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"The chief oC wisdom is in the fear ,of God." Another piece of
lattice-work, of a finer and more elaborate character than is
commonly seen, has the inscription in fine Küfy letters, Llll
u~, \.$~ .~ Á.J~ ~ " God and his angeJs bless the Prophet,"
forrned by pieces of thi{:ker wood, inlaid with ivory lines.
, '1'h15 more elaborate s~yle of meslzreb'iya work deserves special

mention. It is more particuJarly used for the open panels of the
balustrade ofpulpits, of which narrow examples are seen in fig. 34.
but it is also found in the upper panels of the partition screens
of mosque sanctuaries, and in other positions. The principIe
of construction "is the same as in ordinary lattice~work, but the
cornponent parts are carved, and sometimes iniaid with ivory.
A fine ex~mple in the Sto Ma,urice collection is engraved in figs.
59 and 60; in which the [ront and back are quite different in treat­
ment and effect. The lattice, instead of comprising oval balls and
round links, is composed of hexagons joined by triangles and
turned links, and the hexagons and triangJes are carved and
inlaid.. On one side the triangles are inlaid with carved ebony
triangles pointing the opposite way to the triangles in which they
are set, and the hexagons are studded with dark wooden bosses.
On the other side the triangles are carved with trefoils, and the
hexagons with sixfoilst each set in ebony and ivory borders.
\Vork of this description is uncommon.

Turned lattice-work may unquestionably be inc1uded among
the native arts orCairo, though it was also made elsewhere.
According to M. Prisse, this craft is not practised now in Cairo,
and the ~odern specimens come from Arabia, notably Jedd~. It
is unfortunately true that very liule oC this work i5 now done in
Cairo, but it is not wholly extinct, and in the earlier half of the
century it was still a considerable industry, though Lane records
that the ;,vork ",as then inferior to the oId style. The Egyptian
turner sits cross·legged to his work, and uses a primitive lathe,
which he causes to revolve with abow, employing his toes as well
as his fingers.

li~



'WOOD-WORK.

Lattice 11lts/ereliiytli form the :principal wood-"work: in a Cairo
house; buf there are' other usesof wood lo be described.' -The
delicate carved andinlaid panellingwhich -is usual in, mosque
pulpits is' seldom: employed in houses, though probably' the old
palaces oC the Mamlüks, had they been preservéd, would "have
displaye'd -_ examples oC' such work as rích and elaboráte as any in
the mosques. The panelling generally seen in the dóors oi the

e '.a Alhélmbra y Gene
U JURA

l1T1:\ nI RnU1\1

, FIC. ÓI.-PANELLED DOOR FROJo¡ A COPT'S.1/0l:SK.

(SPtlt/t KtII.linrtolf JlftLleunz.)

wall.cupbóards (which surmoUllt the divan in Cairo rooms; ,an<1
consist of a central cupboard with double door, surróundeo by liule
arched recesses for potteryand otll.er ornaments), and also used in
the interior doors of rooms, is of a simple kind, in tended more
to gUar~ against the warping effects oC the heat than to serve as
an ornamentto die room. Nevertheléss, the effect is sOluetimes very
pleasing, as in some of~he doors engraved in figs. 6r-4. where the
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ART OF THE SARACENS.

panels are ingeniously arranged in a sort oí L pattern, reminding
one ofsome of the designs of Saracenic metal·work, or in chevrons,
or in a hexagonal figure with a central star, or, fina11y, with a Coptic
cross (fig. 64), whichindicates that the door in question belonged
to a Christian house.

This simple panelling of the door and wall-cupboard, and the fine
lattice-work of the meshrelñya, constitute the most conspicuous oma"
ments in wood of the ordinary Calro room; .but there is yet another
manner of treating wood, which holds an important place in the
better chambers, and also in the mosques. This is seen in the
ceilings, which are often the most beautiful part ofa room, and
are elaborately decorated in bothmosques and houses. Thecoffered
ceiling of the fin~st class consists of, first, the beams of the roof,
which are suffered to appear in' their natural position, with that
true appreciation of the principIes oí good decoration, in which
structural features are turned to account, instead of being hidden,
which characterized the Cairo architect. The beams are oí rough
pine trul1ks, of considerable thickness, and are either left in their
natural round or half-round shape, or more generally are covered
with thin boards, which are frequently made in a square formo
The latter i5 the common plan in the mosques, but in houses the
round outline of the beams is often preserved to within a couple
of feet of the end, wlÍen stalactites rhask the ttansition' to the
square. The beams, whether round or square, are covered witha
coating of canvas saturated with plaster, like the Italian gesso, and
decorated in. colours, generally red and blue, with goldand white
to give light; and the deep' hollows between the beams' are
divided.into 5ma11 coffers and similar1y coated and painted,or the
bare planks are similarly painted, with arabesques and other
designs of great beauty. AH this work, Mr. Wild inforros me,
is done on the ground, and onl}" put up in its place whcn

finished"
The whole effect oC this kind of ceiling,-with itscontrasts

between the heavy beams .andthe delicate patterns between them,
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166 ART OF THE SARACENS.

and the gleam of gold in relief against the deep.toned blue and
red decorat~~n,-is exceedingly rich. .

Anoth~.'mode of decorating a ceiling is by nailing thin strips
of wood on the planks that constitute the roof, in a geometrical
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FIG. 6$.-CEILING OY APPLIQUR WORK.

(Soutl, K"uim:ton Mr¡u1II1l.)

design, andcovering the whole with a thin surface of pIaster, .on

which vadousarabesque'and floral orn~unents are ihen' squee~e<.1
while the material is 50ft, and the whole is then painted and gilt.
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The cut, fig. 67, represents a ceiling in the Sto Maurice collection,

acquired by the South Kensington Museum. The design is raised by

·means of strips of wood about halfaninch thick, and these strips are

gilt, wíth liries of red to shade ibe gold; the intervening arabesques

are in plaster, gilt, with edgt's of red and blue. ,The general effect

is very bandsome. Sometimes the cei1ing~ are 'n~ade in tbís appliqué

style with no decoration in the interstices. Such is the example

(fig. 65), which comes from a comparatively modern and poor class

of room. ' The strips o~ wood are nailcd, oil tbe planks in a geo~

metrical pattern, with a few bosses to fo'rm centr~s, and the whole

is tinted with red ochre~ 'rhis and the preceding ceiling (fig. (l7)

belonged to mesbrebiyas, anrl the style, was onlyemployed for

ceilings of small size, where no heavy beams were required, suc,h

as thoseover mesbrebiyas and over the durka'asof small roorns.

lt should be noticed that a somewhat similar style of appliqtté

work is' used for the bases, aswell as for the ceilings, of

rneshrebiyas. In the illustration (fig. 12), the corbelling oC

the nearest meshrebiya is covered with rosettes and stalactites, aH

of which are first cut out with a chisel and fret.saw, and then nailed

on to the window. Fret·work is a150 used for tbe pendentive eave

which surmounts a11 good meshrebiyas.

The furniture of a Mohammadan house is 50 limited, that it is

not difficult to sum, up the chief wooden objects. An ordinary

room in Cairo .contains,-beside 5uch structural wood·work as the

lattice·window and the panelled wall.cupboard" and the simple

shelf that runs round aboye the latter, supported by common

gallows.bracket~,-nothing but divans, supported on a ~ frame,

which is not ornamented, and perbaps a little table (kuys..f)" and a

desk for the Koran. The kursy (which rnust not be confounded

with the lectern ofmosques, also called Kursy) is generally oí inlaid

ivory ar mother·of.pearl, but sorne are of tumed wood, as in the en·

graving fig. 66,which is from atable preserved in the Cairo Museum.

Portions afthe stalactites are broken off, but the design is suffi­

cientIy preserved for us to judge of the effect, which i5 heavy, and
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WOOD-WORK.

inferiorto the mother-of-pearl tables with which we are more
familiar. The reading-desk is oí the crossed-Ieg or camp-stool
order, and is generaUy inlaid with mother.of-pearl; which eovers
t,he greater part of the 5urface of the table, and is fixed with
glue. The ordinary Cairo' pattems are very simple, and consist
in stars and geGmetrical designs;. but the Syrian tables, of the
same shape and material,. are carved with figures on the mother­
of-pearl, and touched with red and green paint. In both kinds
the mother-of-pearl is set off by black wedge-shaped pieces of
hom or bituminous composition. Rarer objects are the thrones
or chairs f)f earved and lattice-work, used formerly for a bride's
robes. A seat of lattice-work (dikka) also stands in the entrance
of many houses for the door-keeper.

The age oí _the wood-work, other than carved, is not easy .10

uetermine. ,The meshrebiyas, exposed to the weather, do not seem
able to last very long, and we shall be probably Iight in ass~ming

none of them to be older than ihe seventeenth century. The more
elaborate and squarer form of meshrebiya, used in mosques, is of
course older than this, and may date from the fourteenth century.
The ceilings vary in date with the masques OI houses to which
they belong, but they are not found in mosques earlier than the
fourteenth century, and no Cairo houses can be ascribed with
eertainty to even that period.

Gen r'

FI"c;. 67.-CEILING OF A l\IESHREBIYA.

(Sou'! Kensington Mmttlm.)
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CHAPTER VI.

IVORY.

Gene e

* Tlu A1tcúnt Coplfe CflurcJus of EgypI, vol. i., pp. 86,87.

o

--IN the preceding chapter wehave often had occasion to men­
tion inlaid lines of ivory set ro~nd' carved wooden' panels, and
even who,le panels of ivory set in wooden borders (pp. 132-138).
The artists oí Cairo pr~ferred this co~bination of substances, and
the use of ivory alone is rare, though: tbe Egyptians had every
Opportunity oC obtaining large quantities oC it through the Sñdan '
trade. In the Coptic churches ?f Old,Cairo, indeed, we find ivory
more prevailingly used than in mosques or Muslim bouses. Mr.
Butler thus describes the scre~n oC the ,church oí AbÓ.s-SeyCeyn:*
"It i5 a massive partition of ebony, divided into tbree large
panels-doorway and two side panels-which are framed in.
masonry. At each side oC the doorway is a square pillar
plastered and painted j on the left is portrayed the Crucifixion,
and over it thesun shining full; on the right the Taking
Down from tbe Cross, and ,over it the sun eclipsed..•. In
the centre a double door, opening choirwards, is covered with
elaborate mouldings, enclosing ivory crosses in high reJief. AH

round the framing of the doors, tablets of solid ivory, chased with
arabesques, are inlet, and the topmost part of each panel is marked
off for aneven richer display of chased tablets and crosses~ Each
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of the side panels oí the screen is one mass of superbly.cut crosses
of ivory, inlaid in even lines, so as to form a kind. of broken
trellis-work in the ebony background. The spaces~ between the .
crosses are .6lled with little squares, pentagons, hexagons, and
otIter figures of ivory, variously designed, and chiselled with ex­
quisite skilI. The order is only broken in the centre of the panel, I

where a small sliding window, fourteen inehes
square, is fitted; on the slide a single large cross
is inlaid, aboye and be- low which is an ivory
tablet containing an Ara- bic ínscription interlaced
with scroll-work. In these ivories there is
no through·carving; the block is first ·shaped.
in the form required- cross, square,or thelike;'-
next the design is chased in high relief, ret~ining

the ivory grollnd and a . raised border; and the
piece is then set in the wood-work and· (ramed
round with mouldings of .ebony, or ebony and
ivory alternately. 1t is difficuIt togive any idea
OL the extraordinary rich- ness and delicacy of the
de ails, or the splendour of the· ",hole effect."
Mr. Butler ascribes this screen, in· accordance
withthe tradition of thechurch, to the·tenth ceno
tury,and though the style of the arabesques wonld
lead' us to infer a date later by two 'or three
centuries, his authorita- . FIG. 68.-eARVED tivestatement must not
be disregarded. JVORV PANBL. Another screen, in

(S.K.M.)

the church caBed EI- Mu'allaka, in the lortress
of Babylon, is unique oC its kind. "Above and below are narrow
paneIs oí carved cedar an:d ebony, altemately, chased with rich
scroll-work and interwoven with Kufic inscriptions ; the framework
is 'also of cedar, wrought into unusual· star·like devices, and the
intervaIs are filled with thin plates of ivory, through which, when
the screen was in its original position, the light of the lamps
behind feU with a 50ft rose-coloured glow, extremely pleasing.



FIG. 69.-CARVED IVORY PANllLS 01' A PULPlT DOOR.

(8014111 Kellsl,Ig-lolI olluu/lln.)
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There is an ahnost magical eifect peculiar to this screen, for the
design seems to change in a kaleidoscopic manner, according as
the spectator varies his distance from it."" This changing effect
has often been remarked' as 'a diarácterlstic ~fSarac~nicgeometrical
design, and is due:to the cómbination ~f large and small pattems
in such a manner that difierent parts 'of the design° stand out more
conspicuously at varying distances.

These Coptic scr~ens are undoubtedly the models upon which
the ivory carvings of the mosques were founded. Probably Coptic
artists were employed for the work just as Coptic architects
had been proved the most skilful for the planning of the mosques
themselves. There is a close analogy between the style of the
Coptic screens and that of the Muslim pulpits, with the necessary
exception that the cross which forms so promi~ent a feature in the
former is omitted in the latter, and the designs are restricted to
geometrical patterns filJed in with arabesques. A fine example of
the Mu~lim developinent of the art is seen in the pair of pulpit­
doors in the South Kensington Mus,:um (nos. 886 and 886a, of the
Sto Maurice coUection), one of ,,~hich is engraved in part in fig. 69.
The doors in their present modern frame-work a~~ 6ft. ¡in. high,
and each leaf is 1ft. 6in. \Vide. The design is :marked out by
wooden mouldings, and the interstices are filled with ivory tablets,
carved with delicate arabesques, no t",o of which: are the same~

Above and belo", each leaf is a horizontal panel filled with ivory
scroll-work. 1t will be noticed, that fine as is the style of carving,
the effect is harder than that of the best phiod of ~ood-carving in
Cairo, though these do'ors probably belong to th,e same ~poch,

the fourteenth century. The stiffness is the fault, one must con­
elude, of the material, not of the artist; for the men wh~ chiselled
the panels of EI-Ma.ridany and.Küsün (pp. 132-138) were in aH
probability the mates of those \vho carved the ivory panels of these
doors. The designs are also very similar, though varied with the

• Tltt A"dml C"P/it Churdus of Egy}/, vol. i., p. 212.
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FJG. 7o.-tNL.Ub IVOR-Y AHD BBONY DOOR.

(05.11/.4 K~/ui.glq" ..lIl1Seul'Jl;)
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marvellous inger.uity oC the Saracenic artist. The softer material,.
nowever, seems to have lent itself more readily to the expression
of these graceful outlines.

The four panels (no. 885) oC the Sto Mauriee cóllection. one of
which is engraved in fig. 68, are in a similar style. The 'York is
of the late fourteenth o,r early fifteenth centnry type, but very well
executed, and much 50fteT in effect than those described above ;
and the paneIs have th15 peculiarity-a sÍgn of rather Jate date­
that the designs of all four are absolutely identica1. Another str]e
of wood and ivory p»lpit.-eloor is seen in fig. 70, where small
panels of perfeetly pTaiD ivory alternate with pentagonal mosaies
oC' inlaid ivory .and ebony tesserae. This style may be referred
roughly to the fifteenth centur)', but we are at present without
exa t evidence as to the preeisedate. The beautiful panel oC inlaid
il·ory and ebony (fig. 71) ¡s from a table in the Arab Museum at
Cairo, and belonged to t}}e mosque oC Umm-Sha'ban, built al
in J 368.

1vory work, except in combination with wood, is rare in Egypt.
Two pieces, which 1had the good fortune to seeure in Cairo in 1883,
are now ,in the South Kensington Museum, and both are dated.
The first is a Httle cup, engraved with a band near the lip, con·
taining between Beroll borders a verse from the Korán, lxxvi. 5-

•
)";\S::J ~!,j..4 ~\S::J V4 .:.,,~~ J!.H~' u' "Verily the righteous
sha1l drink from a eup ftavoured with ampbor," describing the drink
of the blessed in Paradise; while on the bottom we read, "Made by
Moliammad Salih at EI-Kahua [Cairolin theyear 927," A.D. 1521.

The second is an ink-born (fig. '12) oC the usual Eastern shape, to
ho1d ink in the cavity at the head, and reed pens in the handle; and
wom in the girdle by the Egyptian scribes and leamed men, who do
their writing often on the backs of their donkeys. The head is
covered with Boral omament of a late style, and tbe sides with
Arabic verses between scroll borders; and on the bottom oC the
head are inscribed the words, CL Made by tbe Seyyid Mohammad
Sálih al Misr [also Cairo] in the year 1082'/' A.D. I6¡z.

RDI 1\
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FIO. 71.-INLAID lVOkY AND IlBONY PANIlL FROM A. TABLIl.

(Ca"", Museum.)
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The verses are these :-

~ .b.:U1 u--- U' ,~ '))
áL~",~6.." ~,~\.o.w ~J,
;;J-ooI.,.J'r~ l-j1L.-J~

, ~\.b.U, ~L:W',~.JG"' a...b..i.;'~

u Think not the grace of the pen's my desire,
Or the Arab ~hief's g~nerosity:

For one thing' ooly do 1 require,
That the point be moved from the h to the t."

" . '.

The meaning is, that by transferring the diacritical point of
.Ia:ioJ1 (" peIÍmanship "~,~r "writing") to the, second letter, thu5
~1~ the word is changed to "good fortune." TheArabic
gives the name of HátitJtTay,' the, typjcalArab hero, renowned .
for his prodigar hospitality and unselfish chivalry, and the subject
oí numerous Eastern legends' and poems~ ~~

lt looks as~ though fhe art of ivory earving had remained heredi­
tary in one:' íamily,' and: the seco~d Mohammad Siilih were a
descendant ofthe first; but thenames are common enough, and,the
identity may' be purelyaccidental. Th.ese are the only specimens
oí Cairo ivory vesséls with detailed dates and names with which 1
am acquaintéd., Theyare late, but for that reason aH tIte more
interesting, forour Muséums are, particularIy pqor in specimens
oí sixteenth and seventeenth century ~rvings. '

The ink-horn ,oí the shape shown in fig. 72 is usually rnade oí
brass or copper, but sorne of the better sort are,of silver, though
1 have never seen one of this material; and one is mentioIÍed in
history as made of glass~ but this was taken as a proor oí extreme
humility. A not ~ncommon kind is.' made of plain ivory, inlaid
with little brass a~nulets filled witli coloured ivory and brass
mosaic, in the styl,e famili,ar on Shiraz mus~ets,;, but this is not of
Cairo manufacture. An example, is shown in the South Kensington
Museum.

Ivory was also used as a base on which silver plates were laido



F'IG 72.-IVORY lNK-HURN.

(Sotltk KtIIS1'"gton J1U$<!um.)

P.C. Monurl1' nral de la Ala'nbra y Gener
ca . EJERIA DE CULTURA

179IVO.RY:

Such is the styIe of the Bayeux casket (illustrated in Prisse, iii.,
pI. 157), which beIongs probabIy to the eIeventh century. Figure
carving in ivory is not found in the Egyptian school of art, but it
certainIy obtained in Spain, as is proved by the splendid ivory box
made forZiyad ibn Aflah in A.H. 359, A.D. 969, now in the South
Kensington Museum, on which are various spirited representations
of figures and animaIs, even winged centaul's, closely resembling
the Mosil decoratioll oC metal objects. There can be Iittle doubt
that, wherever .made, this box represents the infiuence of Mesopo~

tamían artists, probably conve}'ed through the Fátirny Khalifs of
Aftica to Spain and SiciIy. .
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CHAPTER VII.

METAL-WüRK.

1. Brass and Bronze In/ay.

SARACENIC metal~work, so far as we are acquainte'd with eXlstmg
dated specimens, begins in Mesopotamia in the early part of the
thirteenth century oC our era. That the art must, however~ have
been developing for centuries before this date, possibly at other
places, is clear from the perCection of the workmanship displayed
on the very earliest pieces; indeed, the oldest are as a rule the
most elaborate and finished. Moreover, there is every reason 'to
believe that the art oC metal.working, engraving, and chasing, li
existed in a continuous developm~nt from very ancient times in
the region of the Tigris and Euphrates. The earliest Saracenic
bowis are deeorated with hu~ting-scenes which remind one at once
of the favourite designs oC the Assyrian bas-reliefs; the bronze gates
of Balawat, and the Sassani~m cups which have come clown to us,·
present many points of close resemblance to these first' examples
oC the Saraeen art~st. There was, however, a special reason for a
notable extension and development of the art in the thirteenth
century.t During the earHer ages oC Mohammadan rule, though
the Khalifs were not remarkable for their piety or observance oC
the laws oC the Korán, a certain decent outward .appearance oC .
conCormity to the regulations oC Mohammad· seems to have
prevailed. Among other prohibitions, that which forbacle the
representation in art oC animate creatures was particularly observed.
The mlers may have cared little about such laws, but the people

• A. de Lorigpérier, CEu'lIns, t, 71,254.
t Compare what has been said aboye, pp. 126 fr.
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probab'ly had not yet shaken off the impression of Mohammad's
puritanical teaching, and there weTe enough orthodox Arabs about
the court of the Kbalifs to make any flagrant deviation fromsuch
a lawas that which proscribed images dangerous in the extreme;
The coins of tbe period prove that this \Vas the case. 'Abd-el­
Melik's abortive attempt to follow the Byzantine model,.and place
his own image on the coinage, was succeeded by a strictly plain
currency, on which no approach to the representation of a living
thing appeared for five centuries. But when the Turkish guards,
whoni the Khalifs unwisely imported for their own safety, were
followed by Turkish hordes, who fotinded dynasties and by degrees
abstracted the wbole power of the Khalifs, the observance oC tbe
law against images became less stringent. The Turkish irnmigrants
were Mohammadans, but they did not adhere to the straitest sect
of the Muslim Pparisees, and took a lenient view of the minor
reguJations of Islám, '. We' cannot be too thankful to thero for
this happy indifference, for we owe thehighest development of
Saracenic art in the East to Turkish or Tartar rulers. Among
the earliest to introduce the representation of images on the coin­
age were the smal.l dynasties oC Mesopotamia, who followed in
the wake of the greatSeljük invasion. The large copper coins oC
the Urtukis and Beny Zenky abound with figures of men, saints,
princes, and beasts, sorne derived from Byzantine coins, others
taken from the symboIs of astrology. *' Christ and the Virgin are
among the images employed by these indiscriminating coiners,
while such emblems as tbe two-headed eagle and the centaur-like
figure oC Sagittarius show an oriental and probably Assyrian deriva·
tion.. Coins of tbis kind begin to becommon in the tweIfth cen·
tury, and it is not hard to trace a connection between tbis sudden
appearance of irnaged coins and tbe almost conternporary fabrica~

tion oí metal bowIs and cups and caskets bearing similar images
and emblems. The two-beaded eagle, the signs of tbe zodiac, the

• S. Lane·Poole, Cafall.~tofOriental Coins in fne Bn'lisn MlIsmm, vol. iii.;
hUer/talional Numismala OdmfaJia, vol. i., pt. 2.
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images of aureoled saints or horsemen engaged in the ehase, are
found alike on coins and vessels, but in mueh greater abundance and
variety on the latter, where the large surfaees naturally afforded
more room for their display. We cannot be far wrong in assuming
that the art oC metal-working, w.hich had for ages been character­
istie oC Mesopotamia, where the needful mines were found, - aCter
slumbering und~r the Khalifs, received, like the coinage, a sudden
stimulus from the advent oC the Turkish dynasties. Up to the
twelfth or thirteenth eentury the arts doubtIess lingered on under
the stigma of the orthodox, and it needed only the favour of the
powerCul, especially of princes so fond oí display and gorgeous
surroundings as the Tartar dynasts, to give a new life to the long­
restrained skill oí the Mesopotamian artists, and to eneourage
them to higher efforts.

The Mesopotamian, or, to use a shorter term,. derived from its
ehief seat, the Mosil s~yle is charaeterized by a predominant use
of figures oC men and animals. Aureoled horsemen engaged in
the various methods oC the chase, to which the Persians had ever
been addicted, surround the bowls or other vessels in broad bands;
with lance or bow, with leopard or chitah on the erupper, with
hawk on wrist, or attended by hounds, they pursue the bear or
lion or antelope or other quarry; crowned and aureoled princes,
seated cross-Iegged on high.backed thrones, attended by pages,
and holding the forbidden wine.cup in the hand, oceupy panels
or medallions; musicians with cymbals, lute or pipe, daneers,
and other types of festivity, or the personified Signs of the ~odiac

eombined with their ruling pJanets, vary the monotony of the
hunting-scenes; and eombats between animals, birds, and men,
are among the subjects oC the engraver's skill. In one instance
the bottom oC a large bowl is covered with the spirited represen-

• Mesopotamia nnd the adjaeent distriets have been famous from remote
antiquity for eopper mines, and in the present day near Miirldin is a kiln where
the eopper is refined which is extraeted from the mine of Argana Ma'din; and
eopper vessels are still roade at Tokit, and exporte<! to Syrla an~ Egypt..

li
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tation of a sporting party on the water: a boat is pulled by three
men, two others shoot wild ducks with their arrows, another is
engaged in cutting the throat of a wounded duck, a seventh sits at
the mast-head on the look·out, and another dives beneath, pursued
by an alligator.- Long chains of beasts oC the chase~ lions,
panthers, chitahs, antelopes, hourids and birds, pursue one another
in narrow borders, and bands oC scroll-work or twist-pattern divide'
the different zones oí the ornamentation, while the intervening
spaces, are filled with ducks and otber wate~-fowl. The ground
is generally covered with bold arabesques, or witb a kind oC hook
or key pattern, and little medallions or annulets filled with a simple

. rose design serve to divide the borders into equal sections.
Arauic inseriptions, in the Naskhy character, run round the

Ihambra y Generl i
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VIG. 73.-INSCRIPTION INTRRWOVEN WITH FIGURES OH TUB .. BAPTISTIiRV OF STo LOUIS.

vessels in narrow bands,sometimes (but rarely) having the tops
oC the letters chased in the image of human faces or interwoven
with the legs 'oC an upper border of beasts of the chase (fig. 73).
Occasionally a meaningless inscription, consisÚng of a few decora­
tive leUers frequently repeated, takes the place oC the genuine
inscription, and so far is this from being an indication of late date,
(though it is perhaps most common O~l late work,) tliat it is
found on objects which undoubtedly belong to the thirteenth
century, and occurs, for example, on a cup Cound buried with
the body oC Bertrand de Malzand, Abbot oC Montmajour, who
died in that century.t , As a rule, the shoals of fish, which are

* In the Arsacid relief of Takhti.Bostan, the king hunts froro a boat,
exactly as on this bowl. t A. de Longpérier, CEuvns, i. 390.
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so eommon at a slightly later period on the bottom of drinking

vessels and other utensils intended too hold 'liquids, donot

oeeur on the earlY~Qsil work.

But the main charaeteristie of Mósil and aH earIy'Saraeenic

metal·work is the lavish use oC silver inlay., Golddoes not

appear to have been employed by the M6sil' artists, ' but. in

silver they were prodigal. . Every 'part of the design was eovered

with plates of the precious metal, and the iritervening spaees,

amounting to little ~ore than narrow lines, were generally fil1ed

with a black bituminous composition which concealed the copper

or brass, and 8et off the brilliancy of the ·silverdesigns., The

silver inlay is as neady as possible let in to tñe levé! 0[' the.

brass base, and is secured by no pins or ·solder.. The délicate

hold obtained by the process employed hasunfortunately in

most instances permitted the greater part oC the inlay'· to escape

in the course ofwear, and we are thus enabled to observe

aecurately the methodof. inlaying adopted by the Saracen

workmen., This consisted, in aH work of the best period, in

cutting away the surface to be. inlaid in planes deepening to­

wards the edges, slightly undercutting the edges themselves,

and then forcing the silver into the cavity thu"s excavated, and

. bumishing tbe rebated edges over the inlaid plaque.. In the

"" This inlaying, .or rather the precious metal thus iniaid, is termed in

Arabic kift d: ~ (2ndconj.) means to plate or cover with- a leaf of

metal,We read in El.Makrizy of UAll.J ~Jl~ ~ ¡j..\-!, "Copper, plated

with gold and silver;" Uil~ ~ ;'1 ~\'!, "Brass, plated with silv~r ¡" and

elsewhere of ~J.l~~ .)Yy, "Steel, plated withgold;" and saddles, bridles,

and precious stones, ~, '~plated" with, or 5;~in...gold and sil\'er. ~'

(from ~)'means u incrustation," u inlaying ;'~ .'imd ~ practically the same

as ~,only it does not necessarily imply Jlletal.plates. EI-Makrizy. writes­

UilIJ ~j.H ~ vots:ll J~1 '1 ~ t..JI' ~I, which shows that ~ is appliel1

o inlaid metal·work as well as~. But it is also used for inlaid ivory and

wood: e;J' V"'y.I~l.J l!:.t.l~ ~ ~, "Wood, inlaid with ivory and ebony,"

u......,¡~ ~ vo.,:ll ¡:)'" \1~\¡ ~, H He made a box of ebony inlaid with mother.o(.

pearl." See EI.Makrizy, Dist. des ~fallllouks, (Quatremere,) ii. i. 114, 1I01t.
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.case oC large surfaces, in order to get a better hold, the edges
were .not only undercut, but slightly toothed or serrated, but
this is by no means universal, and is often a sign of a later repair­
ing of the vessel by less 'skilful hands. In the inlaying oC very
.narrow lilles, where there was hardly room for undercutting, a
series of notches were punched along the line witb anoblong­
,beaded instrument, and the inlay beaten or pressed with agate or
jade into the holes, which served to hold the thin thread•

., The earliest work is ,never treated in the mode which became
cornmon in Venetian and later inlay, by th~ process oC stíppling
thé whole of a large surface. with Httle triangular notches,
which served like teeth to hold the metal plates. Whenever we

-find such stippling on ancient work, it is a sign that the inlay has
dropped off, ando has been restored by a' later hand. The only .
approach to stippling in early work ís the punching oblong (not
triangular) notches in inlayíng thín threads ~f silver or gold...

.M.Lavoix, in an interesting paper on 'Les Azziminist~s,"·

distínguishes tbree methods of inlaying; (1) incrustation, where a
thread of gold is inserted in an under-cut groove; (2) plating, where
a plate of me'tal i~ enclosed b~tween slight1y raised walls, whíclÍ, he
says, is the Damascus manner; and (3) where the workman runs
a sort of spur-tool rapidly over the Surface to be inIaid, so as to
make a ser~es oí notches, and then presses on the thin leaf oí
metal. t The last method, he adds, is that chiefly in vogue in
Persia, or Al-Ajam, to give the country its Arabic name, whence
the art carne to be known in Europe as Al/a gemina, Algeminia,

'* Gazettt des Beaux·At'ts, xii. 64-74.
t· With regard to these distinctions, 1 must say that the fir5t, which is renl

Damascening, is the on1y method employed on early Saracenic work, and it is
used alike for large surfaces and small j .but not for mere threads, which are,
1 believe, generally fixed by the punched mode described aboye. Raised walls,
mentioned in M. Lavoix's second method, are not known to early Saracenic art,

. and certai~ly do not apply to Damascus work : they on1y carne in when the
Venetian style oC cutting away the whole surface except the pattern became the
vogue. The third method is the late and bad one.

~ i
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J1JfAzzimina, and the inlayers took the name of Algemlna, or
Azzifnina. The Comte de RQchechouart- describes the three pro­
cesses of damascening or, inlaying still employed in Persia. He
distinguishe"s the processes . as fol1ows: (1)' Zdrkhonden, damas­
cening in relief, where the base is cut out and the edges under-cut,
and the precious metal pinned on with gold nails, after which the
surface is chased. (2) Zarnichanest, damascening in the Hat, where
the same process is used, but the gold is pressed in with a piece oí
jade, and all.that projects is burnished off. (3) Zarkoúft, which, '.
he says, is the most usual way,where the design is traced with
the graver, but is. not cut out, and·, the surface is toothed
with a special too1, and the gold leaÍ, which is used very· thin, is
pressed on with jade, and then exposed to the fire till it sweats,
after whieh it is again. burnished with jade, and the· process is
repeateduntil the incrustation is firnily fixed. The Jast process .
is very cheap, as Httle gold is used. lt is evident that in this rast
process (which preserves only the mime oí the old Keft work), we
have an inferior development oí the stippling process e'mployed
by the Oriental artists of Venice, and by thelate repairers oC
Mósil work. The difference is, that instead of usingan honest
plate of gold or silver and really inlaying it in a sunken bed,
relying on the stippling only to keep the central portions down,
the modero Persian method depends wholly on the stippling
and theheating, and is not inlay at. aH, but a cheap imitation.
Another process, mentioned by Sir Digby Wyatt (in' Waring's
Art Treasures, 1857), is described a5 consisting in punching little
holes round the outline oí the surface to be covered, and burnish­
ing down. the silver till it is íorced into the holes and thus held;
but 1 cannot recall any example of this process among the Sara­
cenic objects 1 have examined.

When with incredible labour the whole surface oí a bowI or
other object had been excavated in the intended designs, and

* Souvmirs d'un Voyage en Perse, 1867, pp. 236-9.
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Thirteenth Century. (Cattv Museum.)
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the edges bad been:,under.cut, and, the si~ver plates bumished

into the -recesses thusprepared, the work oC the -Mosil 'artist was

only liaIfdone.,'.,' ,He had 'next, lo 'chase the ,stirface:ot' 'each

pIate iwith detai~ ''Which 'couId not ~be rep'resentedin the

outline. " 'T~e faces ,and dress 'oí the:horsemenand pIinces, the

fur ~of the -beasts, ;,tbe 'featbers 'oí -every bird, :and :countlessother

details~ h'adto ,be ;slowlyand 'minutelyengraved 'on 'tbe :surface

of each 'litde plate 'oí 'silver, till fhe 'extraordinarily deiicate and,

finishea effect which ischaracteristicof true Saracenic work had

been attained. 'There werenohalf-measures, no :scamped work,

with the Saracen artists; everypart ofthe inlay, ifonIy the size

of a pea, 'if ,it,r~preselited ,a~ything but the smooth faceof an

Arabic)etter,' must be :~ased; 'and these oId·fashioned workmen

had -not yet leamedtheeconomical ,practice 'of modemaríisans,

who' neglectwhatever part 'isnot likeIyto be 'seen, but 'took as

much painswith 'the~portionsof their work that were notto be

seen as with those ',that weremeant to beaIwaysVisible.. Mah.

müd theKurd, aSaracen--a-rtist 'oC Venice, carried 'ihis ,principIe

oC hoIiest work so far,,',tbat whenhe ma~e'use oí thestippling

process to 'retain ,bis silver pIafes in their places, he 'traced his

stippleS 'inagraceftil scroll-pattem,although be knew that -lhey

would iimmediatelY'lle 'concealed by the.silver -they were designe~

to hold. '.If the'silverh~cl not ac::cidentalIy beenwom ,off~we

should nevero nave suspected tbe true :artist's spirlt 'hidden be­

neath.., .

Wbat"has,b~en said 'about':the processes oC inlaying and chasing

appliesto the whole of the· best perlod of·Saracenic 'art' ·in the

East, tothe Syrian,'and Mamlük styles, aS'wel1 as to theMósil

work, ,but ;t~~ <pr~doniinance in 14th century Mamlük work oí

largeinscri~tions;which. need no chasing, instead oí themulti·

tudinous:figures of theMosil artist, renders the later work slightly

less eIaborate, tho~gh even here the prevalence oí ducks andO

birds in the ground~ecoration demands prodigious labour in

chasing.

'H\ D[ R
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Between the M~sit'wor~ and the co~moner.Mamlük style,l
have distinguished a class. .to .which 1 have ventured to giv~ the
name oC Syrian. It combines sorne .of. the characteristics oC the
earliest Mosil style with otbers tbat belong to tbesucceeding art
ofthe Mamlüks. Thus it shows on sorne eumples' the usual
Mosil decoration of figures, while it presents numerous examples
oC the conCronted birds, orfighting· cocks, and groups oC four or
six ducks Or other fowl arranged .~n .. a circ1e withtheir heads
together, and alsothe rosette oC tlowers and leaves which remind
one of Damascus titles,-all o(which are typical oC the later work
oC the Mamlüks. One special omament is to .be noticed in this
class : . this is a medallion filledwith a 50rt oC key ornament,
consisting oC a number' oC Z's arranged in· a cirde, and inlaid with
gold wire. These Httle medallions occur in large numbers all
oVer the writing-boxes, which appearto have' been the special
product oC tbis school oí metal.work, and they Seldom recur in
similar abundanee at any other periodo The reasons' which lead
me to regard this class as the fabric oC sorne Syrian city, probably
Damascus :or A:leppo, are .these :-the style is' certainly dis­
tinct from tboth that oC Mosil and the later art of Cairo; gold
inlay is his~orically known to have· been a favourite decoration
with the Damascus· artists, oíwhom, according to M. Lavoix,
there was:' a distinct school;. therosettes oC fiowers and
leaves hav~ a decidedly Damascus look; the only name, or
rather title; .. that can with probability' .be . identified on the
objects CIassedunder this division, appears lo refer to a prince
oí Aleppo, whose slave or Mamlük' made the writing.box described
on p. 222.

The third, or Mamlük, class is at once the most nurnerous and
best identified ·by inscriptions. The gre~ter number of examples

.. le 1 have ~een," says Niisir·¡.Khusrau, in the 11th century, u eopper howIs
of Damascus containing each 30 menn oC water; they shine like golde They
ten me that a womanowns5000 oC them, and lets them out daily Cor a dirhem
a rnonth."
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belong to the' time cjf the Sultán Én-Nasir Mobarilmad 'ibn
Kalaün and his inany and weaithy corirtiers, tbe Nasiry Mamlüks',

., General(

PtG. 7S.-PANBL OP. TABLa OP EN-NASta, SON OP KALAUN.

(Co;ro Mweum.)

and it is probable that the style acquired its distinctive character
during this period of sumptuous magnificence in the fourteenth
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century. Indeed we shall see that Beysary, who lived through
Kalaün's reign, employed the. art oC Mósil for bis perfume­
burner. Kalaün~ again, 'to judge by,; bis carved doors in the
Maristan, preferred the ~ósil style oí figure-work, which still

. prol>ably beld the market as the best of its kind. It is, there-·
fore, ,not unreasonable. to place the beginning of what 1 have
caBed the Mamlük style at the accéssion of En-Nasir Mohammad,

,; who reigned from A.H. 693 to 141 (A.D. ]293; to J341). From
. this time onwards, at least until tbe conquest of Egypt by the
·Othmanly Turks. the Sultiins and Amirs of Egypt delighted to
surround themselves with exquisitely chased and inlaid vessels
and fumitore. Tbe Museum at Cairo cootains two inlaid tables
(figs. 74 and 75), ~ne 'of which bears ,th~. name and titles of the
Sultan En·Nasir ibn Kalaün, in brass fiHgree work, inlaid with silver
medaJlions,panels of ftowers,and geometrical designs, and Naskhy
and Küfy inscriptions. These lables were used to support such
a tray as the splendid spe~men preserved in the South Kensington
Museum, described at p. 229, onwhic~ the Sultan's rep~sts, and
the wine service that followed; were spread in the usuai Eastern
manner. The doors oC the mosques oC this period \Vere covered,
not witb the rougb but effective plaques oC casi, bronze, which
\Ve'see 00 the doors oí Beybars (figs. 83-6) in the thirteenth. cen­
tury, but wit~ cul bronze plates, chased and sometimes inlaid with
silver. Mosque lamps, when they were not of enamelled glass,
were of exquisite filigree silver inlay,(fig. 76). Large chandeliers
hung in front of the niches of many oC the ~osques, made oí
repollssé bronze in an arabesque design and covered with chasing,
or of iron filigree work (fig. 78)~ witb zones of shining copper,
bright as red golde Korinswere enc10sed in gold cases adomed
with precious stones.· The ~tensils of the royal and aristocratic
palaces were of inlaid, brass and .bronze; large bowls or tanks,
small cups and trays, censers, eandlesticks of ungainly forro but

. .

• El.Makrizy•. MamloHls. H. 246.
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