
the production of this copy of the Qur’an was intended as a
politico-religious statement by the Muslim patron towards
his Christian counterparts. The use of art or architecture for
politico-religious propaganda by the Muslim dynasties at this
period is well-known, and several specific aspects of the
Blue Qur’an can be seen as intentional one-upmanship over
the Christian equivalents. When a work of art or architecture
was designed for propaganda certain principles were
followed: the manuscript, object or building had to be similar
enough to the rival example to be obviously comparable, but
subtly different and, importantly, better/bigger/grander/
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taller/more expensive etc, so as to appear superior. In the
case of the Blue Qur’an we have exactly these design
principles. First in the choice of text — the purple-dyed
Christian manuscripts were reserved exclusively for biblical
texts, and this work bears the text of the Qur’an, which
Muslims considered inherently superior. Secondly in the
colour of the vellum — the dark blue of the Qur’an vellum
provides an even greater visual contrast with the gold and
silver lettering, and therefore a stronger aesthetic impact.
Thirdly, in the ink — in the Christian examples the majority
of the text was written in silver ink with gold ink reserved for
occasional lines or headings; in the Blue Qur’an it is the
other way round: the main text is in gold ink throughout,
with silver used for sura headings and other text markers.
The overall effect on looking at the manuscript is of gold on
blue, and, while silver was a precious substance, gold was
universally considered the more precious and expensive of
the two. Fourthly, in the size of the manuscript — even taking
into account the trimming of the edges of all these
manuscripts over the centuries, the Blue Qur’an is
substantally larger than any of the purple-dyed Christian
examples. The largest of those is the Vienna Genesis, at

33.3 x 27 cm, while the leaves of the Blue Qur’an measure
between 28 x 38 cm and 3T x 41 cm. This size comparison is
not affected by the different formats of the Islamic and
Christian manuscripts — horizontal for the Islamic and
vertical for the Christian. Indeed this change in format could
be seen as another of the subily different features of the
Qur’an manuscript. As well as constituting a straightforward
glorification of the holy text of the Qur’an, the Blue Qur’an
can be seen as a statement to Christian rulers of Europe and
Byzantium of religious, artistic and political superiority, a
piece of medieval superpower propaganda.

The political and artistic sophistication and financial
expense of the production of the Blue Qur’an could only
have been contemplated and achieved by a ruler of
considerable power and wealth. If we allow that the use of
the western abjad system on this manuscript does indeed
indicate a geographical origin in Ifrigiyya or the Maghrib,
which were the dynasties or rulers with the wealth and
religious and political ambitions in relation to Christian
rivals to have commissioned such a manuscript? Certainly
the Umayyad dynasty of Spain had the wealth, the
sophistication and a strong interest in books, science and
learning.” They also had powerful Christian neighbours to
the north with whom they were in constant competition.

Stanley links the manuscript to Spain on the grounds of the

use in it a grid of guidelines on each page, a technique not
known in Islamic manuscripts outside Spain, and of the
visual reference to the monumental gold lettering on blue
ground to be found in the Great Mosque of Cordoba.”

The Fatimid dynasty of North Africa and Egypt also had
the wealth and sophistication (again, the interest in science
and the scholarship and bibliophily of Fatimid rulers are well
attested), and they also had strong contacts and competition
with Byzantium and Christian dynasties on the northern
side of the Mediterranean over a long period. The Fatimids
are favoured by Bloom as the most likely patrons.*

There are two other dynasties which might conceivably
have commissioned such a manuscript. Geographically
sandwiched between these two Caliphates were two smaller
dynasties, the Aghlabids of Ifrigiyya and Sicily, and later the
Kalbids of Sicily. The Aghlabids were a vassal state of the
‘Abbasids of Baghdad, although enjoying a great degree of
autonomy, and the Kalbids were a governor sub-dynasty of
the Fatimids. While neither the Aghlabids nor the Kalbids
had the power or longevity of the Spanish Umayyads or the
Fatimids themselves, they were both in constant military and
political competition with the Christian rulers of Sicily and
South Italy — both the Aghlabids and the Kalbids at different
times held portions of Calabria and Puglia — and the wealth
and cultural sophistication of Ifrigiyya and Sicily during the
rule of these dynasties was very great indeed. Sicily, and
particularly Palermo, was a major marketplace and
crossroads for the whole central Mediterranean region, and
the interaction of Islamic traditions and ideas with Christian
ones was widespread.

The cross-fertlization of artistic and cultural techniques
and styles in Sicily and southern Italy is seen to a great
extent in metalwork, ivories, textiles and architecture of the
period, and in this context a specific and intriguing link to
the Christian manuscripts on purple-dyed vellum presents
itself. The Rossano Gospels (Codex Purpureus
Rossanensis), made by a Byzantine royal scriptorium in the
mid-sixth century probably in Syria or Palestine, has been
housed in Rossano, a town on the instep of Italy in the
province of Calabria for over a millennium (see fig. 4, p. 48).
It is thought to have been brought there sometime during
the seventh or eighth century CE, when it entered the
Cathedral library. Parts of Calabria and Puglia, including the
town of Rossano, were captured and held by both the
Aghlabids and the Kalbids for considerable lengths of time
between 839 and 982 CE. Is it possible that one of the

Muslim princes, generals or religious leaders who were




present in Calabria during this period might actually have

seen the Rossano Gospels? If so, they might have described
the manuscript to their overlords in Ifrigiyya (either
Aghlabid or Fatimid), who might then have commissioned
the Blue Qur’an as a response to this revered and glorious
Christian book of the Gospels. Is it possible that the fact that
the Rossano Gospels originated in the Levant, formerly
under Christian rule, now under Muslim rule, might have
added to politico-religious symbolism of the commission,
almost rubbing salt in the Christian wound? Itis a
tantalizing possibility. If it were the case, the place of
production of the Blue Qur’an would have been either Sicily
or Ifrigiyya, most probably Qayrawan. Sicily at this period
was quite sophisticated enough, and the copying there in
982-83 CE of a splendid copy of the Qur’an in a variant
Eastern Kufic script on white vellum is proof that a
scriptorium existed, at least in the late tenth century.’

Equally, Qayrawan was a well-established centre of

scholarship and literature with a known scriptorium. The
present-day location of manuscripts is never a sure sign that
they were originally produced in the same locality, but in this
case a manuscript of the significance of the Blue Qur’an
produced in Sicily or Tunisia could quite easily have found -
its way to the Great Mosque of Qayrawan during the
medieval period and have appeared in their 1294 inventory.
Both Bloom and Stanley believe the Blue Qur’an to be one
of the manuscripts mentioned in the 1294 inventory of the
Great Mosque of Qayrawan,'” and our present
Ifrigiyya/Sicily theory would fit in with this rare piece of
early documentary evidence.

Even if the Rossano Gospels manuscript was not
specifically the inspiration for the Blue Qur’an, another of
the six Syrian Byzantine purple-dyed codices known could
have seen by a Muslim ruler or reported to him by
emissaries or ambassadors during the ninth or tenth

centuries. Although the Rossano Gospels had apparently
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Fig. 4 The Rossano Gospels, 6th century, f. 10 (Rossano Cathedral)

arrived in South Ttaly by the eighth century, most of the
other purple-dyed royal manuscripts seem to have remained
within the Byzantine Empire during the medieval period.’
Whatever the origins of the Blue Qur’an, it is
undoubtedly one of the most important and spectacular
manuscripts produced in the Islamic world in the early
medieval period, and it will no doubt continue to intrigue
and vex scholars well into the future. MF

1 Letter-pointing is used on this leaf only to differentiate between the
ta and the tha, and not for every occurrence of these letters. The
three instances of letter-pointing are on the second and thirteenth
lines of the verso.

2 The majority of the manuscript is divided between the National
Library and the Museum of Islamic Art, both in Tunis. That some
of it was dispersed at least by the nineteenth century is attested by
the fact that ER. Martin acquired a group of leaves (said to have
come from Iran) in Istanbul in 1912. Single leaves or fragments are
now in the Fogg Art Museum, Harvard University; the Museum of
Fine Arts, Boston; the Chester Beatty Library, Dublin; and several
private collections.

3 Bloom 1986, pp. 59-65; Bloom 1989, pp. 95-99.

4 Stanley 1995, pp. 7-15-

5 The sixtieth verse of Sura 2 appears on a leaf from this manuscript
in the Chester Beatty Library, Dublin, Ms.1405; see James 1980,
no. 9, p. 22. The sixtieth verse of Sura 3 appears on a leaf in the
Khalili Collection, inv. no. KFQs3; see Déroche 1992, no. 42, p. 94.

6 For instance, a Qur’an fragment in Kufic script on saffron-coloured

0
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vellum in the Metropolitan Museum of Art, New York; for an
illustration of a leaf from the same manuscript see Déroche 1992,
no. 11, p. 58.

Pope and Ackerman, p. 1709, note 2, and Stanley 1995, p. 8.

See Stanley’s discussion of the exact translation of the inventory in
Stanley 1995, p. 9. The 1294 inventory was published by Ibrahim
Chabbouh in ‘Sijill qadim li-maktabat jami’ al-Qayrawan’, Majallat
Ma’had al-Makhtutat al-Arabiyya, 11/2, 1956.

Walther and Wolf 2001, p. 79.

Walther and Wolf 2001, p. 58.

The eight manuscripts are: (1. The Codex Argenteus, Ravenna,

¢. 520 CE, Uppsala University Library; (2. The Vienna Genesis,
Syria or Palestine, mid-sixth century CE, Osterreichische
Nationalbibliothek, Vienna, Cod. Vin. theol. grec. 31; (3. The
Rossano Gospels (Codex Pupureus Rossanensis), Syria or
Palestine, mid-sixth century, Museo dell’Arcivescovado, Rossano
Cathedral; (4. The Codex Petropolitanus, Syria, late sixth century,
fragmentary and dispersed, folios and fragments in St Petersburg,
London (Ms. Cotton Titus), Athens, Vatican (Codex Caesariensis),
Patmos, Thessalonica, Vienna and New York (Pierpont Morgan
Library M.874); (5. Codex Sinopensis, Syria, sixth century,
fragment of 43 folios in the Bibliothéque nationale, Paris, Suppl.
Gr. 1286. (6. The Codex Brixianus, Italy, first half of sixth century,
Biblioteca Civica Queriniana, Brescia; (7. The Dagulf Psalter,
Aachen, 772-95, Osterreichische Nationalbibliothek, Vienna,

Cod. 1861; (8. The Vienna Coronation Gospels, Aachen, late eighth
century, Kunsthistorisches Museum, Vienna, Schatzkammer, inv.
no. XIII 18. For illustrations and discussions of these manuscripts
see Walther and Wolf 2001, pp. 58-63, 78-79; De Hamel 1986, nos.
33, 34, p. 44; De Hamel 2001, no. 10, p. 27; Cologne 1992, no. I,
pp. 60-61; New York 1977, nos. 410, 442, 443, 444; Fingernagel and
Gastgeber 2003, no. 1.2, pp. 42-53; the online webpage for the
Codex Argenteus is: www.ub.uu.se/arv/codex.cfm.

For example, the diameter of the dome of the Dome of the Rock in
Jerusalem, built by the Caliph ‘Abd al-Malik b. Marwan in 691-92
CE, is very slightly larger than that of the nearby Church of the
Holy Sepulchre, and of the Pantheon in Rome, two of the most
significant domed structures of the ancient and Christian worlds.
Add to this the fact that the Dome of the Rock was built on the site
of the Temple of Solomon and, during Christ’s ministry, of Herod’s
Third Temple, which was destroyed by the Romans in 70 CE, and
the religio-political symbolism is clear.

The Umayyad-sponsored academies of Cordoba, employing
Muslim, Christian and Jewish scholars, are well-known, as are the
accounts of the great library of Cordoba, said to contain more
manuscripts than any other library in Europe at the time.

Stanley 1995, pp. 7-15.

Bloom 1986, pp. 59-65; Bloom 1989, pp. 95-99.

This manuscript is now in the Nuruosmaniye Library, Istanbul,
Ms. 23. A fragment is in the Khalili Collection, London; see
Déroche 1992, no. 81, pp. 146-51.

Stanley 1995, p. 9.

For instance, the Vienna Genesis arrived first in Venice in the
fourteenth century and then moved to Vienna, and the Codex
Sinopensis was in Sinope, a town on the Black Sea, until 1899.
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Qur’an section in Kufic script

Near East or North Africa
9th century
Sura 17 (Al-Isra’), vv. 1-20, 29-111; Sura 18 (Al-Kahf)

Arabic manuscript on vellum, sixty-five folios. Six lines of elongated
brown Kufic script to the page, vocalization in red. Fifth verse divisions
marked in text with a gold ha, tenth verse divisions with a gold rosette
pointed in green and red. Two sura headings in gold Kufic script
outlined in black with illuminated palmettes extending into the outer
margins. Modern green morocco binding with matching slipcase.
FOLIO 10.2 X 15.3 cml

TEXT AREA 7.5 X II cm

Small multi-volume Qur’ans in horizontal format with only a
few lines of script to each page were popular in the ninth
and tenth centuries. This juz’ would have formed the
fifteenth of a set of thirty, with a juz’ for each day of the
month. The verso of the final folio of the manuscript (f. 65v)
contains a Safavid library inscription dated to 23 Ramadan
1014 AH/1 February 1606 CE, which is evidence of the

mobility of such manuscripts in the pre-modern period.

The script in this section is closest to the script called D1
by Francois Déroche, and is found on a number of Qur’an
sections and leaves, mostly dating from the ninth century.!
The final bifolium contains only four lines of script on each
page, leaving a space around the text block which was
probably meant to be filled with illuminated panels. The style
of illumination throughout the manuscript is strikingly
simple, with discreet gold devices marking fifth and tenth
verses and only red dots for the vocalization. The sura
headings are also charmingly simple, with the name of the
sura and verse count in barely differentiated gold script,
from the last letter of which a gold palmette stretches into

the margin. WK

1 For a discussion of D.1 see Déroche 1992, pp. 36-37. For leaves and
sections from Qur’ans of a similar age, script and format, see the
folio from the ‘Amajur’ Qur'an in the Museum of Turkish and
Islamic Arts, Istanbul, discussed and illustrated in Ettinghausen et al.
2001, p. 74 and fig. 118. See also two leaves in the Khalili
Collection, inv. nos. KFQ84, KFQ64, discussed and illustrated in
Déroche 1992, nos. 19, 22, pp. 67, 70.
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Qur’an bifolium in Kufic script

Near East or North Africa
Late gth century
Sura 10 (Yunus), vv. 101-09, Sura 11 (Hud), sura heading and vv. 1-4

Bifolium from an Arabic manuscript written in Kufic script in brown
ink on parchment. There is no letter-pointing. Vocalization is applied
using red, yellow and blue dots and further symbols in red and blue (see
below). The single verse divisions are marked with 2 small triangular
cluster of three dots — red, yellow and blue. The fifth verse divisions are
marked with a stylized letter ha (representing the number 5 in the abjad
system) in gold. There is no tenth verse present on this bifolium. The
sura heading for Sura 11 (Hud) is written in gold and silver Kufic script
outlined in dark brown ink with a gold stylized palmette extending into
the margin. The word hizb is written vertically next to the palmette in
black ink.

FOLIO 17.5x26 cm

TEXT AREA 9.5 X 16.6 cm

The script of this bifolium is closest to styles D.i and D.it of

Déroche’s system of categorization. This script is associated
with the second half of the ninth century and the early tenth
century.! It is interesting to note that the scripts of cat. 7, 8
and ¢ also belong to styles D.1, D. and D., but the
aesthetic impact and artistic qualities of those folios are more
obvious than those of the present piece. The present
bifolium is neat and essentially functional, while cat. 7, 8 and
g are inspiring and majestic works of art, spacious, elegant
and aesthetically striking. This shows how significant were
the wealth and artistic objectives of the patron, the skill of
the scribe and the amount of time and resources available,
and how adaptable was the Kufic script.

There are several other interesting aspects of this Qur’an
bifolium. The vocalization has been augmented by a further
series of reading marks consisting of dashes, circumflexes
and other symbols, as follows: shadda (tashdid) is marked

with a red circumflex or inverted circumflex; a similar




symbol in blue seems to mark a fatha, but only on an initial

waw or ya and not in every case; & miniature alif in red
marks a long medial alif; a long red or blue horizontal dash
marks wasl. The presence of this system of reading aids,
which seem to be original, as they are applied with the same
pigments as the coloured dot vocalization,? indicates a
functional context for this Qur’an. The most likely candidate
would have been the Imam of a mosque or other prayer
leader, or perhaps a Qur’an scholar or teacher in a madrasa.
The general style of the Qur’an would also support this
proposition: the manuscript is relatively modest in size and
has a script that is legible and neat, but is not an artistic four
de force, and the illuminated sura heading is, again, neat and
attractive, but not overtly elaborate or glamorous.

However, the sura heading does have one distinctive
feature. The words of the sura title and number of verses are
written in alternating gold and silver ink. This is possibly
unique to this manuscript.’ In addition, in the centre of the

marginal palmette is a motf like a pine cone, which is also in
silver.

On the third line of folio 1r the scribe has made a
mistake in the text, but must have realised more or less
immediately, as he has erased the relevant letters by scraping
or picking the ink off the parchment and has written in the
correct letters so that the scraped parchment is partly
covered and partly exposed. MF

1 Déroche 1992, pp. 37, 44-45.

2 Viewing under magnification at x60 shows the pigments to be of the
same type. For instance, the blue of the circumflexes and was!
dashes is the same as that of the blue vocalization dots, the blue dot
of the verse division markers, the blue surround of the sura heading
palmette and the blue dot in the centre of the palmette.

3 No other instances are known to the author.
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Large Qur’an leaf in Kufic script

Ifrigiyya, Egypt or Western Syria
1oth century
Sura 20 (12 Ha) vv. 73-86

TFolio from an Arabic manuscript written in Kufic script on parchment
in brown ink with seven lines per page. There is some original letter-
pointing, applied in thin dashes in the same brown ink as the text, and
some later letter-pointing, applied in a paler brown ink and in a coarser
hand. The vocalization consists of red and green dots. There are also
occasional tashdid and sukun symbols of Khalil b. Ahmad’s system
which are original to the folio and written in a neat hand in the same
brown ink as the text. Single verse divisions are marked with triangular
clusters of six gold dots. The fifth verse division is marked with a large
stylized letter ha in gold Kufic script. Tenth verse divisions are marked
with large illuminated rosettes decorated in gold and green and
containing the exact verse count in gold Kufic script.

FOLIO 33 x46.2 cm

TEXT AREA 18.3 X34 cm

This Jarge and extremely fine folio comes from a Qur’an
written in 2 script notable for its elegance and has interesting
letter-forms and calligraphic style. Several pertinent features
of the script link it to two other manuscripts of similar
format and style. Indeed, the general style of the scripts and
the more unusual idiosyncrasies are so close as to suggest
that all three originated in the same place and period, or
even in the same scriptorium. The three manuscripts are:
a) the present seven-line example, of which several folios
and fragments are in the National Library, Tunis, and the
Museum of Islamic Arts, Qairawan;' b) a five-line Qur’an of
which a fragment of fifty-three folios is in the Bibliothéque
nationale, Paris, and a small number of single folios are
dispersed (see fig. 5);* ¢) a three-line Qur’an of which many
leaves are dispersed, including a single folio featured here
(cat. 14).2 The different scale of each folio makes
comparison difficult at first glance, but the similarity
between the scripts can be seen in close-up details of single
lines of script.

The pertinent aspects of the script which these three
manuscripts share and which render them distinct from

other examples include the oversized and emphatically

Fig. 5 Leaf of a five-line Qur’an (private collection)

rounded terminal nun, the thin, trailing tail of the terminal
mim, and the strong, slender verticals of the relevant letters
such as Jam and alif (see details and Table 5). Déroche has
categorized this script as style D.vc and links it cautiously to
a wagf inscription from Damascus dated 298 AH/g11 CE.*
A further aspect of the calligraphic style of this type is
the wide variation in the angle at which the nib of the galam

has been drawn over the surface, creating strong variations

Detail of cat. 13

Detail of fig. 5

Detail of cat. 14




Ms. Typé 7-line 5-line

3-line

Terminal nun

Terminal mim

TABLE 5. Comparison of letter forms

in the width of the strokes of certain letters and ligatures.
For example, the starting point of the terminal nun has the
nib held at an angle to produce the maximum width of
stroke, perpendicular to the direction of the stroke. The nib
is then angled gently towards the direction of the stroke so
that by the half-way point of the letter the width of the
stroke is much narrower. The angle of the nib is then
turned perpendicular again as it nears the end of the letter,
so that the end of the stroke is again the maximum possible
width. The terminal nun is thus effectively symmetrical
about its mid-point. The scribe has exploited the natural
effect of a chisel-shaped nib as it is drawn round a curve,
and has accentuated this to create a definite calligraphic

motif.
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Detail of cat. 13, demonstrating symumetricality of terminal nun

Another example of the use of the angled nib can be seen
on the terminal mim (see illustration above), where the solid
circle of the head of the mim changes to a thin, almost
invisible downstroke for the tail. This feature in itself is
notable, since most Kufic scripts have the tail of the terminal
mim as a short, almost stubby feature laid horizontally along
the line of script. However, the terminal mim with a tail that
drops below the line is a common feature of so-called
Eastern Kufic scripts, which are known to have come into
use for Qur’an manuscripts in both eastern and western
Tslamnic lands during the tenth century.’

The fact that all of these distinctive calligraphic
characteristics are shared by these three manuscripts, as well
as a general similarity in the calligraphic style and the format
of the folios (the text area of each type is approximately
twice as wide as it is high)® implies that these three
manuscripts might be related in origin. It is possible that this
was the ‘house style’ of a certain scriptorium at a certain
time, or perhaps the favoured calligraphic style of a royal
patron or dynasty — a court style. It may even be the
distinctive style of an individual calligrapher. We shall never
know;, since these three manuscripts survive only in
fragments dispersed widely in the Islamic world and the
West, and none provides a colophon or any early

documentary evidence. However, fragments in which this

script appears are to be found in Damascus, Cairo and

Qayrawan,” but no pre-modern collections east of Damascus
nor west of Qayrawan possesses any examples. This, coupled
with the calligraphically related Damascene wagf inscription
of 911 and fact that our script is still essentially a Kufic type
but exhibits intermittent aspects characteristic of so-called
Eastern Kufic (e.g. the terminal mim, the occasionally
forward-slanting vertical of the 1a, za and terminal kaf; and a
few instances of inward-curving Jam-alif combinations not
present on this folio but visible on other published
examples) might place the origin of all three manuscripts
somewhere from Ifrigiyya to Syria in the first half of the
tenth century.

FExamination of other published folios from the same
Qur’an as the present leaf shows that the wording of the sura
titles was unusual. The folio exhibited in London in 1976

bears the sura title for Sura 21 (al-Anbiya).® However, the
wording does not state “Sura al-Anbiya”, as was normal for
the tenth century, nor even “Al-Anbiya”, as was occasionally

used, but describes it as follows:

“ Fatihat surat alati tadhkiru fiha al-anbiya mi’at wa ihda-
‘ashar ayat — the beginning of the sura in which are

mentioned the Prophets, one hundred and eleven verses”

By contrast, the folio exhibited in Paris in 1982 has a more
usual wording for the sura tide of Sura 23 (al-Muminin),’
although without the word sura.

« Al-Muminin mi’a wa tis ‘a-‘ashr ayat —

the Believers, one hundred and nineteen verses”

This indicates that the exact wording of the titles of the suras
was not absolutely fixed during the first few centuries of the

Islamic era, even as late as the tenth century.' MF

1 Rutbi 52; see Lings and Safadi 1976, no. 24; Paris 1982, no. 358,
Pp. 274-5-

2 Ms. Arabe 334; see Déroche 1983, no. 179, pl. XX; Paris 2001,
no. 31, p. 63; Paris 1987, n0. 9, p. 3; Berlin 1980, no. 35, p- 545
Sotheby’s, 23 April 1979, lot g, 8 July 1980, lot 157, 29 April 1998,
Jots 10 and 1T (here fig. 5), 12 October 200, lots 30 and 31.

3 Other folios from this manuscript are in the Al-Sabah Collection,
Dar al-Athar al-Islamiyya, Kuwait; see New York 1992, fig. 1, p. 1175
the Tareq Rajab Museum, Kuwait, see Singapore 1997, p- 35; the
Khalili Collection, London, see Déroche 1992, no. 58; and other
private collections.

4 Déroche 1992, pp. 44-45.

5 A fully formed, but slightly cursive version of Eastern Kufic script is
used on a Qur'an copied at Palermo in 372 AH/982-83 CE (see
Déroche 1992, no. 81, p. 146), and individual elements are likely to
have been borrowed earlier from non-Qur’anic manuscripts, for
which Eastern Kufic script had been employed in titles and main
texts since the ninth century.

6 To be exact, the quotient of width to height of the text areas is as

follows: seven-line Qurian = 1.85; five-line Qur'an = 2.1; three-line

Qurlan = 2.2.

Déroche 1992, p. 42.

Lings and Safadi 1976, no. 24, pp- 29-30; Lings 1976, no. 9.

Paris 1982, no. 358, pp. 274-75-

10 Bell and Watt 1970, pp. 58-59.
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Illuminated Qur’an leaf in Kufic script

Ifrigiyya, Egypt or Western Syria
10th century
Sura 56 (Al-Wagi‘a), vv. 19~-24

Folio from an Arabic manuscript in Kufic script in brown ink on
parchment with three lines of script per page. The letter-pointing is
original and is applied in the same brown ink as the script. The
vocalization consists of red, blue, green and yellow dots. The single
verse divisions are marked with triangular arrangements of gold dots,
the fifth verse divisions are marked with gold roundels outlined in blue

and yellow containing the word khams in reserve, and the tenth verse
divisions are marked with large gold roundels of radiating foliate design
outlined in blue and yellow, containing the exact verse count in reserve.
FOLIO 23.8 x33.1 cm

TEXT AREA 10x22cm

The script on this Qur’an leaf is one of the most distinctive
and elegant of all Kufic scripts.! The wide spacing of the
lines and the fact that there are only three lines per page

means that the whole Qur’an must have run to many

hundreds of folios, employing an enormous amount of




parchment in the process.? This, and the fine quality of the
script and illumination, point to a commission of great
luxury and expense. The script relates very closely to only
two other known Qur’an manuscripts, one example of which
is cat.13, where further discussion of the calligraphic style
and origins can be found.

There are several features of cat. 14, in terms both of the
calligraphy and of the illumination, worth examining in
greater detail. There are two letter forms which the scribe
has emphasized for calligraphic effect: 1) the strong verticals
of the alif and Jam, the Iamy/alif combination and the vertical
parts of letters such as the 1a, za and kaf; 2) the rounded
sweeping curves of the terminal nun. These are the dominant
features and are visually striking. They are the first thing one
notices on looking at the page. To create such a strong visual
emphasis must imply a specific aesthetic intention on the
part of the scribe. The other letters appear almost diminutive
in comparison, although finely formed. A further aspect of
the calligraphic intentions of the scribe are apparent in the
wide variations in the angle at which the nib of the galam has
been drawn over the surface, creating strong variations in the
width of the strokes of certain letters and ligatures. For
example, as in cat. 13, the starting point of the terminal nun
has the nib held at an angle to produce the maximum width
of stroke (perpendicular to the direction of the stroke). The
nib is then angled gently towards the direction of the stroke
so that by the half-way point of the letter the width of the
stroke is much narrower. The angle of the nib is then turned
perpendicular again as it nears the end of the letter, so that
the end of the stroke is again the maximum possible width.
The terminal nun is thus effectively symmetrical about its
mid-point. The scribe has exploited the natural effect of a
chisel-shaped nib as it is drawn round a curve, and has
accentuated this create a definite calligraphic motif (see
detail on page 54).

Another example of the use of the angled nib can be seen
on the terminal mim, where the solid circle of the head of the
mim moves to a thin, almost invisible downstroke for the tail.
This feature in itself is notable, since most Kufic scripts have
the tail of the terminal mim as a short, almost stubby feature,
laid horizontally along the line of script. However, the
terminal mim with a tail that drops below the line is a
common feature of so-called Eastern Kufic scripts.

The emphasis on the vertical letter forms is in contrast to
the general thrust of the page. Although the horizontal
stretching of the letters (mashq)is relatively measured in this
case, the shape and proportions of the text area and the folio

as a whole are strongly horizontal. The text area is 10 cm
high and 22 cm wide, ie. more than twice as wide as it is
tall.

In the context of the illumination, the roundels marking
the tenth verses throughout the manuscript — in this case the
twentieth verse of Sura 56 (al-Wagi’ah) — are very large
relative to the script and the size of the text area (the
roundel on this folio measures 4.8 cm in diameter). They
dwarf the majority of the surrounding letters, only the
vertical letter-forms and terminal nun offering any visual
competition.

Tt seems that the scribe’s specific aesthetic intention was
to create a script of contrasts: the verticals (lam, alif; ta, za,
kaf) contrast both with the horizontality of the text arca and,
in a slightly different way, with the rounded curves of the
terminal nun; the angling of the nib creates further graphic
contrasts within the actual letter forms; and the visual
contrast of the outsized solidly coloured gold tenth-verse
marker with the attenuated dark brown letters and the
creamy white of the parchment. The aesthetic success of this
is evident, and the artistic effect is almost mannerist.

As with most examples of Kufic script, we have no
precise idea of the geographical origin of the folio, nor its
date of production, but the presence of Eastern Kufic
features in the script and provenance and calligraphic
aspects of its sister script on cat. I3 would indicate a date in
the first half of the tenth century and a geographical origin

between Qayrawan and Damascus. MF

1 Deéroche describes this script as style D.ve: Déroche 1992, no. 58,
p. 109.

2 Cat. 14 contains six verses. The number of verses per folio of other
published examples varies between one and ten (these examples are
drawn form the beginning, middle and end of the Qur’an to
account for the variations in the length of the verses throughout the
Qur’an, in which the Medinan suras, arranged mostly in the first
half of the Qur’an, have longer, and the Meccan suras, arranged
mostly in the second half of the Qur’an, have shorter verses). Taking
an average, therefore, of five verses per folio, we can roughly
calculate that the whole text of this copy of the Qur’an would have
required 1247 folios of parchment (6236 verses in the Qur'an
divided by 5 per folio). This would certainly have meant that it was
divided into several volumes. A seven-volume division would have
meant around 178 folios per volume, while a thirty-volume division
would have meant around 42 folios per volume.
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Bifolium from the Nurse Qur’an

Qayrawan

410 AH / 1019-20 CE

Copied by ‘Ali b. Ahmad al-Warraq
Sura 6 (Al-An‘am), Vv. 40-41, 48-49

Bifolium from an Arabic manuscript on parchment written in Eastern
Kufic script in brown ink on parchment with five lines per page. There
is no letter-pointing. Vocalization is applied using the system developed
by Khalil b. Ahmad al-Farahidi with fatha, damma and kasra in red,
shadda (tashdid) and sukun in blue, and hamza and madda in green. In
the present bifolium none of the single verse markers is visible, but
other published leaves show them to consist of small illuminated rosettes
set just above the end of the last word of each verse.*

FOLIO 38 x 30.6 cm

TEXT AREA 27 x 20 cm

The manuscript from which this bifolium originates is one
of the very few early Qur’anic manuscripts for which we
know both the date and location of production and the
identity of the person for whom the work was made. The
manuscript was ordered for the nurse (al-hadina) of the
Zirid Amir al-Muw’izz b. Badis in the year 410 AH/1019-20
CE. The Zirids were governors of Ifrigiyya and were based
in Qayrawan. The manuscript was donated by the nurse to
the Great Mosque of Qayrawan. Sections are now in the
Museum of Islamic Arts and the Musée du Bardo, Qayrawan.”
The script of this manuscript is distinctive and
stylistically extreme. It has been termed “Western Kufic’ in
the past,’ with reference to its known origin, but there is no
doubt that its script is a form of what is commonly termed
Eastern Kufic, or New Style script.* The use of fully formed
Rastern Kufic scripts in the Mediterranean region is known
as early as 982-83 CE, when a manuscript of the Qur’anin a
small Bastern Kufic hand was copied at Palermo.” In
contrast the script of the Nurse Qur’an is large and lavish,
with flourishes and exuberances which are calligraphically
extreme in some cases. That it was copied on parchment
indicates the relative conservatism of the Muslim west in
matters of Qur’an production. In Iraq and Iran secular

manuscripts had been copied on paper for two centuries.®

The present manuscript was certainly a sophisticated
and expensive commission. The format is large and the
script is monumental, as well as artistically outstanding. With
only five lines per page the complete manuscript would have
required an enormous amount of parchment, and the
number of skilled artists and craftsmen in the scriptorium
(the scribe, illuminator(s), ink makers, pigment makers,
parchment preparers, binders etc.) required to produce such
a manuscript would have been very great. With this in mind
the context of the manuscript’s commissioning becomes
curious. This manuscript was made for a nurse. Admittedly
she was the nurse of a prince-governor of a prosperous
emirate and no doubt, as is often the case with bonds
formed in infancy, the prince was very fond of his former
nurse,® but she was, nevertheless, a nurse, not a senior
courtier or prince or ruler of another state. The emirate itself
was not even a particularly powerful one, being a seat of
governors of the Fatimid Caliphate rather than an
independent kingdom. What a commission for a nurse! It
makes one wonder what degree of luxury, what artistic
sophistication, what monumental size and lavishness the

Qur’ans ordered by the rulers themselves might have had. MF

1 See Paris 1982, no. 357, p- 273-

> Paris 1982, nos. 356, 357; Lings 1976, no. 10; Lings and Safadi
1976, no. 25, p. 31; see also London 2004, no. 6, pp. 56-57. A leaf
from the same manuscript is in the David Collection, Copenhagen,
inv. no. 252003, illustrated in Déroche 2004, p. 49, fig. 10.

3 Lings and Safadi 1976, no. 23, p. 30; Safadi 1978, p. 23; Lings 1976,
no. 10; Lings 2005, nos. 153-54, p. 82.

4 Déroche has re-named these scripts New Style (Déroche 1992,
pp. 132-82) owing to the fact that they are not by any means
exclusively eastern, nor do they appear necessarily to have
developed in the east. Nevertheless, the term Eastern Kufic is stilt
generally understood to describe the distinctive angular scripts of
the category, and the term has been retained in this catalogue.

5 Nuruosmaniye Library, Istanbul, Ms. 23; Khalili Collection,
London, inv. nos. QUR261, 368. See Déroche 1992, no. 81,
pD. 146-51.

6 Examples are given in the following entry (cat. 16).

7 The Arabic word hadinah refers to a nursemaid or dry-nurse, not a
wet-nurse. In this case it seems likely that she was the prince’s
nanny, perhaps throughout his childhood.
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folium in Eastern Kufic script

o

Quran b

North Africa or Eastern Mediterranean region

Late 1oth century

Sura 99 (Zilzal), vv. 2-8; Sura 100 (Al-‘Adivap, vv. 1-6; Sura 103 (al-
“Asr), vv. 2-3; Sura 104 (Al-Humaza), vv. 1-9; sura heading only of Sura
105 (AI-FI)

Bifolium from an Arabic manuscript written in Eastern Kufic script on
parchment with seven lines per page. There is only partial use of letter-
pointing. Vocalization is applied using the system of Khalil b. Ahmad al-
Farahidi in red. There are no single verse divisions. Fifth verse divisions
are marked with a stylized Kufic letter ha. Tenth verse divisions are
marked in the margins with illuminated medallions containing the word
‘ashara in gold.! Sura headings are written in gold Eastern Kufic script
and each has a stylized palmette extending into the margin.

FOLIO 12.6 x9.5¢cm

This charming bifolium is probably an early example of the
use of so-called Eastern Kufic script in the Mediterranean
region around the late tenth century. We know that Eastern
Kufic script was used in this region for Qur’ans in the late
tenth century from a parchment manuscript copied at
Palermo in Sicily in 982-83 CE.> The calligraphic style of the
present example is a fairly standard Eastern Kufic type,® but
the fact that the material used is parchment is indicative of a
western rather than eastern origin. Parchment continued to
be used for the writing of Qur’ans in North Africa and the
Maghrib later than in the east, witness the aforementioned
Palermo codex and the famous Mushaf al-Hadina (Nurse
Qur’an) copied on parchment at Qayrawan in 1019-20 (see
cat. 15). In contrast, a Qur’an in a related Eastern Kufic
script copied at Isfahan in 993 is on paper,* as is the famous
naskh Qur’an of Ibn al-Bawwab copied in 1001 at Baghdad.®
In Morocco and Islamic Iberia parchment continued to be
used for Qur’an manuscripts untl at least the fourteenth
century (see cat. 21).

An unusual aspect of the present script is that it lacks
almost all letter-pointing. The vocalization has been fully
applied, so it cannot be that the manuscript was unfinished,
as letter-pointing generally preceded the application of
vocalization and, anyway, letter-pointing is present on twelve

instances across the four pages. But the letter-points are

certainly not present on all letters that require them. This
phenomenon has been noted in relation to Kufic scripts of
the late ninth century (see cat. 7 and 8). It is also worth
noting the unusually small size of this bifolium. The
complete codex may well have been designed as a portable
Qur’an for travelling. The closest comparisons in terms of
size, calligraphy and illumination can be found in a juz’in
the Khalili Collection.® MF

1 Not present here, but visible on another bifolium from the same
Quur’an; see Sotheby’s, 14 October 1999, lot 1.

2 Nuruosmaniye Library, Istanbul, Ms. 23; Khalili Collection, inv.
nos. QUR261, 368. See Déroche 1992, no. 81, pp. 146-51.

3 Déroche terms this script NS.I: see Déroche 1992, pp. 136-37.

4 Museum of Turkish and Islamic Arts, Istanbul, Mss. 453-56; Khalili
Collection, inv. no. KFQgo. See Déroche 1992, no. 83, pp. 154-55.

5 Chester Beatty Library, Dublin, Ms.1431. See Rice 1955.

6 Déroche 1992, no. 80, pp. 144-45. See also Christie’s, 4 July 1985,
lot 71; Quaritch 1991, no. 6; Sotheby’s, 12 October 2000, lot 10.
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Iuminated Qur’an leaf in Maghribi script

Spain, probably Granada or Valencia
13th century
Sura 64 (al-Taghabury, vv. 15-18; Sura 65 (al-Talag), v. 1

Folio from an Arabic manuscript written in five lines of large brown
Maghribi script on peach-coloured paper. Vocalization has been
rendered in gold, outlined in black, and in green. Single verse divisions
marked with gold roundels containing the exact verse count according
to the abjad system. Sura heading consists of an illuminated panel
containing the title and verse count in gold Kufic letters on a blue
ground. An illuminated medallion projecting from the panel into the
right margin contains the name of the sura in gold Kufic letters on a red
ground. Endowment inscription reading hubus marked with pin pricks
in top right margin.

FOLIO 25.8 X 33.6 cm

The Qur’an from which this leaf originates is one of the
most celebrated western Islamic manuscripts in existence
and was probably produced for a royal or noble patron in
either Granada or Valencia.! Only a small number of
Qur’ans copied on paper survive from the western Islamic
lands, where vellum copies in square format were the
standard for most of the medieval period. On the rare
occasions that paper was used, it was normally coloured, and
seems to have been reserved for luxury copies.’
The distinctive pink paper used for this Qur’an is
_generally thought to have been produced in Jativa (Arabic
Shatiba), though it is possible that similar paper was also
manufactured elsewhere. Jativa was home to the earliest
recorded paper mill in Spain and was frequently praised by
medieval writers for the quality of its smooth paper, which
was exported all over the Mediterranean.? It was from paper
mills in Islamic Spain that papermaking was introduced to
the Latin West. Though the paper for this Qur’an may have
been made in Jativa before James I of Aragon’s conquest of
the town in 1244, it could have been imported to the Nasrid
Kingdom of Granada from mills in Christian hands. Islamic
paper was probably being imported to Christian Spain as
early as the twelfth century, and with the Christian conquest
of al-Andalus already existing paper-mills were maintained

as well as new ones established.*

In addition to their coloured paper, leaves from this
Qur’an are distinguished by the monumental, evenly spaced
Maghribi script in brown ink and the richly detailed
illumination. The illuminated sura heading on this folio is
made particularly striking by the contrasting use of blue for
the central compartment of the sura heading and red for the
projecting medallion. The detail on the illumination is
remarkably well preserved; the black vegetal scroll around
the border of the illuminated sura heading, the white of the
abjad letters in the verse markers and the ring of pointed
black circles surrounding them stand out boldly against the
gold ground, which has been pricked to catch the light. WK

1 A partially complete volume from the same manuscript in the
Bibliothéque Ben Youssouf, Marrakesh, inv. no. 431, is illustrated in
New York 1992, no. 81, p. 31. For a bifolium in the David
Collection, Copenhagen, see Folsach 2001, no. s, p. 57. For a leaf
exhibited in the 1985 Tfeasure of Islam exhibition in the Musée d’art
et d’histoire in Geneva, see Geneva 1985, cat. 7, p. 39.

2 See, for example, a possibly Tunisian Qur’an copied in silver ink on
chocolate paper in the Bibliothéque nationale, Paris, or. arabe 392,
illustrated in Paris 2001, cat. 25, P. 49.

3 Bloom 2001, pp. 87-88.

4 Ibid., pp. 206-09.
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Thuminated Qur’an leaf in Maghribi script

North Africa or Spain
About 1250-1350
Sura 7 (Al-‘Araf), vv. 205-06; Sura 8 (A-Anfal), v. 1

Folio from an Arabic manuscript on vellum, seven lines of brown
Maghribi script to the page. Vocalization in red, green and yellow.
Individual verses marked with gold trefoil device, fifth verses marked
with a gold ha. Sura heading consists of title and verse count in small
gold ornamental Kufic on a blue ground within polygonal cartouches
set in a panel of strapwork outlined in gold and gold vegetal scroll, with
a gold palmette extending into the margin.

FOLIO 19.7 X 19.7 ¢m

Vellum Qur’ans of square format were the standard in North
Africa and Spain from the middle of the twelfth century to
the end of the medieval period. The standardization of
Qur’an producton in this period may well have been related
to the preoccupation of the Berber Almohad dynasty (1145-
1232) with regularizing worship and proclaiming the unity
of God.

Qur’ans copied in this period continued to vary in size
and the number of lines to the page, however. The thin, large
Maghribi script and seven-line format of this Qur’an leaf
can be compared with a bifolium of similar dimensions in
the Khalili Collection,' and two volumes from a monumental
Qur’an in the Museum of Turkish and Islamic Arts,
Istanbul.?

Unusually for Qur’ans of this format, the sura heading on
the present leaf consists of the title in small gold ornamental
Kufic contained in an elaborately illuminated panel of
strapwork and geometric cartouches. The pattern of
alternating stars and geometric cartouches found in the sura
heading can also be seen in fourteenth-century wood-
carving and stonework.> More typical of manuscripts of this
format were headings of large gold ornamental Kufic with
no form of surround, such as those found on cat. 19 and
both the Khalili and Istanbul manuscripts. WK

1 Khalili Collection, inv. no. QURS21; see James 19924, no. 55,
pp. 218-19.

> Museum of Turkish and Islamic Axrts, Istanbul, inv. no. T.360,
illustrated in New York 1992, cat. 83, pp. 314-I5.

3 See, for example, 2 wooden panel in the Museo de la Alhambra,
Granada, inv. no. R.E. 4007, and a marble tombstone also in the
Museo de la Alhambra, R.E. 238. Both are illustrated in Granada
1995, cat. 157, 168, DP. 399, 414-
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Qur’an leaf in gold Maghribi script

Marinid Morocco or Nasrid Kingdom of Granada
About 1300
Sura 1o (Yunus), vv. 59-63

Folio from an Arabic manuscript written on parchment in gold
Maghribi script with nine lines per page. The tashdid and sukun are
marked in blue, hamzat al-wasl is marked with a green dot and hamzat
al-gat’ with a yellow dot. Each verse division is marked with an
illuminated roundel within the text area containing the word aya
reserved in Kufic script on a blue ground. From other published folios
it is known that fifth verse divisions were marked with a winged roundel
containing the word khams in goid on a blue ground;’ that tenth verse
divisions were marked in the margin with an illuminated roundel
containing the word as ‘ashar in resexve on a blue ground;? and that sura
headings were written in bold ornamental Kufic script in blue outlined
in gold, with an illuminated medallion of gold, red and blue interlace
extending into the margin.?

FOLIO 19.5X1I7cCm

This impressive folio comes from a manuscript of the
Qur’an written throughout in gold Maghribi script, one of
only two Qur’ans in Maghribi script in which the entire text
is written in original gold. The other is a manuscript in the
John Rylands Library, Manchester University. The script of
the present folio is of a large, looping type, with letter-
pointing also in gold, and the manuscript must have
originally been bound in several volumes. This would
perhaps indicate an original function in a mosque or royal
library.’ It has been suggested that this Qur’an was made for
a king of Granada or Morocco,® which is certainly a
plausible origin for what must have been a gloriously grand
manuscript when complete.

Other sections and leaves from the same manuscript are
in the following collections: (sections) Topkapi Saray
Library, Istanbul, EH219;” Chester Beatty Library, Dublin,
Ms. 14245 Eton College Library, Windsor; Bibliotheque
nationale, Paris, S.L. 217;° the Keir Collection, London;*°
(single folios) Metropolitan Museum of Art, New York,
Ms.37.21;" Prince Sadruddin Aga Khan Collection,
Geneva;*? National Library, Cairo; Tareq Rajab Museum,
Kuwait, QUR.0127. TSR;" Khalili Collection, London, QUR
3520.1 MF

1 Sotheby’s, 29 April 1998, lot 15; Tareq Rajab Museum, Kuwait, inv.
no. QUR.o127. TSR.

2 James 1992a, p. 215.

3 Déroche 1985, no. 304, pl. 1.

4 Ms. 18 (Lings 1976, no. 96), although other Maghribi Qur’ans have
certain significant pages of text written in gold: see Sotheby’s, 12
October 2000, 1ot 39.

5 For a discussion of the different types of Maghribi script see cat. 21.

6 James 19928, p. 214.

7 Lings 2005, n0s. 161-63.

8 Arberry 1967, no. 119, pl. 43; Lings 1976, 10. 95, Pp. 205-06; James
1980, nO. 9I.

9 Paris 1987, no. 11, pp. 36-37; Déroche 1985, no. 304, pl. L.

1o Robinson 1976, no. VIL7, p. 288, pl. 140
11 New York 1992, no. 84, p. 315.

12 Welch and Welch 1982, no.2, pp.22-23.
13 Sotheby’s, 29 April 1998, lot 15.

14 James 1992a, NO. 53.
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Bifolium from a Qur’an in Maghribi script

North Africa or Spain
About 1250-1350
Sura 56 (A-Waqgia), vv. 61-66, 95-96; Sura 57 (Al-Hadid), vv. 1-2

Rifolium from an Arabic manuscript written in five lines of large brown
Maghribi script on vellum. Vocalization has been rendered in blue, green
and red. Single verse divisions marked with gold trefoil devices pointed
in blue and red. Tenth verses marked in margin with gold teardrop
containing roundel with the word ‘ashar in white Kufic script on a blue
ground. Sura heading of Sura 57 (Al-Hadid) is marked with sura title
and number of verses in sura in dense gold Kufic script highlighted in
red with illuminated palmette extending into the margin.

FOLIO 41.6x22cm

Multi-volume Qur’ans in nearly square format in few lines

of outsize brown Maghribi script were popular in Spain and
North Africa in the thirteenth and fourteenth centuries,
though it is possible that such copies were being produced
as early as the second half of the twelfth century.! Both this
large ‘Maghribi’ script and its smaller counterpart, often
referred to as ‘Andalusi’, appear to have taken shape in the
second half of the eleventh century, perhaps in connection
with the rise of the Berber Almoravid dynasty which
founded Marrakesh in 1062 and assumed control of Spain
in 1090. The geographical distinction implied by these
names is probably misleading, however, as the confluence of
artistic traditions in Spain and North Africa reflected the
political and cultural integration of the whole area.?




Most Qur’an leaves and manuscripts of comparable

dimensions and script have been dated to ¢ 1250-1350.> Of
the same size and format as the present bifolium is a thirty-
volume Qur’an apparently written by the Marinid Sultan
Abu‘l-Hasan ‘Abdallah b. ‘Ali and endowed to the al-Agsa
Mosque in 1344.* Sultan Abu‘l-Hasan’s Qur’an also shares
many decorative elements with this bifolium, including the
red highlighting around the sura heading in compact Kufic
script and the trefoil verse markers pointed in red and blue.
Though the script in the Sultan Abu‘l-Hasan manuscript is a
much darker brown, the thick hand is similar and shares the
exaggeratedly extended tooth of the initial ba of the
basmallah. WK

See discussion in Stanley 19953, pp. 22-23.

Ibid., pp. 21-22.

For similar Qur’ans, see James 19924, no. 55, pp. 218-19; Stanley
1995, n0. 18, pp. I111-12.

Al-Haram al-Sharif Islamic Museum, Maghribi Rab‘ah, inv. no. 3;
see Khader 2001, pp. 66-83.
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Large Qur’an manuscript in Maghribi
script on parchment

Commissioned by Abu Talib b. al-Shaykh Abwi-Faris ‘Abd al-*Aziz b.
Sa‘id bin Isma‘il bin ‘Abd al-‘Aziz bin Sa‘id al-Juhani

Probably Marinid dynasty, Morocco, Marrakesh or Fez

Dated end of Rabi‘ al-Awwal 718 AH / late May 1318 CE

Arabic manuscript on parchment with 163 folios written in dark brown
Maghribi script with twenty-one lines per page, and two blank folios.
Hamzat al-wasl is indicated by green dots and hamzat al-gat* by yellow
dots that have faded to a thin brown colour. The single verse divisions
are marked with gold trefoil devices made up of three small overlapping
circles. The fifth verse divisions are marked in the text with small gold
winged vegetal motifs and in the adjacent margins with larger devices of
similar design containing the word khams in small gold letters. The tenth
verse divisions are marked in the text with small gold rosettes and in the
adjacent margin with gold roundels containing the word ‘ashar in small
gold letters. Hizb and juz’ divisions are marked in the margins with
large illuminated medallions of geometric or radial design containing the
relevant word in red letters. The sajda loci are marked in the margins
with large elaborate devices of a variety of designs (see below). Sura
headings are written in gold ornamental Kufic script with red edging
and with stylized palmettes of gold vegetal interlacing extending into the
margins. The sura headings for Sura 1 (Al-Fatiha) and Sura 2 (Al-
Bagara) are more elaborate, with large rectangular illurninated panels
containing the sura title in tall ornamental Kufic script in blue or gold
and stylized palmettes of vegetal interlace extending into the margins.
There are two fully illuminated double pages. The opening double page
has large square panels with central lobed roundels containing
geometric interlace surrounded by gold inner border bands and four
spandrels of vegetal interlace in gold. A palmette medallion of similar
interlace extends into the margin from each outer border. The closing
double page has large square panels of geometric interlace punctuated
by panels and roundels of white interlace on blue ground. Again there
are two palmette medallions extending into the margins. The colophon
on the final folio of text (f. 162r) is written in large and bold white
cursive script of a thulth type on a ground of gold scrolling interlace on
a blue background. The binding is contemporary with the manuscript
and appears 1o be the original binding. It is of brown leather with
central medallions and border bands of blind-stamped reticulated knot-
work punctuated with small gold-stamped florets.

FOLIO 28.6x28 cm

This magnificent copy of the Qur’an is a superb example of

manuscript production from the western Islamic lands and a

rare survival, with a colophon informing us of the patron
and date of production. It is notable for its large size, its
exquisite and abundant illumination, its remarkably good
state of preservation and its original leather binding.

The individual who commissioned this Qur’an is
described in the colophon (see overleaf, page 74) in the
fullest and most respectful terms. The wording is as follows:

“Kumila al-mushaf al-mubarak al-musbih Ii’l-talib al-nabih
al-nabil al-arfa‘ al-abqa al-azhar al-asma Abi Talib b. al-
Shaykh al-arfa al-azhar al-‘ala ‘alam al-ilm wa tur al-su'dud
wa’l-hilm Abi Faris ‘Abd al-‘Aziz b. Sa‘id b. Isma‘il b. ‘Abd al-
“‘Aziz b. Sa‘id al-Juhani wa dhalika fi’I-‘ushr al-akhir min
shahr Rabi® al-Awwal min ‘am thamaniya ‘ashr wa sab‘ mi’at
wa sala Allah ‘ala Sayyidna Muhammad.

“The blessed glorious manuscript was completed for the
noble, the most exalted, the most steadfast, the brightest, the
highest seeker, Abu Talib, son of the most exalted, the
brightest, the highest, the luminary of knowledge, the
pinnacle of power and understanding, Shaykh Abu Faris
‘Abd al-‘Aziz son of Sa‘id son of Isma‘il son of ‘Abd al-‘Aziz
son of Sa‘id al-Juhani and that was in the last tenth of the
month of Rabi‘, the first of the year seven hundred and
eighteen, and God’s blessing on our Lord Muhammad.”

The wording and information in the colophon tell us a
good deal about the patron. His family name was al-Juhani.
This was the name of an Arab tribe that had been prominent
in Iraq and Syria during Umayyad times; some of them no
doubt emigrated west with the remnant Umayyad dynasty in
750 CE. The colophon lists six generations of the family,
which, with an average of around twenty-five years per
generation, takes us back to the last quarter of the twelfth
century. We cannot identify for certain who our patron was,
but there was a gadi of Marrakesh called Abu Faris ‘Abd al-
Aziz in the late thirteenth century who might well have been
the father of our patron. This would account for the very
laudatory terms used to describe our patron and his father.
Furthermore, the terms indicate a respect and eminence
more in the religious or legal line than in the political,
military or dynastic context, and this, too, would fit with a
family of religious shaykhs and gadis. If our patron was the
son of the Qadi of Marrakesh, then he very probably would
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have followed him into the world of religious or legal orders,
whether he remained in Marrakesh or moved to Fez or any
other of the major Marinid cites, where this codex was
probably copied and illuminated. However, without an
absolutely positive identification of the patron we cannot
discount the possibility that he was based at the Nasrid
court of Granada and that the codex was produced there,
even though stylistic evidence also points more towards
Marinid Morocco than Nasrid Granada (see below).

The main script of this manuscript is of medium size in
relation to the scale of the manuscript, and the nib of the
stylus must have been a rather pointed one as the script has
a relatively thin and wiry appearance. There appear to have
been three principal types of ‘“Maghribi’ script used on
Qur’ans in the Muslim west. The classic ‘Maghribi’ script is
a large-scale, emphatically looped script applied with a wide
nib and often used with only five or seven lines per page; it
can be seen for instance in cat. 17 and 18. Secondly there is
the very small, rather neat script applied with a thin, pointed
nib that is often known as ‘Andalusi’ script and is associated
with several small format Qur’an manuscripts made at
Valencia in the late twelfth century.! Thirdly there is a
medium-scale script applied with a relatively thin nib that is
somewhere between the first two in style, spacing and
proportion. The script of the present Qur’an is a good
example of this third type, which was also used in another
Qur’an of remarkably similar size, illumination and
orthographics.? In the past scripts from the Muslim west
have been given names based on their possible geographical
origins ~ ‘Andalusi’ for the very small, neat script and
‘Maghribi’ (meaning north-west Africa as opposed to the
Iberian peninsula) for the large, looping script — but there
are no firm grounds for this convention, save perhaps that
the majority of manuscripts which have colophons locating
their production in Islamic Iberia are in the small neat script,
particularly the group made in the scriptorium at Valencia
between 1156 and 1200. However, these codices are all of a
small, single—volume format that would anyway have
required the use of a small neat script with tightly spaced
lines in order to fit the whole text of the Qur’an into a single
volume. Certainly both scripts were used in both regions
during the whole period of the eleventh to fourteenth
centuries.’ Furthermore, medieval non-Qur’anic religious
manuscripts such as Malik b. Anas’s Kitab al-Muwatta and
secular texts from the Muslim west were very often copied
in a small, neat so-called ‘Andalusi’-style script wherever

they were produced, and there are numerous extant

examples from both Morocco and Iberia, and further east as
far as Boujie (Bijaya) in Algeria.* Indeed the presence all
over the Muslim west of both styles of script is not
surprising, since both Morocco and southern Iberia were
ruled by the same dynasties during the eleventh to thirteenth
centuries and scribes certainly moved around the different
regions taking styles and influences with them. Furthermore,
with the gradual re-conquest of Iberia by the Christian
kingdoms, many Islamic scribes emigrated to North Africa.
Again, the two main styles of script cannot be classified by
period or dynasty, since both scripts were used from the
eleventh century onwards, and continued to be used through
to the modern era in Morocco and Algeria.

It seems likely that the type and scale of the different
‘Maghribi’ scripts had more to do with function than with
region, dynasty or period. The majority of manuscripts in
small ‘Andalusi’ scripts are of a small square format,
typically measuring between 15 and 20 c¢m in height and
breadth. They are all single-volume codices. It seems likely
that they would have been designed for personal use,
perhaps as portable Qur’ans for travelling. The larger looped
scripts are predominantly written in five or seven lines per
page, and the manuscripts in which they are found are
therefore usually multi-volume codices, even though the
dimensions of each folio are often not very much larger than
the so-called Andalusi format. But their multi-volume format
would have made them bulky and difficult to transport, and
they are more likely to have been produced for mosques,
madrasas and palace libraries ~ institutions where they could
stay permanently and would not need to be moved far or
often, and perhaps where the need to read the text aloud
from a clear and well-spaced text was of greater importance.

The different functions of these Qur’ans may also
account for the survival rates of the manuscripts themselves.
When the Christians re-conquered southern Iberia between
the twelfth and fifteenth century they are known to have
destroyed Islamic manuscripts, and particularly Qur’ans, in
a shockingly vandalistic way. Legend has it that when
Granada finally fell in 1492 the Christian commander
ordered that all copies of the Qur’an be burnt. Because the
Christians soldiers could not read the language, they
assumed that every manuscript in Arabic was a Qur’an, and
apparenty countless Islamic manuscripts were burnt in the
town square in one night. Add to this the biblioclasms that
often accompanied the change of Muslim dynastes,
especially if the new dynasty did not quite agree with the
theological approach of the previous one,” and the local
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squabbles between princedoms, and the scope for
destruction was enormous. In this context, multi-volume
Qur’ans that were housed in institutions — mosques,
madrasas etc. — would have been difficult to carry away and
were more likely to have been left to the marauding forces to
be looted and destroyed. Thus, today, we find numerous
fragments, single sections (gjza’) and single folios surviving
from multi-volume Qur’ans written in the large, looped
‘Maghribi’ script, but very few complete multi-volume sets.
In contrast, the personal, portable manuscripts in small,
‘Andalusi’ script would have been easier to carry away and
more likely to have been saved, and in the circumstances of
warfare and looting it is more likely that someone would take
their own possessions with them before thinking of the
contents of the mosque library or madrasa. Thus, today, we
find about twenty to thirty, if not more, surviving complete
single volume Qur’ans in this small script.

The script on the present Qur’an lies somewhere
between the two described above, but the size of the codex
itself is larger than that of most other Qur’ans from this
region. However, it is a single-volume codex. The
commissioning inscription at the end indicates that its
original function was for private use, but its size and bulk
would probably preclude it from having been a travelling
copy for portable use.

In many ways the most striking aspect of the present
Qur’an is its illumination. It is remarkable for the quantity of
illuminations, the size of the panels and devices, the intricacy
of the detail and the variety of designs. The designs of the
individual illuminated devices are typical of Western Islamic
illumination in general, and comparable examples are found
on manuscripts from the twelfth to the fourteenth century.
This reflects the conservative nature of manuscript
production in the Maghrib, especially of Qur’ans. The use of
parchment as the main material for Qur’anic manuscripts in
Morocco and Islamic Iberia as late as the fourteenth century
is another indication of this phenomenon.

The marginal devices are predominantly roundels or
foliate ‘winged’ roundels. These latter devices mark the text
every five verses and echo the smaller ha-shaped devices
used within the lines of text to indicate fifth verse divisions,
which in turn represent the abjad value 5. The roundels mark
the text every ten verses and echo the similar smaller devices
used within the lines of text to mark the tenth verse
divisions. These devices are typical of many Qur’an
manuscripts from the Maghrib and Islamic Iberia. However,
there are other more distinctive forms within the

illumination that can be usefully compared with other
manuscripts and also with works of art in other media.

The sura headings are written in ornamental Kufic script
in gold, the letters edged in red. Each one has an illuminated
medallion filled with gold foliate interlace placed adjacent in
the margin. At first glance the internal designs of these
medallions appear the same, but a closer inspection reveals
many subtle variations on the theme of foliate interlace, with
scarcely any single design repeated in exactly the same form
(see Table 6).

There are several types of marginal device marking the
sajda points (points for prostration). These are of a wide
variety, but are principally of a triangular design augmented
with circles and knots, or of a teardrop-shaped design with a
roundel as a base and a cone-shaped upper part. In both
cases they contain the word sajda in red or gold lettering.
Occasionally a sajda point coincides with a hizb division or a
tenth verse mark, in which case the device is generally more
elaborate and contains all the relevant words in red or gold
(see Table 7).

Further textual divisions are also marked in the margins:
the hizb/juz’ divisions are indicated with two types of
medallion. One has a design based on three eccentric circles
with a central gold roundel bearing the word (eg.) hizb in
red lettering. The outermost of the circles is filled with a
radiating band of scalloped waves.

The second type consists of geometric roundels
containing the word hizb or juz’in gold ornamental Kufic
script on a ground of blue and white interlace. These devices
are more distinctive and compare very closely with verse
division medallions in a very large codex of the Qur’an in
‘Maghribi’ script in the Museum of Turkish and Islamic
Arts, Istanbul.® This manuscript has no colophon or
documentary information, but has been attributed to both
Nasrid Granada and Marinid Morocco. The internal
geometric designs of both manuscripts are worth illustrating
to show their similarity (see Table 8).

The opening double page of illumination in cat. 21 has
large square panels with central lobed roundels containing
geometric interlace surrounded by gold inner border-bands
and four spandrels of vegetal interlace in gold. A palmette
medallion of similar interlace extends into the margin from
each outer border. The popularity and longevity of this
general design in the Muslim west can be seen by comparing
the present example to an illuminated page in a Qur’an
manuscript written at Valencia in 5§78 AH/1182 CE,” and to a
Spanish binding of the fifteenth century (see figs. 6 and 7) ¢




The geometric design within the lobed circle contains an The illumination of the final folios of cat. 21 compares

eight-pointed star. This form was quite common and quite closely to that of a Qur’an copied in 703 AH/1303 CE,
appears in various media over several centuries, including which has been loosely attributed to Nasrid Andalusia, but
the rib structure of two Marrakesh buildings, the Qubbat on no firm grounds (see detail and fig. 9)."°

Baruddiyin of 1120 and the Kutubiyvya Mosque of 1162, and In relation to more specific forms within the

the monumental Andalusian textile known as the Las Navas illumination, there are three royal Qur’ans copied in Fez in
de Tolosa Banner, of the first half of the thirteenth century.’ the first half of the fourteenth century which are stylistically
The design of the banner is particularly close to that of the comparable to the present work. One was copied in 1306,"
present illumination, since the eight-pointed star is one in 1344, and one in 1348-58.7° All of them show
contained within a circle, the circle within a square, and both stylistic similarities with cat. 21, but only the 1344

have four corner spandrels (see detail and fig. 8). manuscript is published in any detail. It was apparently

1-v1: Sura heading medallions
cilla 3
I T

VII: A sura heading medallion coinciding with a vin: A sura heading medallion coinciding with a IX: A sura heading medallion coinciding with a
hizb division hizb division sajda point

TABLE 6: Sura heading medallions in cat. 21
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TABLE 7: Sajda point markers in cat. 21

Geometric hizb
and juz’ markers

in cat. 21

Verse markers of
Museum of Islamic
and Turkish Arts,
Istanbul, Ms. T.360

TABLE 8: Medallions in cat. 21 compared to those of a Qur’an in Istanbul

copied by the Marinid Sultan ‘Ali b. ‘Uthman II (r. 1 331-48)
himself, who sent it as a pious gift to the Haram al-Sharif in
Jerusalem. At 21.5 x 19.5 cm it is somewhat smaller than the
present codex (which is perhaps surprising, considering it
was a royal production for a wagfof the highest importance),
but it does contain several decorative elements that compare
rather closely to the present examples (see Table 9).

There is a propensity to assign sophisticated western
Islamic manuscripts of the later medieval period to Granada,
because it is associated popularly with Moorish romance and
the swansong of a glamorous civilization. The survival of the
great palace of the Alhambra and the romantic place in more
recent European literary and cultural history that it has
assumed further enhances this mystique. However,
Morocco, and especially Fez during the Marinid dynasty,
was equally a place of great wealth and sophistication. The
Marinid dynasty was extremely rich, thanks chiefly to the
fine wool that it exported to Europe,!* but it also traded
luxury African goods to Europe, including salt, ivory, ostrich
feathers, incense and other perfumes, pepper, ambergris
and, significantly, large amounts of gold in ingot and powder
form. As well as a wealthy and cultured royal family, there
was a large aristocracy of political, religious and military
families, which was sophisticated and fond of luxury, but
also devout and very keen on artistic and architectural

patronage, especially i a religious context. During the early

fourteenth century numerous mosques, madrasas and
libraries were endowed in Fez, not just by the Sultan, but by
wealthy aristocrats and merchants.” “The material
prosperity of the Marinid state and the image that it adopted
at this time, as champion of Maghribi Islam, explains the
large number of pious donations (vagl) made by members of
the dynasty to the benefit of public institutions in their own
towns and in captured towns, as well as those of the holy
cities of the East.”'® Marinid Fez itself was a “metropolis of
humanities, sciences and arts”,”” and within this context
scriptoria and libraries flourished, as did the crafts and
tradesmen associated with such activity. Even in the eleventh
century Fez had 104 paper factories. By the thirteenth
century that figure had increased to over 400.%

The underestimated sophistication and artistic patronage
of the Marinid rulers and aristocracy provides an
appropriate context for the production of a luxury copy of
the Qur’an like cat. 21. It may also lead us in tme to
attribute a larger number of late medieval luxury ‘Maghribi’
manuscripts to Marinid Morocco rather than to Nasrid
Granada, which, despite the cultured milieu of Granada
itself, was a kingdom in general decline, surrounded by
hostile and aggressive Christian neighbours, and often at
odds even with its Muslim brethren in Morocco.



FAR LEFT

Fig. 6 Tlluminated page
from a Qur’an written at
Valencia in 1182 CE
(Istanbul University
Library, Ms. A.6754)

LEFT

Fig. 7 Central panel of a
leather bookbinding,
Spain, 15th century
(Museum of Art and
Archaeology, Barcelona)

FAR LEFT

Detail of

opening

illumination of cat. 21,
with diagram of

geometry

LEFT
Fig. 8 Central panel of
the Las Navas de Tolosa
Banner, ¢. 1200-50, with

diagram of geometry

FAR LEFT
Finispiece of cat. 21

LEFT
Fig. 9 Finispiece of
manuscript dated 1303
(Bibliothéque
nationale, Paris,

Ms. or. arabe 385)
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Cat. 21 was certainly in Morocco in the post-mediaeval
period, for several ownership inscriptions list births and
deaths of members of the Sa‘did and ‘Alawi families. The
earliest is dated 13 Rajab 1006 AH/23 March 1598 CE and
records the birth of a certain ‘Ubayd b. ‘Abd al-Salam in the
palace of Rabat. At that time Rabat was under the control of
the Sa‘dids, although it was a time of great unrest, with three
brothers, Zaydan, ‘Abdallah and Muhammad, all vying for
power. The next inscription is over a century later, dating to
the early ‘Alawi dynasty, and mentions the name ‘Abd al-
Wahid and the date 27 Muharram 1110 AH/7 August 1698
CE. The next mentions no names but the date 28 Rajab

Cat. 21 Haram al-Sharif Islamic Museum, Jerusalem, no. 3

Medallion within the

opening illumination

Symmetrical radiating Symmetrical radiating medallions

sura heading medallion

Sura heading medallion | Opening marginal medalilion

Sajda marker Sajda marker

TABLE 9: Medallions in cat. 21 compared with those of a royal
Qur’an copied at Fez in 1344 CE

1112 AH/10 January 1701 CE. The next mentions the names
‘Abd al-Wahid ibn Muhammad and Sultan Isma‘il (r. 1682-
1727) and the date 23 Rajab 1139 AH/18 March 1727 CE.
This inscription no doubt refers either to the Sultan himself,
who died in the year the inscription was written, or possibly
to one of his sons (this part of the inscription is illegible).
The final inscription mentions perhaps another son of
Sultan Isma‘il, who, we are told, died in Rajab or Sha‘ban
1141 AH/ February-March 1729 CE. MF

1 See, for instance, New York 1992, no. 76, p. 306, or James 19924,
no. 20, Pp. 92-93.

2 See Sotheby’s, London, 26 April 1995, lot 20.

3 Two manuscripts from Andalusia in the large looping script are a
copy of the Shihab al-Akhbar in the Royal Library, Rabat, Ms.1810,
copied at Valencia in $68 AH/1172 CE, exactly the period when the
group of small format Valencian Qur’ans was being produced (see
New York 1992, no. 77, p. 307); and a single juz’ of the Qur’an
copied at Valencia in 602-30 AH/1205-32 CE, see Sotheby’s,
London, 13 October 2004, lot 5. Three manuscripts from Morocco
in the small ‘Andalust’ script are two Qur’ans copied at Marrakesh,
one in 599 AH/1202 CE and one in 635 AH/1238 CE, and one
copied in Ceuta in 587 AH/1191 CE; see James 19922, p. 89.

4 The Moroccan and Iberian examples are too numerous to list, but
there are many of Iberian provenance in the Escorial Library and
many of Moroccan provenance in the Royal Library, Rabat. For the
Boujie manuscript see Quaritch 1999, pp. 36-37.

5 As was the case with the Almohads and the Almoravids.

6 Ms.T:360. Single folios of this manuscript are in the Metropolitan
Museum of Art, New York, Rogers Fund 1942 (42.63), and the
Cleveland Museum of Art. This is by far the largest and most
grandiose Maghribi Qur’an to have survived. Its leaves measure
53 x 60 cm. For the Marinid attribution see New York 1987,
no. 40, p. 57; for the Nasrid attribution see New York 1992, no. 83,
p-314.

7 Istanbul University Library, inv. no. A.6754.

8 Museo d’Art i1 d’Arqueologia, Barcelona.

9 See New York 1992, no. 92, p. 326.

10 Bibliothéque nationale, Paris, or. arabe 385; see Paris 2001, no. 62,
pp- 94-95, and Lings 1976, no. 105.

11 Munich, Bayerische Staatsbibliothek, Cod. Arab. 2.

12 Haram al-Sharif Islamic Museum, Jerusalem, inv. no.3; see Khader
2001, pp. 66-83.

13 Bibliothéque nationale, Paris, or. arabe 423; see Paris 2001, no. 63,
p- 96.

14 The name ‘Merino’ wool comes from Marinid dynasty, whose
farmers and wool merchants developed this type of fine wool from
their sheep and introduced it to Italy and other European nations.

15 For instance, the ‘Attarin Madrasa, 1310-31, the Mashabiya
Madrasa, 1346, and the Qarawwiyin Library, 1350.

16 ED, art. ‘Marinids’.

17 Mezzine 2002, p. 9I.

18 Ibid, p. 108.
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1

Large illuminated Qur’an in naskh script

Eastern Iran

About 1200

Arabic manuscript on buff paper, 337 folios. Eleven lines of black naskh
per page, intermittent recitation marks in red, accompanied by a Persian
interlinear translation in small black naskh. Individual verses marked by
a gold rosette, pointed in red and green. Fifth verse divisions are
marked within the text by a gold teardrop motif, pointed in red and
green, and in the margin by a large upright ‘palmette-trees’, illuminated
with gold and red, a green dot in the middle, and outlined in blue. Tenth
verse divisions are marked in the margin by a large medallion, gold and
polychrome, flecked and pointed around its circumference, and
containing an inscription in gold Kufic relating to the number of verses
passed. Fifth and tenth verses also marked in the margins with red
letters, kha and ‘ayn respectively. Juz’ and sub‘ divisions are marked in
large silver Kufic in the margins. There are other marginal annotations
in red and silver throughout. The edges of some pages are neatly
restored. Sura headings are in gold Kufic. Mid-point of the Qur’an is
marked by unusual bifolium, illuminated predominantly in red and
gold, with six lines of naskh within a knotwork frame, with panels above
and below containing the sura heading in white Eastern Kufic on a
ground of red and blue, decorated with gold and white arabesques.
Three large medallions, gold and polychrome, protrude from the frame
into the outer margin of each folio, the central one unattached.
Incomplete at beginning and end, with traces of fire damage, in a
modern green leather binding, filleted and with four gold corner motifs
on the central field.

FOLIO 39.5 X 40 cm

This imposing Qur’an, remarkable for being almost
complete and for the unusual style of its illuminated central
bifolium, belongs to a small group of manuscripts copied in
Eastern Iran in the twelfth and thirteenth centuries. Like the
other manuscripts in this group, it marks a point of
transition between the Qur’ans copied in Eastern Kufic in
the eleventh and twelfth century and those in the khurut al-
yabisah or ‘dry’ scripts, ie. naskh, muhaggaq and rayhani,
which by the end of the thirteenth century dominated
Qur’an production in the eastern Islamic lands.! The angular
naskh script, dark buff paper, marginal and intertextual
devices and dimensions all bear close comparison to those of
a Qur’an copied in 1270 CE and attributed by David James
to Eastern Iran or North India.? In this manuscript James

notes the angular, archaic form of the letter kaf, which harks
back to Eastern Kufic script. The same feature is found in
the present manuscript, along with other features of Eastern
Kufic Qur’ans, such as the sura headings, which consist only
of the title in gold Eastern Kufic script, and are unmarked
by any device in the margin. The distinctive ‘palmette-trees’
found both in this manuscript and the 1270 Qur’an, as well
as the more usual medallions with projecting finials marking
every tenth verse and the teardrop-shaped fifth verse
markers, are also features found in Eastern Kufic Qur’ans
from eastern Iran. The presence of these features in the
present manuscript confirms David James’s observation that
the move from Eastern Kufic to naskh Qur’ans was a
gradual transition.?

The richly illuminated bifolium that marks the mid-point
of the text, however, is strikingly different from
contemporary surviving examples. Though the overall
symmetrical design, consisting of illuminated panels above
and below the framed text block, is not unusual in Qur’ans
of this period, the loose knotwork forming geometric
patterns that fills the text frame and the square corner pieces
in the bottom panels is quite distinctive. Another feature that
sets the illumination apart is the repetition of the word
‘Allah’ in small white Eastern Kufic to fill the borders of the
cartouches of the upper panels as well as the inner rings of
the medallions projecting into the margins.

The interlinear Persian translation, the imposing size, as
well as the marginal commentary on Qur’anic recitation -
(qgira’a), suggest that the Qur’an may have been for
institutional rather than personal use. WK

1 For a discussion of eastern Islamic Qur’ans from this period, see
James 1992a, pp. 22-23.

2 Khalili Collection, inv. no. QUR628; see ibid., no. 18, pp. §2-85.

3 Ibid, pp. 15-16.
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Monumental Qur’an in naskh script

Iran
About 1200-50

Arabic manuscript on cream paper, 255 folios. Fifteen lines of strong
black naskh, vocalization in black, recitation marks in red. Sura headings
in thick gold thulth, outlined and vocalized in black or red. Individual
verses marked with gold rosettes pointed in blue and red. Tenth verse
divisions marked with marginal medallions, with gold geometric or
palmette device on red or coppery gold ground within gold and blue
concentric circles. Tenth and fifth verse divisions marked in the margin
with red ‘ayn and kha respectively. Sajda (prostration) points marked in
margins with word ‘sajda’ in gold thulth. lluminated opening page
consisting of gold panel filled with interlocking circles and semi-circles
filled with gold quatrefoils, foliate scrolls and knotwork stars on blue
and coppery-gold ground. llluminated double-page frontispiece
containing Sura 1 (Al-Fagha) and beginning of Sura 2 (Al-Bagara). Text
on ground of pink hatching with interlinear blue-shaded trefoil devices,
framed above and below by rectangular panels of interlocking circles
and gold knotwork. On final folio (f. 255v) Qur’anic text is followed by
illuminated panel containing phrase Sadaga Allah al-‘Azim (‘God the
Almighty has spoken’) in white thulth contained in a gold ‘cloud’
cartouche on a coppery gold ground. Some staining and damage to
edges, some of the tenth verse markers eroded due to verdigris
corrosion. In a modern Mamluk-style brown morocco binding with gold
interlocking circles on outside covers and flap.

FOLIO 47 X 32 ¢m

This impressive Qur’an draws on a variety of decorative
motifs found in Iranian Qur’ans from the eleventh to
thirteenth century and represents the culmination of a
tradition of Qur’an production that was to undergo radical
changes during the Ilkhanid period. Among the most
significant of these changes was the rise of muhaggaq as the
script for large-scale Qur’ans. During the fourteenth and
fifteenth centuries naskh was restricted to small-scale copies,
though its pre-eminence as the Qur’anic script for copies of
all dimensions was once again established in the sixteenth
century.

The most striking feature of the present manuscript is
the lavish illumination, dominated by a design consisting of
large interlocking circles and semi-circles. The design derives
from models most frequently associated with eleventh- and
twelfth-century Eastern Kufic Qur’ans, but is also
encountered on a variety of thirteenth-century manuscripts.
Interestingly, either a work-in-progress sketch of the design
or the attempt of a later artist to replicate was made at the
top of f. 3r.

Also typical of pre-llkhanid illumination are the dense
foliate scrolls on grounds of deep blue and coppery gold, the
large rectangular cornerpieces of loose gold strapwork, and
the rigidly geometric format of the opening bifolium. The
textual arrangement of the opening suras, with Sura 2 (Al-
Bagara) beginning immediately after Sura 1 (Al-Fatiha) on
f. 2v, was discontinued in the fourteenth century in favour of
placing the two suras on facing pages. The use of pink cross-
hatching in the text block of the opening bifolium is the only
feature of the illumination that remained a staple of
fourteenth-century Qur’an production, and its presence here
corroborates the hypothesis that this Qur’an represents the
very culmination of the pre-Ilkhanid tradition. WK

1 See the discussion of this style of illumination in connection with a

Qur’an in naskh in Quaritch 1999, no. 10, pp. 19-20.
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Khabar Mawlana al-Qa’im

Perhaps Alamut or Syria
Late 12th century

Arabic manuscript, a book of prayers, on paper with ten folios, each
with ten lines of neat naskh script in brown ink on buff paper. The
verses are divided by small gold rosette. There are three headings
written in gold thulth script within rectangular panels decorated with
scrolling foliate motifs and cloud bands in brown ink. The opening page
has a gold panel containing the title written in white thulth script, below
which is a panel containing a dated inscription and further
documentary information (see below). The corners of the panel are
decorated with split palmettes in brown and black ink.

FOLIO 17.5X13cm

This manuscript contains a selection of prayers and hadith.
It is one of a small group of three manuscripts, all of them
containing Shi‘ prayers and pious tracts. One of the other
two is in the Metropolitan Museum of Art, New York, the
second is in a private collection.!

The inscription on the opening page of the present
manuscript records that it was read to a nobleman in the city
of Ghazna in the month of Sha‘ban in the year 602
AH/March 1206 CE. However, this note is in Persian, and in
a different hand and a different ink from the main text,
which is in Arabic. It does not necessarily locate the place of
production as Ghazna, and since Ghazna and indeed all
eastern Iran and Afghanistan was strongly Sunni under the
muscular orthodoxy of the Ghurid dynasty and their Seljuk
overlords, it is perhaps unlikely that a manuscript of strongly
Shi‘i prayers would be produced there.

What, therefore, are the likely origins of this manuscript?
A clue is given in the illuminated headings at the beginning
of the Metropolitan Museum volume mentioned above,
which consist of the title and basmallah written in very fine
Eastern Kufic script on a ground of gold scrolling floral
motifs. Both the Eastern Kufic script and the scrolling
decoration are distinctive, but very close in style to similar
heading panels in the well-known illustrated copy of the
Kitab al-Diryag (Book of Antidotes) of Pseudo-Galen,
produced in Mosul in the year 1199 CE, and now in the
Bibliothéque nationale.> Given that the present manuscript

and its two sister volumes were produced under the
influence of the Mosul school of about 1200, where might
they have been produced? The two Shi‘i centres closest to
Mosul around the year 1200 were the Isma‘ilis at Alamut in
north-western Iran and the Nizari Isma‘ilis in the mountains
of Syria. This was an interesting period in Isma‘ili history. In
1164 the Imam of Alamut, Hassan II ‘Ala Dhikrihi’l-Salam,
introduced the doctrine of giyama,’ and after this
proclamation he hinted that he was the Qa’im al-Qiyama.
His son and successor Muhammad II (r. 1166-1210) placed
the doctrine of Qiyama at the centre of his imamate and
represented himself as the figure of the Imam al-Qa’im.* Is it
possible that the prayers in cat. 24 were associated with
either Hassan II or Muhammad II? The title of cat. 24 —
Khabar Mawlana al-Qa’im — does not appear in the listings
of known Isma‘ili texts, but the date of the manuscript
(about 1200) fits very well into the chronology of the
doctrine of giyama and the figure of the Qa’im al-Qiyama
at Alamut. It should be noted that the doctrine of giyama
was also declared by the Nizari Isma‘ilis in Syria. Could this
prayer book have been the product of one of these Isma‘ili
centres, echoing the artistic style of northern Irag, but
adapted to a much more petite and portable format? The
portability of these prayer books would have suited the
lifestyle of the Isma‘ilis, being, as many were, peripatetic and
often secretive in their proselytizing activity. Perhaps there
was a scriptorium in either Alamut or Syria producing Shi‘i
texts specially for itinerant Isma'ili emissaries and agents, to
be carried with them on their travels and missions.

But what was the manuscript doing in Ghazna in 1206?
A possible explanation is to be found in the context of
Isma‘ili activity in Afghanistan and the Punjab at this period.
During the late twelfth and early thirteenth century the
Ghurid armies under Ghiyath al-Din Muahmmad
(r. 1163-1203) had sacked the two Isma‘ili strongholds at
Multan and Quhistan, and in the early thirteenth century
there was Isma‘ili propagandizing and missionary activity in
the mountainous regions between Ghazna and Lahore and
down to the plains of north-west India around Multan. It
is probable that this activity was organized by Isma‘ili
emissaries of the Imam of Alamut.’ Furthermore, the Sunni
Ghurid Sultan Mu‘izz al-Din was assassinated near the
Indus on his way back from the Punjab in the year 1205,
allegedly by an Isma‘ili assassin — just a few months before
the opening inscription in this manuscript was written.® MF

1 The Metropolitan Museum manuscript is Munajar Mawlana of Ali
b. Abu Talib; see Sotheby’s, London, Oriental Manuscripts and
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Miniatures, 26 April 1995, lot 54; the manuscript in a private
collection is Da’wat Qunut Mawalina al-A’imima, see Sotheby’s,
London, Arts of the Islamic World, 3 May 2001, lot 27.

Ms. Arabe 2964; see Ettinghausen 1962, pp. 84-85; Paris 2001,

pp. I12-13, 116-17, I130.

The term giyama refers to resurrection on the Day of Judgement.
Daftary (1990, p. §65) describes giyama and Qa’im al-Qiyama as
follows: “The Nizaris of the Alamut period interpreted the givama
spiritually as the manifestation of the unveiled truth in the spiritual
reality of the current Imam, who was also called Qa’im al-Qiyama”.
See EIz, art. ‘Isma’iliyya’, sub-section ‘Nizariyya’.

See Elz, art. ‘Ghurids’, sub-section ‘Ghurids as an imperial power’.
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Iluminated folios from 2 large Iik
Qur’an

Western Iran or Iraq

About 1275-1315

Sura 84 (Al-Inshigaq), v. 10-Sura 86 (AlFTariq), v. 17; Sura 89 (Al-Fajr),
v. 14-Sura 9o (Al-Balad), v. 9

Three folios from an Arabic manuscript on paper with nine lines of
muthagqaq script per page written in black ink. The diacritics are marked

in the same black ink. Single verse divisions are marked with gold

rosettes. Fifth verse divisions are marked with large illuminated teardrop
devices in the margins. Tenth verse divisions are marked in the margins
with large illuminated medallions. The sura headings are written in gold
thulth and rayhani scripts within elaborately illuminated rectangular
panels.

FOLIO 48 x 35 cm

These large and grand folios are interesting survivals of what
must have been an extremely fine and lavish manuscript of
the Qur’an, made probably for a high-ranking courtier of the
Tlkhanid dynasty at the end of the thirteenth or early in the
fourteenth century. The illumination of the sura headings
and the fifth and tenth verse markers, which is notable for its
glowing colours and unusual motifs, relates closely to
Tlkhanid illumination on court manuscripts of the period.
The earliest comparable manuscript is a copy of al-

TJurjani’s medical encyclopaedia, the Kitab-i Zakhira-yi

Detail of fifth verse marker of Fig. 10 Detail of the frontispiece

cat. 23 of an Al-Jurjani manuscript dated

1273 (private collection)

Khwarazmshahi, dated 671 AH/1273 CE, in which the tide
page contains a large teardrop-shaped motif extremely
similar in design to the fifth verse markers on the present
fragment (see fig. 10)." The choice of a teardrop shape for
the fifth verse markers of a Qur’an manuscript is not in itself
unusual — the shape had been used for centuries to imitate
Arabic letter ha, which has the numerical value 5 in the
abjad system — but here the individual motifs are strikingly
similar, particularly the lobed lotus-petal border.

The illuminated motifs of the sura heading panels of the
present fragment are related to those of the sura heading
palmettes on a copy of the<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>