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PREFACE.

THE subject of the following chapters is what has been
commonly known as ‘Arab’ or ° Mohammadan * Art.
Both these terms are misleading—for the artists in this
style were seldom Arabs, and many of them were
Christians—and the general term * Saracenic’ has there-
fore been substituted. * Saracen,” which means simply
Eastern, was the universal designation of Muslims in
the Middle Ages, whether the paynims referred to were
Syrian or Egyptian princes, like Saladin, or Barbary
chiefs, or Moorish Alcaydes in Spain ; and the mediaeval
ring of the term Saracenic—which recalls the ¢ proud
Sarrasin " of the ballads, the Sarrasina artist of Italy, the
Bysant Saracenatus of the Crusaders, and the stuff Sara-
cenatum, or, as we spell it, *sarcenet '—is specially
appropriate to the art about to be described. Saracenic
art possesses an unmistakable style, which is instantly
recognised wherever it occurs, from the pillars of
Hercules and the Alcazar of Seville to the mosques of
Samarkand and the ruins of Gaur in Bengal; and this
style was developed and brought to perfection in the
Middle Ages. The word Saracenic, implying the two
ideas of Oriental and mediaeval, exactly fulfils the con-
ditions of a general term for the art with which we are
concerned.
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There is a Saracenic art of Syria, with Damascus for
its centre ; there is a Saracenic art of Egypt; another
variety is seen in the buildings of the Barbary States
and Morocco; Andalusia, in the extreme west of the
Mohammadan dominions; Persia, India, and Central
Asia in the east; and Anatolia, Armenia, and even
Turkey in Europe, between, have each their special de-
velopment of the Saracénic style. Some of these varie-
ties are perhaps better designated by their geographical
positions ; we speak of Persian art, Indian art; or again,
the Moresque decoration, and so forth ; but we must not
forget that all these are but modifications of the Saracenic
style, produced by the differentiating elements which
were found in each country conquered by the Arabs, or
introduced by the genius of some special school of artists,
The mere classification of the various branches of
Saracenic art, with a list of the monuments and objects
illustrating each branch, would occupy a volume: so
large a subject requires subdivision, and the present
work therefore treats of the Egyptian branch alone, with
but occasional passing glances at contemporary or
derived developments. In some respects the Egyptian
is the most important example of the style ; for the
mosques of Cairo furnish a fuller, longer, and more con-
tinuous record of the arts employed in their construction
and decoration than any other series of monuments in a
single Mohammadan city, and the simple lines and
restrained decoration of the Egyptian artists exhibit to
perfection the essential character of the Saracenic style,
The mosques of Cairo give us the normal character of
the art ; we may go eastwards to Delhi, or west to the
Alhambra, to see what a fanciful taste could add to the
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normal elements; but we shall come back with the
conviction that the purest form of Saracenic art, and
that which most rests and satisfies the eye, is to be seen
in Egypt.

In this account of the Egyptian development of
Saracenic art, I have worked an almost unexplored
vein. The only previous attempt to describe the art
of Cairo, as a whole, is M. Prisse d’Avennes’ L’.Adr¢
Arabe, a magnificent work, unapproached in its coloured
illustrations; but its volume of text is of slight value.
M. Prisse, who was not in a position to consult the
Arabic historians, or to decipher the inscriptions which
so often determine the date of an object of Saracenic art,
is naturally an uncertain guide when it is a question of
anything beyond draughtsmanship. We must not trust
his facts; but for his plates we cannot be too grate-
ful. Coste's work, the Momumends du Carre, deserves all
credit as the first of its kind, but here again the letter-
press is of no scientific value, and even the drawings
exhibit an imaginative power, which, however admirable
it may be in the creation of works of art, is not desirable
in their reproduction. M. Bourgoin’s Les Arfs Arabes,
and the smaller E!&nm!s, are finely illustrated, but their
text is occupied almost entirely with a minute examina-
tion of the principle of geometrical ornament in Sara-
cenic decoration, for which there is no better authority.

The first attempt at a scientific examination of the
origin and development of Saracenic art was made by
my father, the late Edward Stanley Poole, of the Science
and Art Department, in an Appendix to the fifth edition of
Lane's Modern Egyptians, 1860, and very little of import-
ance has been added to the results set forth in that essay
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twenty-six years ago. It is still the best authority on
the subject of the sources of Arabian architecture, and
the relation of the earliest buildings of the Arabs to
Byzantine and Sassanian models; but of other arts,
besides architecture, this essay does not treat. My own
work, while it necessarily includes an outline of the
principal forms and characteristics of Cairo buildings,
does not presume to offer a history of Cairene architec-
ture, for which both space and materials are at present
wanting. The decorative arts, which were employed to
embellish the mosques and palaces of mediaeval Egypt,
form the subject of the following chapters; the history
of mural sculpture, of mosaic work, wood and ivory
carving, glass, pottery, and the like, is traced by means
of dated examples down to the decadence which followed
the Turkish conquest of Egypt; and the general charac-
teristics of each period having thus been established at
fixed points by dated specimens, the classification of
undated examples becomes comparatively easy. I may
perhaps be thought to have wasted time over the exact
determination of the chronological sequence in each
separate art, but there is so much vague generalisation
abroad, and such extremely hazardous opinions are
constantly ventilated, on the subject of Oriental art,
that I have considered it a matter of the first conse-
quence to cast aside all merely aesthetic canons and
prejudices, and base the history of the arts 1 describe
strictly upon sound historical evidence. An art critic is
none the worse off when the date of an object is fixed by
historical proofs ; and those who are not versed in the
principles of art criticism will be glad to have definite
facts to go upon.
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The authorities of which I have made use will be
found referred to in the footnotes. Beyond the materials
supplied by accurate drawings, like those of Prisse and
Girault de Prangey, European books on this subject are
few, and consist chiefly in short papers in periodical
publications, such as M. Adrien de Longpérier’s in the
Revue Archéologigue, or M. Lavoix' in the Gazelfe des
Beaux-Arts ; or else notes, Scattered through the pages
of books like Colonel Yule's invaluable Marco Polo, or
M. Schefer's Nasir-i-Khusran. FReinaud's description
of the Duke de Blacas' collection (Monuments Muswui-
mans) deserves special notice, as the first scientific
account of any large series of Saracenic works of art,
and also because it abounds in valuable information,
especially in reference to metal-work. In my great-
uncle's Modern Egypians the buildings and furniture of
Cairo are carefully and clearly described, but the subject
of Mr. Lane's book was the manners and customs of the
modern people, and not the art of their forefathers.
In special departments, Mr. Nesbitt's Calalogue of the
(rlass Vessels in the Soulh Kensington Museum, Mr.
Fortnum's corresponding Calalogue of the Maiolica, &c.,
and Fischbach's Geschichte der Textfil-Kunst have been
consulted. Eastern historians are as a rule singularly
destitute of the sort of information we require about the
art of the various dynasties and capitals: they tell us
how many pieces of gold a certain mosque or pulpit cost,
but they seldom record where or how it was made, or
who were its designers. Nevertheless there are a certain
number of valuable indications scattered among the
Arabic writers, and these have been collected, from the
works of such historians and travellers as El-Mes'iidy,
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Es-Suyiity, Ibn-Khaldiin, EI-Makkary, Tbn-Batiita, Nasir-
i-Khusrau, ‘Abd-el-Latif, &c., &c., and, above all, from
the treasure-house of the mediaeval topography and
history of Egypt, El-Makrizy's KhsZaf and History of
the Mamiiks.

I have to acknowledge much private assistance from
friends who have made Saracenic art their study. Mr.
J. W. Wild, the curator of Sir John Soane’s Museum,
than whom there lives no better authority on the archi-
tecture of Cairo, has kindly read and approved the
second, third, and fourth chapters, on architecture, stone
and plaster, and mosaic, and generously placed his
interesting Egyptian notes and sketch-books at my
disposal. Mr. H. C. Kay, whose long residence in
Egypt and special study of Arabic mural inscriptions
give his criticisms a high value, has read the proof sheets
of most of the work, and some important additions have
been made at his suggestion. Mr. A. W. Franks, the
keeper of mediaeval antiquities in the British Museum,
and his assistant, Mr. C. H. Read, have given me
every aid in studying the fine collection of Saracenic
metal-work under their care, and have also seen the
chapters on metal-work, glass, and pottery in the proofs.
M. Charles Schefer has sent me some useful references
from his valuable notes and materials. To Franz Pasha,
the architect to the Ministry of Wakfs in Cairo, I am in-
debted, not only for giving me every facility when in
Cairo in 1883 for studying, photographing, and taking
casts from, the monuments, but also for having ever since
kept me supplied with photographs and reports of great
value for the present work.

With regard to the orthography of Eastern names, I
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have tried to be accurate without pedantry. 1 have
neglected diacritical points, which were not required in
a book destined for the general student, and I have not
spelt Koran with a Q. The vowels a, & 7, #, with the
prolonged sounds 4, i, i, are to be sounded as in Italian;
£y is to be sounded as in they; aw as “ow" in now;
(*) represents the guttural ‘eyn, and g (or more strictly £),
may be pronounced either as English j or hard g. The
latter is the usual Cairo pronunciation.

I must not conclude without expressing my obliga-
tions to Mr. J. D. Cooper, who has expended even more
than his usual care and skill upon the execution of the
woodcuts illustrating this work.

5. L.-P.
RICHMORD,

February, 1886,
-






CONTENTS.

CHAPTER L.

TAE

THE SaRACENS oF EGVPT . ol g ; . . AR 1
- CHAPTER 1L

ARCHITECTURE . - . . - : i S L | S
CHAPTER IIL

SToxE AND PLASTER . - e e . H : . . B
CHAFPTER 1V.

AR L T il e Lo O e R 103
CHAPTER V.

Woon-woRK . r : . . . . . . . . A
CHAPTER VI.

IvoRY . .« - : - : A ST . e . . 145
CHAPTER VIL

R T N TR O e e (O 51

CHAPTER VIIL
GLASS:, . - . . : . ' : - . r . 20b




xiv CONTENTS.

CHAPTER IX.

HErAIDRY ON GLASS AND METAL .

CHAPTER. X.
PorTteRy . . i - F . -

CHAPTER XI.
TEXTILE FABRICS

CHAPTER XII.

ILLrMINATED MANUSCRIPTS

Isuex oF Naumes, &c. - . :

FAGE
226

232

239

253

261



LIST OF ILLUSTRATIONS.

FiG. FAGE
1. Mosqgue oF Kar By . - - . . Bromtispiece
2. EAST COLONNADE OF THE MOSQUE OF *AME . . ‘ « 50
3. PLAN oF THE MosQUE OF *AME i - . . . « BT
4. Mosgue oF Iex-TuLux . 2 . . : . 55
5. ARCADES 1IN MosQue oF IeN-TULUN {Hmth C:ntur}"_i i . &8
6. DIAGRAM SHOWING PROPORTIONS OF A DoME . . . 61
7. Pran oF THE Mosgue oF SuLTAN Hasaw . . : S
8. ORNAMENT FROM THE PORTAL OF SULTAN Hasaw - o 07
9. KurFic Frieze 18 MosQue oF SvrTax Hasaw (Foorteenth
Centary) &0 = = = . R 68
1o, Doorway oF SMaLiEr Mosque oF Karr Bev {I-‘iﬂmth
Century) . . . » . 5 . ‘ . wr w
1. DoORWAY oF A PRIVATE Housg . . . - . PO I 1
12. A STREET I¥ Camko . . i ; . T s
13. PLAN OF A CAIRO Hutrsx_—Gnnuun Fu:m i 3 . 78
13A. " v Fizst FLOOR S et BRI N
130 " i Secoxp FLoor . - i . Bo
14. Roserre N Mosoue oF SUYURGHATMISH (Fourteenth
Century) r b . 28

15. ROSETTE IN MosQUE oF SuLTaN Hasam {Fmttenl.h l:urlnrﬂ 50
16. Stove Frreit 8 MosqueE oF BarEUE (Early Fifteenth
Century) g gt e T . £ e md Lo
17, 18, GEOMETRICAL ORNAMENTS FROM THE WEKALA oF KarT
BEY : : . - . . . P - . 83



xvi

Fli.

N

2I.

22,

a3,
5.

27.

288

3L

$en

35

9.

40,

42.

4

45-

48,

. Mosaric Dano
. Mosaic PAVEMENT

. CARVED PAREL oF PULPIT . .
. CARVED PANEL OF PULPIT . . .
. PULFIT oF SULTAN Karr BEv (Fifteenth Cnntur-_ri .

LIST OF ILLUSTRATIONS.

ARCHED ORNAMENT OF THE WERALA OF Kair Bey (Fim-mlh
Century) . o ‘o S A i e S
GEOMETRICAL ORNAMENT OF THE WEKALA oF Karr Bev.

(Fifteenth Century) ‘i R e e T e

ELEVATION OF PART OF THE SHOP-FRONTS OF THE WEEALA
oF KaiT BEY. . - . - . :

ARABESQOUE ORNAMENT OF Wn:u.a, OF KMT Bey (Fifteenth
Century) i1 mR | 4 .
24. GEOMETRICAL ORNAMENTS OF THE Wruun oF K‘.Mt Bev
RoserTE oF THE WEEALA oF Karr Bev (Filteenth Century)
ARABESQUE OF THE WEKALA oF Karr Bey -
GEOMETRICAL ORNAMENT oF THE WEEALA oF Karr
Bevy - . ¥ = B

. " . a - s

Mope oF BEVELLING Mosaics . . . .
MosAlc PAVEMENT . . . -

36, 37, 38. CARVED PANELS OF LAGIN'S PULFIT, OKCE IN THE
Mosgue oF IsN-TULUN. A.D. 1296 3 iy .
ARABESQUE FPANEL oF LAGIN'S PULPIT, ONCE IN THE
MosQue oF Iex-TuLux . . . % 2 .
PANEL oF LAGIN'S PULPIT, BEARING HIS NAME AND TiTLES

. CarvEp Pasers rrom Pureir (oF Kusux?) (Fourteenth

(B T T e S T N Y e s
Carvep PanErs FroM Pureir (o Kusux ?) {I'nunee_nlh
Century) .

. . -

CARVED PANELS OF THE TOME OF Es-SALIH Awun {Thn’uumh
Century)

CARVED PANEL OF A SHEVER'S ToMms, A.D, 1216
PANEL oF A Dook FroM DAMIETTA .

47- CARVED PANELS FROM THE MARISTAN oF KArauh
(Thirteenth Century)

CARVED PANEL FROM THE MARISTAN OF KALAux

- - - -

FAGE

gugne igiiie doy

ol

113
114

114

1o
116

17

118

122

123

124
124



LIST OF ILLUSTRATIONS. xvii

i FAGE
49. LATTICE-WORE . i . we o . . . . 125
50. LATTICE-WORK . ¢ 4 ; o < - 137
51. LATTICE-WORE . . .« = - : o . . 129
52, LATTICE-WORE . : : . - i - ' . . 130
53. LATTICE-WORE . : . . : . . - . . 131
54. LATTICE-WORE . . i Jelar i LFs SR
¢, LATTICRWORE . .+ - = = =+ o+ o= ‘= ey
g6. LATTICE-WORE . : : i B i i « [34
56A. LATTICE-WORE . - . . i e 130
57. LATTICE-WORE . r . : . - . . : . I3
58. LATTICE-WORE . . . s ; : ol e . 138
59, 60. CARVED AND Ixcaip LATTICE-WORK - . -~ . 138
61. PasErLEp Door FroM A Corr's House i : -« . 140
62, 63, 64. PANELLED DOORS . X : T AR
65. CEILING OF APPLIQUE WORK . . . - . : . 142
b6, Tanre (KURsY) . . - o : . . 5 o142
&7, CEILING OF A MESHREBIVA . o i . SRR Y
68 CARvED IvoRy PAMEL .« =« = = s 146
69. CARVED IvoRy PANELS OF A PULRIT DoOR » =« = = HifF
70. InLamp Ivory ANp Esoxy DookR . . ey el T
71. Intarp Ivory axp Esoxy PaxEL ¥ROM A TABLE . . . 150
72. Ivory INg HORN I R e L L R
73 INSCRIFTION INTERWOVEN WITH FIGURES ON THE “ BAPTISTERY
or St. Louis"” . . . . 154
74. TABLE FROM MARISTAN OF KALAUN [’I'hn‘lmth C-_-mur;} . 158
75. PANEL OF TABLE oF EN-NASIR, 50N OF KALAUN . « . 160
76. Laur oF SULTAR BEVEARS 1L (A D, 1309-10) « . - . 162
=7, BASE oF CHANDELIER OF SurTas EL-GHORY (Sixteenth
Century}) . . . . = R . . - . lbg
78, LANTERN OF SHEVEH A RD-EL-BASIT S . - : . 166
79, CovER OF SHERBET BOWL {Sixteenth Century) & I
o, CAskeT oF EL-‘ADIL, GRAND NepHEW OF SALADi® (Thir-
teenth Century) . . . . . - . . I7E

81. PERFUME-BURNER OF BEVSARY {Thm::mh Century) eIy



e

Vil LIST OF ILLUSTRATIONS.

Fld. FAGE
$2. INLaIp SILVER PANELS OF THE “ BAPTISTERY OF ST. Louis" 182

83, 84, 85, 86. Bronze PLaQues ¥Roum Dook oF BEvmars L. . 187

87. Brass BOWL INLAID WITH SiLvER (Fourteenth Century) . . 194
88, Biass CANDLESTICK INLAID WITH S1LvER (Fourteenth Century) 196
8g. Brass BowL oF Karr Bey (Fiftcenth Century) . : . 198
g0, LAMP FROM JERUSALEM . - - . . . . . 200
91. ARMS FOR LION-HUNTING . = : - - - a0y
92. DIAGRAM oF Grass Lawp S RSRTEE e T e T Ty
93. Grass Laur or AxsvcHA (Fourteenth Century) - . . 24
94. VASE OF SULTAN Brveazs II. - N ol . . 120
95, 0b. STAINED GLASS WiNpows . v R it - . 23
g7, 8. STAINED GLASS WinNDows . . - . . - . 133
9. AsSYUT COFFEE-FOT . . ey 3 b . . 233
100, SiLg Faseic oF IcoNios (Thirteenth Century) e S
101, DAMASE, WoRN BY HENRY THE SAwT (Eleventh Century) . 248
10z. S1Lk Fanric oF Ecyrr ok Sicicy . . i + . 50
103, ILLUMINATED KoRAN oF SULTAN SuA'BAN (Fourteenth
Century) 2 - . - Al o =, . 254
104, ILLUMINATED KORAN OF SULTAN SHA'BAN (Fourteenth
Centuary) o Lo . . i . . 256
105, [LLUMINATED KoRAN oF SULTAN EL-MuAvvAD (Fifteenth
Century) v . . il | PO . Rl T

*s* The Department s indebted to Mr. John Murray for the use of Fige, 3 and 7; to
Mesyrs. Virtoe & Co. for Fige. 2, 4, 25, 66, 73, 74—8, 907 to Messrs, Cassell for Figs. &, o,
£3s 9, 94, 201=5; to M. Leroux for Fig. 73, 82, g0 and to M. Giraud for Fig. 1oo,



THE ART OF THE SARACENS
IN EGYPT.

CHAPTER L

THE SARACENS OF EGYPT.

Tue study of any branch of art supposes some acquaintance
with the history of the people among whom the art was practised.
Without such knowledge not only is much of the interest lost
by the inability to enjoy the associations which the imagination
winds about the possessions and works of historical personages,
—always a strong attraction in antiquarian studies,—but we even
lack the data upon which to construct a true and natural sequence
of the art itself, Especially important is the aid lent by history
to Mohammadan art. It frequently happens that the analogies
that go to make up the style of a given period are obscure and
difficult to seize in the scattered relics of Saracenic handiwork,
and our only safe guides are the names of princes and nobles
which the artist, allured by the fluent grace of the Arabic writing
as much as by the desire to record the name of the nobleman
who expended his treasure upon skilful work, was accustomed to
engrave upon most of his productions. These inscriptions, which
seldom record the name of the artist himself, but frequently that
of the great man for whom the work was executed, are a prominent
feature in Saracenic art, and form an invaluable aid to the student
in establishing a definite and indisputable sequence of styles. The

mosques were naturally inscribed with the name of the pious
B
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founder ; and when a later grandee devoted his wealth to restor-
ing the sacred building, he too wolild place his deed on record,
over the entrance, or above the niche, and his new pulpit or carved
door would be duly inscribed with his name: thus we are fur-
nished with the dates both of foundation and restoration, — a
circumstance of the utmost value in Egyptian architecture. - Most
of the smaller objects of art, such as metal bowls, glass lamps, and
trays, have inscriptions, and a large proportion of these contain
the name of some Sultan or noble who is well known to history.
From such information we are able in most branches of Saracenic
art to weld a chain of artistic development which enables us with
little difficulty to class most of the undated specimens.

In the following pages such a chain of examples of known date
will be found illustrated and described; but itis not the less
necessary to provide the reader with the means of ascertaining
for himself the date of an example which he may possess, and
which may not be susceptible of positive identification by the
help of the engravings in this work. For this purpose a slight
knowledge, at least, of the history of Egypt under the Saracens is
necessary, and the details, which cannot be given in so brief an
outline as is possible in the present limits of space, may be to
some extent supplied by the chronological tables which are
appended to this chapter.

The writer on the art and history of the Mohammadan East
labours under the disadvantage of being obliged to begin at”the
very beginning ; to assume in his reader an ignorance not merely
of the chiel names of Saracenic history, but even of whole dy-
nasties, and their places in general history. A person of ordinary
education may possess some acquaintance with the early events
of the Muslim empire, the life of the Prophet Mohammad, the
first sweep of conquest, and perhaps even the Khalifates of Da-
mascus, Baghdad, and Cordova. In the later history of the Arab
empire, a name here and there, a Saladin or Nireddin, a Hakim
or a Boabdil, may be known; but the rest is naturally a
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blank. People have enough to leam in the present day without
attempting Oriental history. In describing the art of Greece or of
Italy we are generally on familiar ground ; the names of Pericles
and Hiero, of the Medici and the Sforze, ought to be as well
known as that of Wolsey or William of Wykeham. In Eastern
history we must perforce take nothing as known until it has been
explained ; and in doing so now, no discourtesy is designed to-
wards those few who are acquainted with the history, and who will,
I am sure, forgive repetition for the sake of the larger number
whose studies have not been directed to Oriental subjects.

The history of Egypt under Mohammadan rulers extends from
the middle of the seventh century to the present day ; but we are
only concerned with that portion of those twelve centuries which
bears an intimate relation to the development of Saracenic art.
The earliest monument which undoubtedly preserves its original
design and ornament is the mosque of Ibn-Talin, built in the
latter part of the ninth century (878) ; after this we have but
five or six monuments of the tenth, eleventh, and twelfth cen-
turies, and then the most brilliant period of medizeval Egyptian
art opens with the accession of the Mamliks. Again, after the
destruction of the Mamlitk power by the Ottoman conqueror Selim
in the beginning of the sixteenth century, though a few rare sur-
vivals of the ancient artistic genius of the Saracens are found, and
in the smaller branches of skilled industry, in wood-work, glass,
and mosaic, the workmen of Egypt continued to produce some
excellent results, the energy and enthusiasm of the artists lan-
guished for lack of encouragement, and as a rule the period of
Turkish domination furnishes but the record of a long and dreary
process of degradation in every branch of art, until the nadir of
Eastern art was reached in the palaces of the Khedives. The
period of the finest and most abundant works of art is that of the
Mamliiks, from the thirteenth to the beginning of the sixteenth
century, and to these three centuries we must devote our chief

attention. Of the earlier periods a very slight outline is
B 2
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all that can be attempted. The rule of the Fitimy Khalifs
indeed is recorded to have been signalized by extraordinary
artistic productiveness : but too few examples of this period have
come down to us to justify us in giving it a rank equal to that of
the Mamliiks.

The history of Mohammadan Egypt falls into eight divisions:
(1) the period of governors appointed by the Khalifs of Damascus
and of Baghdad (Fr—7i=t) ; (2) the dynasty of Talin (3=22).

(3) an interval of governors appointed by the Khalifs of Baghdad
(31:;‘:}, (4) the dynasty of Ikhshid (2=25); (s5) the Fatimy
Khalifs (3257 ; (6) the Ayyiby house of Saladin (7=5) ;

fI—i3 !

(7) the Mamliks, Turkish (Bahry) and Circassian (Burgy),
S2=2); and (8) the period of Turkish Pashas, ending in the

dynasty of Mchammad “Aly (Mehemet Ali).

. In A.D. 639, the cighteenth year after the Higra or Flight
of Mohammad from Mekka to Medina, ‘Amr, the general of the
Khalif *Omar, invaded the Egyptian province of the Byzantine
empire. Aided by the factious divisions which sundered the
Greek and Coptic Christians, and made the latter eager to welcome
any invader who would bring down the arrogance of the Melekites,
‘Amr was soon able to march on Alexandria, the first city of the
East, and after a siege of fourteen months, on the first day of the
Mohammadan year 21 (1oth December 641), captured it. The
victorious general was named the first Muslim governor of Egypt,
and the spot where he pitched his tent (in Arabic, Fustit) became
the site of the new capital of Egypt, El-Fustat, which speedily
grew to handsome proportions. From the time of ‘Amr, a.n. 21,
to the appointment of Ibn-Tilin in A.H. 254, a period of 233
years, 98 governors, nominated by the Khalifs of Damascus and
Baghdiid, ruled the province of Misr or Egypt (the name Misr is
given both to the country and to its capital); and as some of these
enjoyed more than one term of office, there were 103 changes of
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government in 233 years, giving an average of about two years
and a quarter for each governor. A ruler liable to be removed at
any moment, and enjoying so brief a term of office, was not likely
_to occupy himself with the embellishment of a capital which after
a few months' or years' reign he might never see again, and he
probably directed his energies, like a Turkish Pasha, to accumu-
lating all the wealth he could with his brief opportunities. We
have no monuments of the period of the governors, with the
exception of the mosque of *Amr, at Fustit, which has been too
often restored to furnish trustworthy evidence as to the style of
architecture or decoration. The governors indeed built other
edifices ; the representatives of the ‘Abbisy Khalifs founded in
133 a new quarter of the capital, adjoining Fustit, which was
called El-‘Askar, or “the Camp,” because the soldiers first had
their quarters there; and here they erected a government house
and a mosque, of which, however, no trace now remains, El-
‘Askar was never more than an official quarter: the capital was
still Fustit.

2. Ahmad fin-Tiiliin was a Turkish governor appointed by the
‘Abbdsy Khalif, in 868, but after a year he asserted his inde-
pendence, while still rendering homage to the Khalif as his
spiritual lord by retaining his name on the coinage and in the
public prayers. Ibn-Tulin was the first Mohammadan ruler who
founded a dynasty in Egypt; he was also the first to unite Syria
with Egypt, as did all independent sovereigns of Egypt afterwards;
and he was the first great encourager of Saracenic Art; for he
abandoned the old government house at El-‘Askar, and built a
new suburb, connecting that quarter with the citadel hill, which he
called El-Katii®, or “the Wards,” either because a large part of it
was given in feof to the numerous colonels of his 30,000 troops,
or because the new suburb was partitioned into various quarters
allotted to different nations and separate trades. Both El-*Askar
and El-Katii* were fashionable suburbs, where the nobility and
men of position resided ; and the streets were ! of splendid
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houses. Bat the glory of the latest suburb was.the mosque of
Ibn-Talir, of which we shall have more to say hereafter. It
is the first undoubted example of true Saracenic art in Egypt,
and one of the noblest monuments in the East. Ibn-Tilin also
built himzelf a stately palace, with a meydin or race-course
attached, where the Sultan and his courtiers played at polo.
One of the many splendid gates of this meydin was called the
“Gate of Lions,"” because it was surmounted by two lions in
plaster ; another was called the Sag pgate, since it was made of
that wood. Around rose the handsome palaces of the generals ;
the mosques and the baths ; the windmills and brick-kilns ; the
great hospital ; the markets for the assayers, perfumers, cloth

merchants, fruiterers, cooks, and other trades, all well built and ;

densely populated, The palace, mosque, race-course, and hospital,
together cost a sum of nearly 300,000 dinirs of gold; and the
annual revenue from taxes, to meet this vast outlay, and the
expenses of government, was placed at 4,300,000 dinirs. To
which fact may be added the instructive comment that at the time
of Ahmad’s death no less than 18,000 persons were found in the
prisons. His son Khumiraweyh, who succeeded in 883, carried
this passion of splendid luxury to its height. He turned fhe
meydin into a garden, filled with lilies, gilliflowers, saffron, and
palms and trees of all sorts, the trunks of which he coated with
copper gilt, behind which leaden pipes supplied fountains which
gushed forth to water the garden. In the midst rose an aviary tower
of sig wood; the walls were carved with figures and painted with
various colours. Peacocks, guninea-fowls, doves and pigeons, with
rare birds from Nubia, had their home in the garden and aviary,
There was also a menagerie, and especially a blue-eyed lion who
crouched beside his master when he sat at table, and guarded him
when he slept.  In the palace, Khumaraweyh built the * Golden
Hall," the walls whereol were covered with gold and azure, in
admirable designs, and varied by basreliefs of himself and his
wives (if we are to credit the historians), and even of the prime

w i
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donne of the court. They were carved in wood, life-size, and
painted with exquisite art, so that the folds of the drapery
seemed natural ; they wore crowns of pure gold and turbans set
with precious stones, and jewelled earrings. Such figures are
unparalleled in Saracenic art; yet the account is too detailed to
be altogether a fiction. But the chief wonder of Khumaraweyh's
palace remains to be described : it was a lake of quicksilver.
On the surface of the lake, lay a leather bed inflated with air,
fastened by silk bands to four silver supports at the corners;
here alone the insomnolent sovereign could take his rest.  Of all
these marvels, and the splendid harim rooms, the spacious stables,
the furniture, wine-cups, rich silk robes, inlaid swords, and shields
of steel, nothing has come down to us. We are obliged to take
the mosque of Ibn-Tilin as witness to the consummate luxury and
artistic eminence of the period.

3. After the fall of the dynasty of Tiliin, owing to the weakness
of the later members of the family, who paid the common penalty
of their Capua, governors appointed by the Khalifs once more
exercised their monotonous sway over Egypt, and again there is
nothing to record in works of art.

3. Nor did the accession of Mohammad E/-fRhskid, in 935,
bring any change for the better in this respect. El-Tkhshid followed
the example of Ibn-Talin, and made himself independent ruler of
both Egypt and Syria, but he left no great works behind him, nor
did his dynasty contribute to the monuments of the Saracens.
His two sons were under the tutorship of the eunuch Abu-l-Misk
Kafar, “ Father of Musk, Camphor,” who ruled the kingdom well,
kept a generous open table, where 1700 pounds of meat were con-
sumed daily, but was unable to resist the invasion of the Fitimy
Khalif, El-Mu‘izz, who conquered Egypt in g6g, and Syria in the
following year, and also annexed the Arabian provinces of the
Higiz and the Yemen.

5. Hitherto the rulers of Egypt had been at least appointed by
the lawful heads of the Mohammadan Empire, the Khalifs, first of
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Damascus, and then of Baghdid; many of them were Turks or
Tartars, notably Ibn Talin and El-Ikhshid, who both came from
beyond the Oxus ; but they were not the less the servants of the
Khalifs. In the Fitimy Khalifs we see for the first time an
heretical line of rulers invading the empire of the Khalifs, and
owning no sort of allegiance to them. The Fitimy Khalifs had
created a kingdom in Tunis upon the ruins of the Aghlaby power,
and now they proceeded to add the dominions of the Ikhshidis to
their realm. They transferred their seat of government from
Tunis to Egypt (and thereby soon lost their western provinees), and
founded a new suburb, or rather a vast palace, which was called
El-Kahira, or Cairo. The design of the Fatimy general Gauhar
was simply to build a palace for his master, the Khalif, where that
sacred personage might be able to enjoy perfect seclusion ; and it
was only in much later times, afier the burning of Fustit, that
El-Kihira became reallya city. El-Kahira was, in fact, originally
but a walled enclosure with double carthworks, about three
quarters of a mile long and half a mile broad, containing the two
royal palaces, one called the Great Palace (which was so extensive
that on the fall of the Fatimy dynasty, in 1171, it was found to
contain 12,000 women and eunuchs), the other, the Small Palace,
overlooking the pleasure-grounds ; and the two Were connected
under the open space which divided them (and which is still known
as the street Beyn-el- Kasreyn, “ Betwixt the Palaces™), bya subter-
ranean passage. Close to the Eastern or Great Palace was the
Imperial Mausoleum, in which El-MuSzz deposited the bones
of his ancestors, which he brought with him from
sepulture in the west. Further south
by Gauhar, in which the Khal;
conducted the Friday prayers. The palaces received the Dame
of El-Kusiir es-Zihira, * the Splendid Palaces,” and the mosque
that of El-Azhar, * the Maost Splendid,” which it still retains, and
under which it has long been widely known a4 the great seqt of
Mohammadan leaming, frequented by students from the e

their places of

was the mosque, alsp built
f, as Imim of his subjects,
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distant countries of Islam. In addition to the garrison’s quarters,
many other buildings are enumerated, sufficient to account for the
remaining space ; such were the treasury, mint, library, audience-
halls, arsenals, provision-stores, and imperial stables. No person
was allowed to enter within the walls of El-Kihira but the soldiers
of the garrison and the highest officials of the state, whose greatest
privilege was that of approaching the sacred person of the Khalif.
Ambassadors from foreign lands were obliged to dismount at the
gates of the fortress, and were conducted thence to the audience-
hall on foot, an official on either side grasping their hands.* The
old gates of Cairo are the gates of this palace or fort, built by
order of Bedr el-Gemily, in 1087, by three Greeks.

Thus the capital of Egypt underwent a third move to the north-
east : first was El-Fustit, founded by ‘Amr, close to the Roman
fortress of Babylon ; then El-*Askar, a move north-east, built by the
‘Abbidsy governors ; thirdly, El-Katai', the creation of Ibn-Tiliin
(which remained an important suburb until desolated by the great
famine of El-Mustansir's reign) ; and now, fourthly, Cairo, the site
of the Fatimy palace. Of these, the scanty remains of El-Fustit
are seen in what is called Masr-el-Atika, or “ Old Cairo ;" El-*Askar
and El-Katii‘ have disappeared, save the mosque of Ibn-Tilfin,
and part of their site has been covered by later houses; El-Kihira
is Cairo, but has greatly expanded since the time when it com-
prised little more than the huge palace of the Fatimy Khalifs:
new suburbs have joined it to the Citadel on one side, and
prolonged it beyond the northern gates on the other. Yet Cairo
is practically the Fitimy capital, though, unfortunately, beyond the
mosques of the Azhar and El-Hikim, built in 971 and 990, and a
fragment here and there, nothing remains of all the splendour
which the historians attribute to these celebrated Khalifs.t Refer-

* H. C. Kay, Ai-Kakirak and its Gates, Journ. R. Asiatic Society, 1882

+ E.p.in AM. 442 died Rashidah, daughter of the Khalif El-Mu'izz, leaving
an inheritance valued at 2,700,000 dinars ; in her house were 12,000 robes of
different colours. Al the Khalifs since El-Mu‘ize had impatiently expected her
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ence will frequently be found in the following pages to the costly
possessions of these rulers, especially those included in the well-
koown Inventory of El-Mustansir, and it will suffice here to
remark that the Fitimis even surpassed Ibn-Tilin in magnifi-
cence and the encouragement of every branch of art, and that to
them, more perhaps than to any other Eastern dynasty, we owe
the introduction of Saracenic design into southern Europe. The
Mohammadan Amirs of Sicily, who left so rich a legacy of art to
the Norman kings, were vassals of the Fatimy Khalifs.

6. How Saladin—or, to be accurate, Salih-ed-din Yasuf, son
of Ayylib—was despatched to Egypt with the troops of Nar-
ed-din, Sultan of Damascus, to support the cause of one of
those powerful vizirs who by their amrogance and rivalry had
prepared the downfall of the Egyptian Govermnment, and how
the brilliant young soldier and statesman soon found his way to
depose the last of the Fitimy Khalifs and assume the supreme
authority himself, are almost matters of European history. The
period of Ayyfiby rule from 1171, when the prayers were ordered to
be said no longer in the name of the heretical Khalif, but in that of
the Khalif of Baghdad, the orthodox head of Islim, to the year
1250, when the sovereignty descended to the Mamliks, falls within
a century, but it was filled with wars and deeds that have made this
period known even to European readers. ElLMu‘izz the Fitimy
had changed Egypt from a province into a kingdom with a definite
political significance; Saladin transformed the kingdom into 2
powerful empire. The long struggle with the Crusaders, the
victory of Tiberias, the conquest of Jerusalem, the well-known
treaty with Richard Ceeur de Lion, though most familiar 1o us,

death. In the same year her sister ‘“Abda also died and left
Forty pounds of wax were needed to put seals on her rooms and coffer, Among
her treasures were 3000 vases of silver, enamelled and chased ; 4oo swaords,
damascened i; gold ; 30,000 pieces of Sicilian stuff ; fuantities of emeralds,
rubies, and other precious stones ; 9o basins and 90 ewers of crystal

(El-Makrizy. ) i i

an immense fortune,
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form but a part of Saladin’s exploits. He made his power felt far
beyond the borders of Palestine; his arms triumphed over hosts of
valiant princes to the banks of the Tigris, and when he died, in
1193, at the early age of 57, he left to his sons and kinsmen, not
only the example of the most chivalrous, honourable, and magna-
nimous of kings, but substantial legacies of rich provinces, extend-
ing from Aleppo and Mesopotamia to Arabia and the Country
of the Blacks.

And, like so many of his successors the Mamliks, Saladin
combined in a marked degree the passion for war with the love of
the beautiful. The third wall, and the Citadel of Cairo, with its
magnificent buildings, now alas destroyed, bore witness to his
encouragement of architecture. The citadel was begun in
1176, with materials obtained from some of the smaller pyra-
mids of Giza, and so strongly and carefully was it constructed
that when Saladin died the foriress was not yet completed, but
remained unfinished until the year 6og=1207. The eunuch
Karikash, “ Black Eagle,” was entrusted with the superintend-
ence of the work, and this may account for the sculpture of an
eagle on the Citadel wall. The present massive gate, within
which is the passage where the massacre of the last descendants
of the Mamliks by Mohammad ‘Aly took place in 1811, is an
eighteenth century work, but the walls and part of the internal
masonry belong to Saladin's fortress, Of the mosque and palace,
however, no trace remains. The so-called * Hall of Joseph,” or
Kasr Yasuf (which was Saladin’s name as well as the patriarch’s),
pulled down about 1830, was really the Dir-d-*Adf, or * Hall of
Justice,” of the Mamlak Sultan En-Nisir, more than a century later.
The deep well with its massive masonry is, however, attributed to
Galadin, and there used to be ruins of a solid and beautifully
decorated mansion which was known, rightly or not, as the
« House of Salih-ed-din Yasuf.”

Saladin's empire needed a strong hand to keep it united, and
the number of relations, sons and nephews, who demanded their
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share of the wide provinces, rendered the survival of the Ayytby
dominion precarious. Saladins brother, El-‘Adil, the *Sapha-
din” of the Crusades, indeed controlled the centrifugal tendencies
of his kindred for a while, and his son El-Kimil gloriously
defeated Jean de Brienne on the spot where the commemorative
city of El-Mansfira, “the Victorions,” was afterwards erected
by the conqueror. After his death, in 1237, however, the
forces which made for disintegration became too strong to be
resisted; various petty dymasties of the Ayyliby family were
temporarily established in the chief provinces, only to make way
shortly for the Tartars, and in Egypt and Syria notably for
the Mamliiks, who in 1250 succeeded to the glories of Saladin,

The monuments of the Ayyibis that are still standing, besides the
Citadel and third wall, are very few. The fine ornament of the
interior in the tomb-mosque of Esh-Shafi‘y belongs at least in part
to El-Kamil ; the tomb and college of EsSilih Ayyib, son of El-
Kimil, are still partly preserved opposite Kalatin’s Maristin 5 and
there are, or were, fragments of his once splendid castle on the
Island of Rada, on the Nile—the island which gave his Mamlaks
the epithet of Bakry, or “ River-y "—the materials of which were
used in the construction of En-Nisir's Mosque in the Citadel. The
Kimiliya Mosque has unhappily disappeared, though not before
some valuable sketches had been made by Mr. James Wild,

7. The word Mamiuk means “ owned,” and is applied to white
slaves, acquired by capture in war or purchase in the market,
The two dynasties of Mamliks were lines of white slaves, imported
for the protection of the Ayyiiby Es-Salih against his kinsmen and
the Franks, and who presently acquired the power and the govern-
ment of Egypt. They were reinforced from time to time by fresh
purchases, for the climate of Egypt was unfavourable to the fertility
of foreign immigrants, and the stock had to be refreshed from
outside. Es-Silih's Mamliks were loyal servants ; they defended
his kingdom while he lived, and it was their brilliant charge under
Beybars that routed the French army and brought about the cap-
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ture of St. Louis himself, Es-Silih's son was a drunken debauchee,
and helpless to meet the difficulties in which his kingdom was
involved. In circumstances that hardly left an alternative, he was
put out of the way, and a lady, Sheger-ed-durr, “ Tree of Pearls,”
ascended the throne of her late husband and master Es-Silih, as
the first Slave Monarch of Mohammadan Egypt. Her rule was
but brief; jealousy led her to murder the Mamlik chief Aybek,
whom she had married for political reasons, and she paid the
penalty of her crime by being herself beaten to death with the
bath-clogs of some female slaves who sympathized with her rival.
After her death began that singular succession of Mamlik Sultans,
which lasted, in spite of special tendencies to dissolution, for two
hundred and seventy-five years. :
The' external history of these years is monotonous. Wars to
repel the invasions of the Tartars or to drive the Christians from
the Holy Land, struggles between rival claimants to the throme,
embassies to and from foreign powers, including France and
Venice, the Khan of Persia, and the King of Abyssinia, constitute
the staple of foreign affairs. To enumerate the events of each
reign, or even the names of the fifty Mamliks who sat on the
throne at Cairo, would be wearisome and unprofitable to the
reader: the chronological tables at the end of this chapter will tell
all that need be told. But it is different with the internal affairs of
the Mamliik period. In this flowering time of Saracenic ari, a
real interest belongs to the life and social condition of the people
who made and encouraged the finest productions of the Moham-
madan artist, and it will not be superfluous to explain briefly what
the condition of Egypt was under her Mamlik rulers. Some
consideration of this subject is almost demanded by the startling
contrasts offered by the spectacle of a band of disorderly soldiers,
to all appearance barbarians, prone to shed blood, merciless to
their enemies, tyrannous to their subjects, yet delighting in the
delicate refinements which art could afford them in their home
life, lavish in the endowment of pious foundations, magnificent in
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their mosques and palaces, and fastidious in the smallest details
of dress and fumiture. Allowing all that must be allowed for the
passion of the barbarian for display, we are still far from an expla-
nation how the Tartars chanced to be the noblest promoters of art,
of Hterature, and of public works, that Egypt had known since
the days of Alexander the Great.

During this brilliant period the population of Egypt was sharply
divided into two classes, who had little in common with each
other. One was that of the Mamliiks, or military oligarchy, the
other the mass of the Egyptians. The latter were useful for culti-
vating the land, paying the taxes which supported the Mamliks,
and manufactoring their robes, but beyond these functions,
and that of supplying the judicial and religious posts of the
empire, they had small part in the business of the state, and appear
to have been very seldom incorporated into the ranks of their
foreign masters. The names of the Mamldks that have descended
to us in the accurate and detailed pages of El-Makrizy are gene-
rally Tartar or Turkish,* and even when they are ordinary Arabic
names, they were bome by Tartars who had put on an Arabic
name along with the speech, dress, and country of their adoption.
In the glories, military and ceremonial, of the Mamliks the people
had no part. They were indeed thankful when a mild sovereign,
like Ligin, ascended the throne, and when taxes were reduced and
bakhshish distributed, and they would join, like all populaces, in
the decoration of the streets and public rejoicings, when the Sultan

* Among the principal Mamlik nobles of the thirteenth and foarteenth
centuries the following names most frequently occur; they are Turkish or
Tartar, and Mr. J. W. Redhouse, C.M.G., has kindly given me their signi-
fications : Beybars, and Bars Bey, Prince Panther ; Altiinbugha, Gold (yellow)
Bull; Ketbughi, Lucky Bull ; Kurt, Wolf ; Tunkuz, Boar; Aktai, White Colt ;
Karakush, Black bird of prey, Eagle ; Tughan, Falcon ; Sunkur Ashkar Bay
Faleon ; Aksunkur, Jerfalcon ; Karnsunkor, Black Falcon ; Ligin, P:-_n:Flng
Hawk ; Balban, Goshawk; Singar, Bird of prey; Kalaon, Duck. The
preceding names are derived from animals and birds of prey, and it is probahle
that corresponding images were blazoned on their ownens’ shiclds. Names
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came back from a career of conquest, or recovered from an illness ;
but they had no voice in the government of the country, and must
make the best they might of the uncertain characters of their ever-
changing rulers. The men who governed the country were the
body of white military slaves, who had been imported by Es-Silih,
and were renewed by purchase as death or assassination reduced
their numbers.

Before Es-Silih's death a certain number of his Mamlaks had
risen from the ranks of common slaves to posts of honour at their
master's court ; they had become cup-bearers, or tasters, or
masters of the horse to his Majesty, and had been rewarded by
enfranchisement ; and these freed Mamlilks became in turn masters
and owners of other Mamliks. Thus, at the very beginning of
Mamliik history, we find a number of powerful Amirs {or * com-
manders,” lords), who had risen from the ranks of the slaves
and in turn become the owners of a large body of retainers, whom
they led to battle, or by whose aid they aspired to ascend the
throne. The only title to kingship among these nobles was
personal prowess and the command of the largest number of
adherents. In the absence of other influences the hereditary
principle was no doubt adopted, and we find one family, that of
Kala@n, maintaining its succession to the throne for several
generations, though not without brief interruptions. But as
2 rule the successor to the kingly power was the most powerful
lord of the day, and his hold on the throne depended chiefly on

connected with the moon are common : &g Tiiltn, Setting Moon ; Aybek,
Moon Prince ; Aydaghdy, The Moon has risen ; Aytekin, Moon-touching,
tall ; others relate to steel, as  Janbaldt, Whose sonl is steel; Aydemir,
Battle-axe ; Erdemir, Male Tron (tempered steel); Bektemir, Prince Iron ;
Esendemir, Sound Iron ; Tukuzdemir, Pig-iron (7). Others refer to some
personal characteristic, as Beysary, Prince Auburn ; Salir, The Attacker;
Karamin, Black Man ; Aghirlu, Sedate; Bektiit, Prince Mulberry ; Kaghar
and Kagkin, Fleet in running ; Kurgy means Armour-bearer ; Takgi, Moun-
taineer ; Suyurghatmish, A present; Ezbek, True Prince; Bektish, Prince-
peer 3 Satilmish, Who was sold.
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his strength of following, and his conciliation of the other nobles.
The annals of Mamlok dominion are full of instances of a great
lord reducing the authority of the reigning Sultan to a shadow, and
then stepping over his murdered body to the throne. Most of the
Mamlitks died violent deaths at the hands of rival Amirs, and the
safety of the ruler of the time depended mainly upon the numbers
and courage of his gnard. This body-guard, or Akalda, enjoyed
remarkable privileges, and was the object of continual solicitude
on the part of the Sultan. As his own safety and power depended
upon their fidelity, he was accustomed to bestow upon them grants
of lands, rich dresses of honour, and unstinted largesse. A great
part of the land of Egypt was held by the soldiers of the guard in
feofs granted by the crown ;* and the Amirs who commanded them,
nobles specially attached to the Sultan, and generally promoted
from among his own Mamliks, received handsome appanages.
These soldiers of the guard numbered several thousand, and must
have passed from Sultan to Sultan at every change of ruler; their
colonels, or “* Amirs over a Thousand,” as they were called, became

* Beybars, following the example of Saladin, organized a feudal system by
granting lands to the chief lords of his court in return for service in the feld, and
his arrangement appears to have lasted until the time of Ligin, when we find the
whaole land of Egypt was divided into twenty-four kirits, of which foar belonged
to the Sultan, ten to the Amirs and the holders of royal grants, and ten to the
soldiers of the guard. Ligin made a fresh survey and reconstructed the faofs -
ten kirits were allotted to the Amirs and guard together, one was reserved for
compensating the dissatisfied, four as before belonged to the Sultan, and the
remaining nine were assigned to the cost of levying a new body of troops. We
leamn that the Sultan’s sixth part comprised Boh Atfih i
Damietta, Manfallit, with their villages, and Kom Ah.m?:h The I‘::uﬁfl?hl::
gittimilr, the viceroy, included Semhoud, EdfG, Kis, and others, and brought
i“. a revenue of more than 100,000 ardebbs (each of five bushels) of grain
without reckoning money-payments, sugar-candy (for which there vu:n,:
seventeen factories), fruits, eattle, and wood. The only lands excepted from this
general distribution among the Amirs and soldiers were the pious foundati
beritages, -and the like. Ligin considerably reduced the value of the
Individual feofs, which had previously heen worth, at the time of Kalagin

2 L
least 10,000 francsa year.—El-Makrizy (Quatremere), IT. iL 65 iT. b
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important factors in the choice of rulers, and often deposed or set
upa Sultan as seemed good to them. The Saltan, or chief Mamlik,
was in fact more or less, according to his character, at the mercy
of the officers of his guard ; and the principal check he possessed
upon their ambition or discontent was found in their own mutual
jealousies, which might be played upon so as to neuntralize their
opposition,

Fach of the great lords, or Amirs, were he an officer of the
guard, or a court official, or merely a private nobleman, was a
Mamlik Sultan in miniature. He too had his guard of Mamlik
slaves, who waited at his door to escort him in his rides abroad,
were ready at his behest to attack the public baths and carry
off the women, defended him when a rival lord besieged his
palace, and followed him valiantly as he led the charge of his
division on the field of battle, These great lords, with their
retainers, were a constant menace to the reigning Sultan. A
coalition would be formed among a certain number of disaffected
nobles, with the support of some of the officers of the household
and of the guard, and their retainers would mass in the ap-
proaches to the royal presence, while a trusted cup-bearer or other
officer, whose duties permitted him access to the king's person,
would strike the fatal blow, and the conspirators would forthwith
elect one of their number to succeed to the vacant throne. This
was not efiected without a struggle ; the royal guard was not
always to be bribed or overcome, and there were generally other
nobles whose interests attached them to the reigning sovereign
rather than to any possible successor, except themselves, and who
would be sure to oppose the plot. Then there would be a street
fight ; the terrified people would close their shops, run to their
houses, and shut the great gates which isolated the wvarious
quarters and markets of the city; and the rival factions of
Mamlilks would ride through the streets that remained open,
pillaging the houses of their adversaries, carrying off women and

children, holding pitched battles in the roads, and discharging
c
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arrows and spears from the windows upon the enemy in the
street below. These things were of constant occurrence, and the
life of the merchant classes of Cairo must have been sufficiently
exciting. We read how the great bazaar, called the Khin El-
Khalily, was sometimes shut up for a week while these contests
were going on in the streets without, and the rich merchants of
Cairo huddled trembling inside the stout gates.

The contest over, and a2 new Suoltan set on the throne, there
remained the further difficulty of staying there. “J'y suis® wasa
much easier thing to say in Egypt than *j'y reste.” The same
method that raised him to power might set him down again. An
example, drawn from the annals of the thirteenth century, will show
better than any generalizations, theuncertain tenure of power among
the fickle military oligarchy of the Mamliks, In 693 A.H., or
A.D. 1293, En-Nisir Mohammad was raised to the throne, which
had been occupied by his father Kalaiin and his brother Khalil,
En-Nisir was a mere child, nine years old, and the real authority
devolved on his Vizir (or * Viceroy,” Niib-es-Saltana, as this
minister was generally styled under the Mamliks), by name
Ketbugha. Naturally there were several other nobles who envied
Ketbugha his position of influence and authority ; and one of
these, Shugay, taking the lead, offered armed resistance to the
authority of the Viceroy. Ketbugha's Mamlaks used to assemble
at the gate of the Citadel to defend him in his progress through
the city, and Shugay, with his retainers, would waylay the vice-
regal eoxfige as it rode through the narrow streets, and bloody
conflicts ensued. The gates of the city were kept closed, and the
markets were deserted, until at length Shugay was captured, and
his head was paraded on a pike through the streets of Cairo,
But disaffection was not quelled by the slaughter of Shugay and
his followers. There dwelt a body of 3oo Mamliks called
Ashrafy*® (after their master El-Ashraf Ehalil) in the quarter

® Tt will be nseful here to explain the system of Mamlik names and titles.
Every Mamlik had (1) a proper name, such as Ketbugha, Ligin, Reybars,
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of Cairo called El-Kebsh, and these warriors, finding their
occupation gone by the murder of their master, made an attempt
1o seize the sovereign power. They assembled and went to the
royal stables at the foot of the Citadel, and thence to the
armourers’ market, plundering and destroying on their way, and
eventually they encamped at the gate of the Citadel, and laid
siege to the fortress. Whereupon Ketbugha's immediate supporters
mounted their horses and rode down to meet them. The
Ashrafis were dispersed, and given over to various horrible tortures
—blinded, maimed, drowned, beheaded, and hanged, or nailed
to the city gate Zuweyla—and only a few were so far spared that
they were allotted as slaves to their conquerors. Thus the
rebellion was put down ; but the next day, the Viceroy Ketbugha,
calling a council of the great nobles of the Court, protested that
such exhibitions were dishonourable to the kingly state, and that
the dignity of Sultan would be irreparably compromised if a
child like En-Nisir were any longer suffered to occupy the

Kalaiin, generally of Tartar derivation ; (2) a surname or honourable epithet, as
Husim-ed-din, ** Sword-blade of the Faith," Niir-ed-din, ** Light of the Faith,™
Nisir-ed-din, * Succourer of the Faith;™ (3} generally a pscudo-patronymic,
as Abu-1-Feth, * Father of Victory,” Abu-n-Nasr, * Father of Succour o
{4) if a Sultan, an epithet affixed to the title of Sultan or King, as El-Melik
Es-Sa'id, * The Fortunate King," El-Melik En-Nisit, ** The Succouring King,"
El-Mdik El-Mansiir," The Victorious King ;" (5) a title of possession, implying,
by its relative termination y or § that the sabject has been owned as o slave
{or has been employed as an officer or retainer) by some Sultan or Lord, as
El-Ashrafy, * The Slave or Mamlik of the Sultan El-Ashmf,” El-Mansfiry,
#The Mamlik of the Sultan El-Mansiir.,” The order of these titles was as
fullowss first the royal title, then the honoarable surname, third the patronymic,
fourth the proper name, and last the possessive : as Es-Sultin El-Melik El-
Mansir Husim-ed-din Abu-l-Feth Ligin El-Mansiiry,  The Sultan, Victorious
King, Sword-blade of the Faith, Father of Victory, Ligin, Mamlik of the
Sultan El-Manstr.” It is ussal, in abbreviating these numerous names, to
style & Sultan by his title, El-Mansir, &e., or by his proper name, Ligin,
&c., omitting the rest, while 2 Noble {Amir) is conveniently denoted by
his proper name alone. It may be added that the word idw, of frequent
occurrence in these pages, means #gon ™ as, Ahmad ibn Thulin, * Son of
Taliin."

a8
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throne. The child was therefore sent away to grow up, and
Ketbugha, as a matter of course, assumed the sceptre of his
ward. This was in 1295, and in the end of 1296, on his return
from a journey to Syria, the new Sultan had the misfortune
to excite the latent jealousy of some of the powerful nobles who
accompanied him : his tent was attacked ; his guards and Mamliks,
by a devoted resistance, succeeded in enabling their master to
fly, and the leader of the rebellion, Ligin, was forthwith chosen
Sultan in his stead.

Husim-ed-din Ligin, who now ascended the throne under the
title of El-Mansir, had originally been a slave of El-Manstir
‘Aly son of Aybek (whence he was called El-Mansiry), and
had then been bought for the trifling sum of about £ 30
by Kalaiin, under whom he rose from the grade of page to
that of silakdir, or armour-bearer; and Kalaln, coming to the
throne, gave him the rank of Amir and made him governor of
Damascus. Kalaiin's son Khalil, on succeeding to the sovereignty,
cast Ligin into prison, and in return for this treatment Ligin
assisted in his murder. During the brief reign of Ketbugha, he
neld the highest office in the land, that of Viceroy (Naib-es-
Saltana) and now he had turned against his latest lord, and had
epized the crown for himself. The terms of his election throw an
interesting light upon the precarious authority of the Mamlik
Sultans. His fellow-conspirators, after the flight of Ketbugha,
marched at Ligin's stirrup, hailed him Sultan, and payed him
homage ; but they exacted as a condition of their fealty that the
new monarch should continue as one of themselves, do nothing
without their advice, and never show undue favour towards his
own Mamliks. This he swore ; but so suspicious were they of his
good faith, that they made him swear it again, openly hinting that
when he was once instated he would break his vow and favour
his own followers, to the injury of the nobles who had raised him
to the throne. When this had been satisfactorily arranged, Es-
Sultin El-Melik El-Manstr Husim-ed-din Lagin, “ The Sultan,
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Victorious King, Sword-blade of the Faith, Ligin,” rode on
to Cairo, attended by the insignia of sovereignty, with the royal
parasol borne over his head by the great Lord Beysary; the
prayers were said in his name in the mosques, drums were beaten
in the towns he passed through ; the nobles of Cairo came out to
do him fealty ; and, escorted by a crowd of lords and officers, he
rode to the Citadel, displayed himself as Sultan to the people in
the Hippodrome, and made his royal progress through the streets
of the capital, from the Citadel to the Gate of Victory. The
‘Abbasy Khalif of Egypt, a poor relic of the ancient house of
Baghdad, rode at his side; and before them was carried the
Khalifs diploma of investiture, without which very nominal
anthority no Sultan in those days would have considered his
coronation complete. The strects were decorated with precious
silks and arms, and great was the popular rejoicing; for the
benevolence and generosity of Ligin made him a favourite with
the people, and he bad already promised to remit the balance of
the year'’s taxes, and had even vowed that if he lived there
should not be a single tax left. The price of food, which had
risen to famine height during the late disturbances, now fell fifty
per cent. ; bread was cheap, and the Sultan was naturally adored.

In spite of his share in 2 royal murder and a treacherous usurpa-
tion, this Mamlik Sultan seems to have deserved the affection
of his subjects. Not only did he relieve the people from much
of the pressure of unjust and arbitrary taxation under which they
had groaned, but he abstained, at least until he fell under the
influence of another mind, from the tyrannical imprisonments and
tortures by which the rule of the Mamliks was too commonly
secured. His conduct to his rivals was clement to a degree
hardly paralleled among the princes of his time. He did not
attempt to destroy the ex-Sultan Ketbugha, but gave him a small
government in Syria by way of compensation. The child En-
Nisir had nothing to fear from Ligin, who invited him to return
to Egypt, and told him that, as the Mamlik of the boy's father,
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Kalain, he only regarded himself as his representative, holding
the throne until En-Nasir should be old enough to assume the
government himself. Ligin was zealous in good works, gave
alms largely in secret, and founded many charitable endowments.
Among his services to art must be mentioned his restoration of
the Mosque of Ibn-Talan, at a cost of £10,000, to which he was
impelled by the circumstance that he had found refage in the
then deserted building during the pursuit which followed the
murder of Khalil. Hidden in the neglected chambers and arcades
of the old mosque, where so fow worshippers repaired that but a
single lamp was lighted before the niche at night, and the mugézzin
cared to come no further than the threshold to chant the call to
prayer, Ligin vowed that he would repay his preservation by
repairing the mosque that had sheltered him; and it is interesting
to know that the panels of the pulpit, which, with a cupola over
the niche, formed the chief additions (beyond mere repairs) that
Ligin made to the mosque, are now in the South Kensington
Museam (figs, 35—8.) Such good deeds, and the magnanimonus
release of many prisoners, and not least, a bold foreign policy, as
when he sent an army to capture towns on the distant borders of
Armenia, could not fail to endear him to the populace; and when
he was confined to the Citadel for two months with injuries
resulting from a fall at polo, the rejoicings on his return to public
life were genuine and universal, Al the streets were decorated
with silks and satins, the shops and windows were hired by sight-
secrs, eager to catch a glimpse of the Sultan, and drums were
beaten during his state progress through the capital. He cele-
brated the occasion by giving a number of robes of honour to the
chief lords, freeing captives, and distributing alms to the poor,
His private life commended him to the good Muhammadans of
Cairo ; for although in his youth he had been a wine-bibber,
gambler, and given over to the chase, when he ascended the thrope
he became austere in his practice, fasted two months in the year
besides Ramadin, affected the society of good pious kadis and
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the like, was plain in his dress, as the Prophet ordains that a
Muslim should be, and strict in enforcing simplicity among his
followers. His ruddy complexion and blue eyes, together with a
tall and imposirg figure, indeed marked the foreigner, but his habits
were orthodoxy itself; he bastinadoed drunkards, even if they were
nobles; and his immoderate eating was not necessarily wicked.
But Ligin, with all his virtues, had a weakness, too comman
among Mamliik sovereigns ; he was passionately attached to one
of his retainers, named Mangitimir, and by degrees suffered
himself to be led by this favourite where his better judgment
would never have allowed him to stray. Mangiitimiir was neither
a bad nor a contemptible man; but he was devoured by ambition
and pride, and had no scruples when it was a question of removing
an obstacle in his path to power. One of these was the great
Lord Beysary, who had himsel{ declined the crown, and who,
when consulted by Ligin on the wisdom of making l'ntungﬂﬂmﬁx
his viceroy, reminded the Sultan of his vow when he was elected
to the supreme power, and told him in blunt language that
Mangiitimiir was not worthy of the honour to which the Sultan
destined him. The favourite, when he was made Viceroy after
all, did not forget Beysary or his other detractors; some he
banished, others were imprisoned and bastinadoed, and Beysary
himself was placed in a sort of regal confinement, and there kept
till his death. We shall hear more of Lord Beysary when we come
to deseribe his perfume-burner in the chapter on metal-work, and it
is enough to say here that he was too much devoted to the com-
forts and enjoyments of good living to care to trouble himself with
the uneasiness which proverbially attends crowned heads. He
was moreover an old man, and had been a notable and respected
figure in Mamlitk court life for the past fifty years ; his arrest was
therefore the more wanton. Mangitimiir's oppressions were not
tamely endured by the Amirs ; but it was no light thing to risk
the horrors of incarceration in the Citadel dungeon, a noisome
pit, where foul and deadly exhalations, unclean vermin, and
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bats, rendered the pitchy darkness more horrible, and where for
nearly half a century it was the practice to incarcerate refractory
nobles, until, in 1329, En-Nisir had the dreaded hole filled up.
Atlength a combination was formed ; Ligin was treacherously
murdered as he was in the act of rising to say the evening prayers,
and immediately afterwards Mangutimur was entrapped. Hewas
for the moment consigned to the pit under the Citadel, when the
Amir who had dealt the fatal stroke to Ligin amrived on the
scene, and erying with a strident voice, “ What had the Sultan
done that I should kill him? By God, I never had aught but
benefits from him ; he brought me up, and gave me my steps of
promotion. Had I known that when the Sultan was dead this
Mangitimiir would still be living, I would never have done this
murder, for it was Mangitimir's acts that led me to the deed.”
So saying, he plunged into the dungeon, slew the hated favourite
with his own hands, and delivered his house over to the soldiers
to pillage.

This sketch of a few years of Mamlik history will serve to show
the perils that surrounded the kingly state. It is a fair sample of
the whole history, although now and again a sovereign ‘would
ascend the throne whose personal qualities or diplomatic talents
succeeded in keeping the reins of government in his hands for a
considerable period. The uncertainty of the tenure of power, and
the general brevity of their reigns, (they average about five years
and a half,) make it the more astonishing that they should have
found time or leisure to promote the many noble works of architec-
ture and engineering, which distinguish their rule above any other
period of Egyptian history since the Christian Era. The Sultan’s
office was indeed no sinecure, apart from the constant watchfulness
needed to manage the refractory Mamloks. Two days a week
did Ligin devote to sitting in the Hall of Justice and hearing any
complaints that his subjects might bring before him, in addition
to those petitions which were constantly presented to him as he
rode through the city, The correspondence of the empire, again,
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was no light matter, and most of the Sultans took a personal share
in drawing up the despatches. Beybars had established a well
organized system of posts, connecting every part of his wide do-
minions with the capital. Relays of horses were in readiness at each
posting-house, and twice aweek the Sultan received and answered
reports from all parts of the realm. Besides the ordinary mail,
there was also a pigeon post, which was no less carefully arranged.
The pigeons were kept in cots in the Citadel and at the various
stages, which were further apart than those of the horses; the
Dbird knew that it must stop at the first post-cot, where its letter
would be attached to the wing of another pigeon for the mext
stage. The royal pigeons had a distinguishing mark, and when
one of these arrived at the Citadel with a despatch, none was per-
mitted to detach the parchment save the Sultan himself; and so
stringent were the rules, that were he dining or sleeping or
absorbed in polo, he would nevertheless at once be informed of
the arrival, and would immediately proceed to disencumber the
bird of its message. The correspondence conducted by these
posts was often very considerable. Here is an example of the
business-hours of the famous Sultan Beybars. He arrived before
Tyre one night; a tent was immediately pitched by torchlight,
the secretaries, seven in number, were summoned, with the com-
mander-in-chief ; and the adjutant-general (Amir ‘Alam) with the
military secretaries were instructed to draw up orders for drums
and standards, &c. For hours they ceased not to write letters
and diplomas, to which the Sultan affixed his seal; this very night
they indicted in his presence fifty-six diplomas for high nobles,
cach with its proper introduction of praise to God. One of
Beybar's letters has been preserved ; it is a very characteristic
epistle, and displays a grim and sarcastic appreciation of humour.
Boemond, Prince of Antioch, was not present at the assault of
that city by Beybars, and the Sultan kindly conveyed the infor-
mation of the disaster in a personal despatch. He begins by
ironically complimenting Boemond on his change of utle, from
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Prince to Count, in consequence of the fall of his capital, and
then goes on to describe the siege and capture of Antioch, He
spares his listener no detail of the horrors that ensued : * Hadst
thou but seen thy knights trodden under the hoofs of the horses !
thy palaces invaded by plunderers and ransacked for booty ! thy
treasures weighed out by the hundredweight! thy ladies bought
and sold with thine own gear, at four for a dinir ! hadst thoa but
seen thy churches demolished, thy crosses sawn in sunder, thy
garbled Gospels hawked about before the sun, the tombs of thy
nobles cast to the ground ; thy foe the Muslim treading thy Holy
of Holies; the monk, the priest, the deacon, slaughtered on the
altar; the rich giveh up to misery ; princes of royal blood reduced
to slavery ! Couldst thou but have seen the flames devouring thy
halls ; thy dead cast into the fires temporal, with the fires sternal
hard at hand! the churches of Paul and of Cosmas rocking and
going down !—then wouldst thou have said, *Would God that T were
dust! Would God that I never had this letter !’ . . . This letter
holds happy tidings for thee: it tells thee that God watches over
thee, to prolong thy days, inasmuch as in these latter days thou
wert not in Antioch! Hadst thou been there, now wouldst thou
be slain or a prisoner, wounded or disabled. A live man rejoiceth
in his safety when he looketh on a field of slain, . . . As not a man
hath escaped to tell thee the tale, we tell it thee ; as no soul could
apprise thee that thou art safe, while all the rest have perished, we
apprise thee!” Nevertheless, Boemond was mightily incensed
with the Sultan’s sarcastic attentions.®

Beybars was exceptionally active in the discharge of his royal
functions, and was indefatigable in making personal inspections of
the forts and defences of his empire. Once he left his camp
secretly, and made a minute inspection of his kingdom in disguise,

* The greater part of the translation above is Col, Vule's (Marco Polo, i. 25):

the Arabic text and French version are given by Quatremére, in El-Makvizy's
Historre des Sultons Mamilpiks, 1. il 190—104,
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returning before his absence had been found out by his troops. He
maintained 12,000 soldiers under arms, of whom a third were
stationed in Egypt, a third at Damascus, and the remaining third
at Aleppo. On his expeditions he was escorted by 4ooo horsemen.
His history is a good example of the adventurous career of the
Mamlak. He was a native of Kipchak, between the Caspian and
the Ural Mountains,—a tall, raddy fellow, with blue eyes, one of
which had a cataract on it, and this defect nearly lost him a pur-
chaser in the slave-market : indeed, he only fetched 3oo francs, a
sum hardly equal to £z20. He was afterwards bought by the
Amir ‘Ali-ed-din Aydekin, El-Bundukdar, “ the Arblasteer,” from
whom Beybars took his title El-Bundukdary, or * Bendocquedar,”
25 Marco Polo writes it.  Subsequently he passed into the pos-
session of Es-Silih Ayyib, and his strong, determined nature,
his promptitude and resource in action, high mettle, and resonant
voice, soon gained him the admiration and fear of his contempo-
raries. His charge at Manstira won the day and annihilated the
crusade of St. Louis, and in due course he made his way to the
throne, through, we are sorry to add, the usual road of assassina-
tion. His was not a scrupulous nature, and his own death was
caused by poison which he had prepared for another; but he
was the first great Mamlik Sultan, and the right man to lay the
foundations of the empire. * Bondogar,” says William of Tripoli,
« a5 a soldier was not inferior to Julius Caesar, nor in malignity
to Nero:” but he allows that the Sultan was “ sober, chaste,
just to his own people, and even kind to his Christian sub-
jects™® So well did he organize his wide-stretching pro-
vinces that mo incapacity or disunion among his successors
could pull down the fabric he had raised, until the wave of Otto-
man conquest swept at last upon Egypt and Syria. To him is due
the constitution of the Mamlik army, the rebuilding of a navy of
4o war-galleys, the allotment of feofs to the lords and soldiers,

& Col. H. Yule, Marco Palo, 1. 24.
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the building of causeways and bridges, and digging of canals in
various parts of Egypt. He strengthened the fortresses of Syria
and garrisoned them with Mamliks ; he connected Damascus and
Cairo by a postal service of four days, and used to play polo in
both cities within the same week. His mosque still stands without
the north gates, and his college till lately formed an important
feature among the splendid monuments in the street known as
% Betwixt the Palaces ;™ he founded an endowment for the burial
of poor Muslims ; in short, he was the best ruler Egypt had seen
since the death of Saladin, whom he resembled in many respects,
but not in chivalrous clemency. Some idea of the luxury and refine-
ment of his court may be gathered from the list of his presents
to the Persian Ilkhin Baraka, which included a Korin, said to
have been transcribed by the Khalif ‘Othmin, enclosed in a case
of red silk embroidered with gold, over which was a leather cover
lined with striped silk ; a throne encrusted with carved ivory and
ebony; a silver chest; prayer-carpets of all colours and sorts ;
curtains, cushions, and tables; superb swords with silver hilts ;
instruments of music of painted wood; silver lamps and
chandeliers; saddles from Khwirizm, bows from Damascus,
with silk strings ; pikes of Kana wood, with points tempered by
the Arabs; exquisitely fashioned arrows in boxes plated with
copper ; large lamps of enamel with silvergilt chains; black
eunuchs, ingenious cook-girls, beauntiful parrots; numbers of
Arab horses, dromedaries, mules, wild asses, giraffes, and apes,
with all kinds of saddles and trappings. Obly remarkable
qualities could have raised Beybars from the condition of a
one-gyed slave to the founder of an empire that endured for
nearly three centuries.

In addition to necessary business, state ceremonies occupied
no inconsiderable part of the Sultan’s time. The Mamltk court
was a minutely organized system, and the choice of officers to fill
the numerous posts of the houschold, and the tact demanded in
satisfying their jealousies and disagreements, to say nothing
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of the constant presentation of ceremonial dresses of honour,
writing of diplomas, and granting of titles and appanages, must
have been a tax upon their master. The posts about the royal
person were no sinecures, and it needed no doubt some diplomacy
to arrange the cabinet and household appointments to the satis-
faction of everybody. The chief officers of the court, which uf
course included the administration, were these :—

1. The Naib-es-Saltana, or Viceroy, chief officer of the empire,
corresponding to the Vizir of other periods, who controlled alike
the army, finances, posts, and appointments ; rode at the head of
the troops in state progresses, and was escorted by nobles to and
from the Sultan's presence. He was styled Melik o-Umara, or
“ King of Nobles,” and had a special palace (Daren-MNiaba) in
the Citadel, where all the functionaries of the state came to him
for instructions.

2, The Atibek, or Atibek-clasikir, Commander-in-Chief, also
styled (after the middle of the fourteenth century) El-Admir-el-
Kebir, or “ the Great Lord.”

“ 3. The:  Ustaddar, Majordomo, superintendent of the house-
hold, the kitchen, pages (wjdkis), and servants and officers
generally; he had entire authority to obtain the supplies,
money, and clothing for the royal household. By the time of
Barkiik, A.D. 1400, this official had so waxed in importance, that
he had become practically Grand Vizir, and enjoyed the manage-
ment of the finances and the royal domains., His military rank—
for all Mamliiks, though their posts might be purely civil, had
military grades—was that of Bicenturion, or Major over zoo.
Under him were servants supplied from among the Lords of the
Drums and Captains over Ten, and he had a legal assessor and
mubdshirs, or superintendents, to assist him.

4. The Ras Nauba, or Chief of the Guard, commanded tlm
Sultan’s Mamliks, and settled their differences. Another and
superior Ris Nauba commanded the Lords and adjusted their
quarrels, and the latter was not only addressed as His
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Excellency the Generous the Exalted,” .01 S ladl,
but the Sultan called him “ Brother."*

5, 6. The SiZahdar, Armour-bearer, carried the Sultan’s armour.
There were several, and their chief was called Amir Silah, * Lord
of the Arms,” who inspected the Armoury, was a centurion
or Captain over 100, and was adressed by the Sultan as
“ Brother," with the same style as the Ris Nawbat el-Umara,
The Lord of the Arms was one of the highest officers in the
realm after the Adigbek Amir el- Kebir,

7- The Amir Akkar, Master of the Horse, presided over the
royal stables, assisted by the Selakkiry, who saw to the horses’
food, and sometimes by a second Awmir Akher, who was a
Captain over Ten; minor equerries superintended the colts,
oxen, water-wheels, &c., separately, but all were under the
supreme control of the great Master of the Horse,

8, 9. The Saky, Cup-bearer, and the Gashenkir, Taster, whose
duty it was to taste the Sultan's food before it was served, to ward
against poison, were officers of trust, and enjoyed frequent inter-
course with the sovereign, and thus often carried great influence
in the management of the empire. The Gaskendir was a Bi-
centurion. -

10. The Hagh, Chamberlain, was the officer who guarded the
access to the royal presence.

1. Amir Gandar, Equerry-in-waiting, introduced nobles to
the presence, and commanded the gandirs or equerries, and
derd-dars, grooms of the bedchamber ; superintended the expen.
tions and tortures by order of the Sultan, and had charpe of the
sardkhanah, or royal prison. He was chosen from the ranks of
the Colonels (mukaddam) or Lords of the Drums,

12. The Dawadir, or Secretary, took charge of the imperial

® The Sultan never forgot that he had risen from I'h:mksnfthclhuﬂnh,
and was sccustomed to address his late commdes in brotherly style.  “The
Mamliik " was a common title much esteemed by the Sultan and retained in
the days of his greatest power.

i
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correspondence, received and addressed despatches, was a Lord
of the Drums, or a Captain over Ten, and enjoyed great in-
fluence and consideration.

13. The Katim es-Sirr, or Private Secretary, was the depository
of the Sultan’s secret affairs, shared the correspondence with the
LDawiadir, was the first to go in to the sovereign and the last to
come out, and was his chief adviser in all matters.

Besides these great officers, there were many smaller posts,
which often commanded great power and influence. The Amir
Meglis, Lord of the Seat, so called because he enjoyed the
privilege of sitting in the Sultan’s presence, was the superin-
tendent of the court physicians and surgeons ; the Gamdir, or
Master of the Wardrobe, was a high official ; the Amir Shikar,
or Grand Huntsman, assisted the king in the chase; the Amir
Tabar, or Drum-Major, held almost the rank of the Chief of
the Guard, and commanded the Zudardirs or Halbardiers of the
Sultan, ten in number; the Baskmakdir carried the sovereigh's
slippers ; the Giikandar bore the Sultan's polo-stick, a staff of
painted wood about four cubits long, with a curved head; the
Zimamddrs were eunuch guards. The various household depart-
ments had also their officers, who were often great nobles, and
men of influence in the realm. The Ustaddir-es-Suhba presided
over the cookery; the Zahl-thinah, or Drummery, was the
department where the royal band was kept, and it was presided
over by an officer called the Amir “dlam, or adjutant-general.
The Sultan's band is stated at one time to have comprised four
drums, forty kettle-drums (SlesS), four hautbois (jgej), and
twenty trumpets (jeai). The permission to have a band was
among the most coveted distinctions of Mamlik times, and
those Lords who were allowed to have a band playing before
their gates were styled Amir Tublkhanak, or Lord of the
Drums; they were about thirty in number, and each had
command of a body of forty horsemen, with a band of ten
drums, two hautbois, and four trumpets, and an appanage of
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about the value of 30,000 dinirs. The practice of employing
these ceremonial bands went out with the Turkish conquest.

Then there was the Zivh#-khanih, or Vestiary, where the royal
robes, jewels, seals, swords, &c., were kept, and where his clothes
were washed. The servants of the Tichtbhinik were called
tishtdars, or grooms of the wardrobe, and rabhtwanis, or grooms
of the chamber, under the command of two miktirs, or superin-
tendents. The Skarab-&kandh, or Buttery, where were stored the
liquors, sweetmeats, fruits, cordials, perfumes, and water for the
sovereign, was also managed by two mikiirs, aided by a number
of sharab-dars, or buttery-men; the Hawd ig-khanik, or Larder,
where the food and vegetables required for the day were prepared,
was under the superintendence of the Hamdigz-kish. At the time
of Ketbugha the daily amount of food prepared here was 20,000
pounds, and under En-Nasir the daily cost of the larder was from
21,000 to 30,000 francs. The Rikah-bhanih, or Harness-room,
and Firish-khinih, or Lumber-room, had also their staff of
officials. And besides the household and military officers, there
were the various judicial officers, Addis and the like, and the
police authorities, to be appointed by the Sultan; such were the

Waly, or chief magistrate of Cairo, who kept order in the city, com-

manded the patrols, inspected the prisons, opened and shut the city
gates, and was obliged always to sleep in Cairo; the shddds and
mushidds, inspectors in their various departments, and the
muhiesid, the important officer who corrected the weights and
measures in the markets, and guarded public morals.

It will be seen that court life was complicated even in the
fourteenth century, and the state ceremonies of a Mamlak Sultan
must have involved as much etiquette as any modern levée, and
presented a much more splendid spectacle. When the Sultan rode
abroad in state, to hold a review or to make a progress through his
dominions, the composition of his escort was elaborately ordered.
The Sultan Beybars, for example, rode in the centre, dressed in a
black silk gudda, or vest with large sleeves, but without embroidery



THE SARACENS OF EGVPT. 33

or gold ; on his head was a turban of fine silk, with a pendant
hanging between his shoulders ; and a Bedawy sword swung by
his side, and a Dawiidy cuirass was concealed beneath his vest.
In front, a great lord carried the Ghdshda, or royal saddle-cloth.
emblem of sovereignty, covered with gold and precious stones:
and over his head, a Prince of the Blood, or the Commander-in-chief,
bore the state parasol, made of yellow silk, embroidered with gold,
and crowned with a golden bird perched upon a golden cupola.
The housing of his horse's neck was yellow silk embroidered with
gold, and a sumndry or cloth of red atlas satin covered the crup-
per. The royal standard of silk and gold thread was bome aloft,
and the troops had their regimental colours of yellow Cairene
silk, embroidered with the escutcheons of their leaders. Just
before the Sultan rode two pages on white horses, with rich trap-
pings ; their robes were of yellow silk with borders of gold
brocade, and a kuffiya of the same : it was their duty to see that
the road was sound. A flute-player went before, and a singer
followed after, chanting the heroic deeds of former kings, to
the accompaniment of a hand-drum; poets sang verses anti-
phonally, accompanying themselves with the kemenga and masil.
Tabardirs carried halberts before and behind the Sultan, and the
state poniards were supported by the polo-master (gikendar) in
a scabbard on the left, while another dagger with a buckler was
carried on the monarch's right. Close beside him rode the Gamak-
dar, or Mace-bearer, a tall, handsome man, who carried the gold-
headed mace aloft, and never withdrew his eyes from the counte-
* nance of his master. The great officers of the court followed with
little less pomp. When a halt was called for the night, on long
journeys, torches were bomme before the Sultan, and as he ap-
proached the tent, which had gone on in front and been pitched
before his arrival, his servants came to meet him with wax candles
in stands inlaid with gold; pages and halbardiers surrounded
him, the soldiers sang a chorus, and all dismounted except the

Sultan, who rode into the vestibule of the tent, where he left his
]
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horse, and then entered the great round pavilion behind it. Out
of this opened a little wooden bed-room, warmer than the tent,
and a bath with heating materials was at hand. The whole was
surrounded by a wall, and the Mamlitks mounted guard in regular
watches, inspected periodically by visiting rounds, with grand
rounds twice in the night. The Amir Bibdir, or Grand Door-
keeper, commanded the grand rounds. Servants and eunuchs
slept at the door.* '

The historian of the Mamliiks is fond of telling how the Sultan
made his progresses, held reviews of his troops, led a charge in
battle, or joined in the games at home. The Mamliks were ardent
votaries of sport and athletic exercises. En-Nisir was devoted
to the chase, and imported numbers of sunkurs, sakrs, falcons,
hawks, and other birds of prey, and would present valuable feofs
to his falconers, who rode beside him hawk on wrist. Beybars
was a keen archer, and a skilful hand at making arrows. He
erected an archery-ground outside the Gate of Victory at Cairo,
and here he would stay from noon till sunset, encouraging the
Amirs in their practice. The pursuit of archery became the chief
occupation of the lords of his court. But Beybars, like most
of the Mamliks, was catholic in his tastes; he was fond of
racing horses; spent two days in the week at polo; was famous

* Joinville describes the Sultan Beybars' camp at Damietta : It was entered
through a tower of fir-poles covered round with coloured stuff, and inside was
the tent where the lords left their weapons when they sought andience of the
Sultan. * Behind this tent there was a doorway similar to the first, by which
you entered a large tent, which was the Soltan's hall. Behind the hall there
was a tower like the one in front, throngh which you entered the Sultan's
chamber. Behind the Sultan's chamber there was an enclosed space, and in
the centre of this enclosure a tower, loftier than all the others, from which the
Sultan looked out ever the whole camp and country. From the enclosure a
pathway went down to the river, to the spot where the Sultan had spread a
tent over the water for the purpose of bathing, The whole of this encampment
was enclosed within a trellis of wood-work, and on the cuter side the trellises
were spread with blue calico (7) . . . and the four towers were also covered with
calico.” Hutton's trans. p. 04.
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for his management of the lance in the tournaments which formed
one of the amusements of the day; and was so good a swimmer, that
he once swam across the Nile in his cuirass, dragging after him
several great nobles seated on carpets. Such outward details of
the life of the Mamliks may be gathered from the pages of
El-Makrizy and other historians. But if we seek to know some-
thing of the domestic life of the period, we must go elsewhere
than to these sources. We find indeed occasionally in El-Makrizy
an account of the revels of the court on great festivals, and he
tells us how during some festivities in Beybars' reign there was a
concert every nightin the Citadel, where a torch was gently waved
to and fro to keep the time. But to understand the home-life of
the Mamliiks, we must turn to the Thousand and One Nights, where,
whatever the origin and scene of the stories, the manners and
customs are drawn from the society which the narrators saw about
them in Cairo in the days of the Mamlaks. From the doings of
the charazters in that immortal story-book, we may form a nearly
accurate idea of how the Mamlitks amused themselves ; and the
various articles of luxury that have come down to us, the goblets,
incense-burners, bowls, and dishes of fine inlaid silver and gold,
go to confirm the fidelity of the picture. The wonderful thing
about this old Mohammadan society is that it was what it was
in spite of Islim. With all their prayers and fasts and irritating
ritual, the Muslims of the Middle Ages contrived to amuse them-
selves. Even in their religion they found opportunities for enjoy-
ment. They made the most of the festivals of the Faith, and put
on their best clothes ; they made up parties—to visit the tombs,
indeed, bat to visit them right merrily on the backs of their asses ;*
they let their servants go qut and amuse themselves too in the
gaily illuminated streets, hung with silk and satin, and filled with
dancers, jugglers, and revellers, fantastic figures, the Oriental

® Nisir i-Khusrau (eleventh century) says that 50,000 donkeys were on hire
at Cairo in his time. They stood at street-corners, with gay saddles, and

everybody rode them.
p 2
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Punch, and the Chinese Shadows; or they went to witness the
thrilling and horrifying performances of the dervishes. There was
excitement to be derived from the very creed; for did they not
believe in those wonderful creatures the Ginn, who dwelt in the
Mountains of Kif, near the mysterious Sea of Darkness, where
Khidr drank of the Fountain of Life? And who could tell when
he might come across one of these awful beings, incarnate in the
form of a jackal or a serpent ; or meet, in his own hideous shape,
the appalling Nesnis, who is a man split in two, with half a head,
half a body, one arm and one leg, and yet hops along with asto-
nishing agility, and is said, when caught, to have been found very
sweet eating by the people of Hadramaut? To live among
such fancies must have given a relish to life, even when one

“knew that one's destiny was inscribed in the sutures of the skull,
and in spite of those ascetic souls who found consolation in
staring at a blank wall until they saw the name of Allah blazing
on it.

What society was like at the time of the first Mamliks may be
gathered very clearly from the poems® of Behi-ed-din Zuheyr, the
secretary of Es-Silih Ayyib, who survived his master and died
in 1258. The Egyptians of his acquaintance, as reflected in his
graceful verse, seem to have resembled our own latter-day friends
in their pleasures and passions. Love is the great theme of Zuheyr
as well as Swinburne ; the poet waxes eloquent over a long

succession of mistresses, blonde and brown, constant and fickle,
kind and coy,—

* Like the line of beauty her waving curl,
Her stature like the lance.”

.

We read of stolen interviews, in despite of parents and guardians,
maidens “ waiting at the tryst alone,” and various other breaches
of Mohammadan morals. If Zuheyr fairly represented his

* Admirably translated by the late Prof, E. H. Palmer. (Cambridge, 1877.)

T



THE SARACENS OF EGYPT. 37

time, life at Cairo in the thirteenth century was not without its
SAYOUT :—
Well | the night of youth is over, and grey-headed mom is near ;
Fare ye well, ye tender meetings with the friends I held so dear !
O'er my life these silvery locks are shedding an unwonted light,
And revealing many follies youth had hidden out of sight.
Yet though age is stealing o'er me, still I love the festive throng,
Still I love a pleasant fellow, and a pleasant merry song ;
5till T love the ancient tryst, though the trysting time is o'er,
And the tender maid that neer may yield to my caresses more ;
Still T love the sparkling wine-cup, which the sancy maidens fill, &c.
The wine-cup plays a prominent part in Zuheyr's catalogue of the
joys of life, and he is full of contempt for the prudent mentor who
reproved him :—
Lt us, friends, carouse and revel,
And send the mentor to the devil !

The great indoor amusement of the mediaeval Muslim was
feasting. The Arabs indeed never understood scientific gastronomy ;
they coarsely drank to get drunk, and ate to get full. Weread of
a public banquet (under the Fitimis, but probably equalled many
a time in the Mamlik period), where the table was covered with 21
enormous dishes, each containing z1 baked sheep, three years old
and fat, and 350 pigeons and fowls, all piled up together to the
height of a man, and covered in with dried sweetmeats. Between
these dishes were soo smaller ones, each holding seven fowls and
the usual complement of confectionery. The table was strewn with
flowers and cakes of bread, and two grand edifices of sweetmeats,
each weighing 17 cwt., were brought in on shoulder-poles. On such
occasions a man might eat a sheep or two without being remarkable,
But if he ate somewhat heartily, he did not omit to wash it down
afterwards with plenty of wine, despite all the ordinances of the
Prophet. If the bowls that have descended to us were drinking-
cups, the Mamlik thought very little of a pint stoup. Like our
own Norse and Saxon ancestors, he loved his wassail, and took it
right jovially, until he found himsell under the table, or would
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have done so had there been any tables of the right sort. Zuheyr
sings :—
Here, take it, *tis empty ! and fill it again
With wine that's grown old in the wood ;
That in its proprietor’s cellars has lain
5o long thot at least it goes back to the reign
O the famous Nushirwan the Good—
With wine which the jovial friars of old
Have carefully laid up in store,
In readiness there for their feast-days 1o hold—

With liguor, of which if a man were but £,
He'd roll away drunk from the door !

Many of the Mamlik Sultans are described as being addicted to
wine,and the great Lord Beysary was at one time stated to be inca-
pable of taking part in affairs, because he was entirely given over to
drink and hazard. Yet there are redeeming points in this sottish-
ness. The Muslims of the days of good Hariin, and not less of the
other “golden prime™ of Beybars and Barkiik, did not take their
wine moodily or in solitude. They loved to have a jovial company
round them, and plenty of flowers and sweet scents on the board ;
they scented their beards with civet, and sprinkled their beautiful
robes with rose-water, while ambergris and frankincense, burned
in the censers we still possess, diffused a delicious perfume through
the room. Nor was the feast complete without music and the voices
of singing women. A ravishing slave-girl, with a form like the waving
willow, and a face as resplendent as the moon, sang soft, sad
Arabian melodies to the accompaniment of the lute, till the guests
rolled over in ecstasy. Other and less refined performances, the
alluring gestures of the dancing-girls, the coarse feats of Punch or
the hired buffoon, also enlivened the evening; and the ladies of
the Harim would share the pleasures of the men, separated by a
lattice screen, or hidden behind gorgeously embroidered curtains,
We shall see presently what palaces the Mamliks built for them-
selves, how they hung them with rich stuffs, and strewed them
with costly carpets ; what wealth of carving and ivory-work em-
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bellished their doors and ceilings ; how gloriously inlaid were their
drinking and washing vessels, how softly rich the colouring of
their stained windows. The Mamliks offer the most singular
contrasts of any series of princes in the world. A band of lawless
adventurers, slaves in origin, butchers by choice, turbulent, blood-
thirsty, and too often treacherous, these slave kings had a keen
appreciation for the arts which would have done credit to the
most civilized ruler that ever sat on a constitutional throne. Their
morals were indifferent, their conduct was violent and unscru-
pulous, yet they show in their buildings, their decoration, their
dress, and their furniture, a taste which it would be hard to parallel
:n Western countries even in the present age of enlightenment.
It is one of the most singular facts in Eastern history, that wherever
these rude Tartars penetrated, there they inspired a fresh and
vivid enthusiasm for art. It was the Tartar Ibn-Talan who
built the first example of the true Saracenic mosque at Cairo ;
it was the line of Mamliik Sultans, all Turkish or Circassian slaves,
who filled Cairo with the most beautiful and abundant monuments
that any city can show. The arts were in Egypt long before the
“Tartars became her rulers, but they stirred them into new life, and
made the Saracenic work of Egypt the centre and head-piece of
Mohammadan art,

The following tables will supply the necessary chronological
details and the chief events and monuments of each reign. It
should be noticed that a certain stability and duration of authority
was necessary even among the Mamliks to allow opportunity for
artistic effort. The great monuments now standing of the Mamlak
Sultans are grouped about g Sultans: 4 of the Bahris, and 5 of
the Burgis. But the reigns of these g Sultans amounted together
to two-thirds of the whole period occupied by the 40 Mamlik
rulers. The reigns of Beybars L. (18 years), Kalain (11), En-
Niisir (42), and Sultan Hasan (11); of Barkik (16), El-Muayyad
{g9), El-Ashraf Bars Bey (17), Kait Bey (28), and El-Ghiiry (16),
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make a total of 168 years, out of 266, leaving but 98 years for the
remaining 4o Sultans. The great Mamlik builders had thus an
average reign of nearly 19 years, while those who have left no
signal monuments average only 2} years. Beybars Jashenkir,
however, is perhaps an exception; for he has left a beautiful
mosque and many restorations, yet he ruled as Sultan for but a
single year.

THE SARACEN RULERS OF EGYPT.

AH., 21—026 = A.D. B41—1517.

L—GOVERNORS APPOINTED BY THE KHALIFS.

|
= AH. | AD. | Ruler. Events and existing Monuments,

——

21 | 641 | The list of g8 Governors, to whom | Conquest of Egypt completed, 21
to to no distinctive work of artcan be | AW
254 | 868 ascribed, is omitted. (Cp. Wiis- | Mosgue of ‘Amr, 21 AJH., but fre-
tenfeld, "Die Statthalter o Egyp- | quently restored.
fems tenter dem Khalifen,) City of El-Fustdt, A.H. 21, and
suburb of El-‘Askar, A.H. 133

11.—HOUSE OF TOLON.

254 | 868 | Ahmad ibn Tilin Subuarb of El-Katdif, 256.
Mesgue of fbn- Tiliin, 263-5.
Annexation of Syra as far as

Aleppo, 264
883 lﬂ:ummw_'{yh (son of Ahmad)
282 | Bg Gersh Abu-I-Asikir } (sonsof Kha-
283 miraweyh)
202 | 904 thlbh {son of Ahmad)

1I,—SECOND LINE OF GOVERNORS.

| o5 | Partial burning of El-Eatai’,
13;‘ to |§ Thirteen Governors. i Invasion of tgm-m ];El]tj "!l?hdr
323 | 934 | the Fitimy, 307.
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IV.—HOUSE OF IKHSHID.

An | ap. | Rasler. | Events and existing Monsments.

323 | 934 | Mobammad El.Ikhshid iba '_Tulég' Syria again annexed. The kings

334 | 946 | AbulKasim Unglr (son of El- of this dynasty were buried at
Tkhshid) Damascus, and have therefore

1
355 | obb Abu-l-Misk Kifiir, a2 Eunuch
357 | go8 Abu-l-Fawiris Abmad (son of

340 Abu-l-Hasan ‘Aly (son of El- left o tomb-mosques in Egypt.
obo ) ¥ o]

o | to ‘Aly)
358 | o9
V.—FATIMY KHALIFS.
A.—In Tuxis
297 | 909 , El-Mahdy ‘Obeyd-Allah Invades Egypt, 307.
322 | 934 | El-Kiim Mohammad
334 | 045 | El-Mangir Tsmd gl
341 | 052 | El-Mutizz Ma'add
B.—Ix EGYFT.
8| 969 " " Conquest of Egypt, 358. Syria and
3 rn-fﬂ of Amabia annexed. 55
Foundation of El-Eihim (Cairo}.
Afosyue Ei-Achar, 359-61,
Invasions of the 18,
365 | 975 | El-*Asiz Nizir Conversion of Azhar into a
Hﬂui\'ﬂ}iliig_ s
asguie of Ei-Llakim,
386 | o996 El-Hikim El-Mangiir Founder of the Diruse sect.
Mosguee of Ei-fakim completed, 403
411 | 1020 h-Dhihir *M;r'ld :.J.ms u; Aleppo. e
a7 | 10 ‘Mustansir Ma‘add sreat famine, et i
Lk i caused the ( Ribocibsi decay
i of El-Fustit and other parts of
the capital.
Restoration of Mosgue of 'Amr,
4412
- The 3 great Gates and 2nd wall of
Cairo built,
Ulu;:'pltiuu of _Niﬁir-ed-dnw]d-a,
457 | 1094 | El-Musta’] Abmad First gmﬂde_; loss of Jernsalem.
405 | 1101 | El-Amir El-Mangiic Further losses in Syria, )
524 | 1130 | EL-EAfdh i Abd-el-Megid Nir-ed-din ibn Zenky makes him-
self master of Aleppo and Da-
mascus-
544 | 1140 | Edh-Dhifir Ismi'i
49 | 1154 | El-Faiz Isi

-
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535
L
567

567

e

(153

635
637

655
657

ART OF THE SARACENS.

AD. Ruler. Events and existing Monuments.
1160 | El-‘Adid *Abd.Allah Nir-ed-din's expeditions to Egypt,
to 'Limsﬁl
1171 Eﬂﬁt-
-Fustit,
filty days, to save its
the hands of Amaury, C
King of Jerusalem.
VI.—HOUSE OF AYYUB.
(Ecyrriaxy Braxcm.)
1172 | En-Nagir Salih-ed-din [Saladin] | From 567-9 owns homage to Nir-
Viisuf ibn Ayylb ed-din.
Annexationofl S
Citadel and ﬂ:‘lf Cﬂm
Restoration of Mosgue of * Amir.
1193 | El-*Aziz ‘Imid-ed-dIn ‘Othmin | Resists i.h Crusade. Syria se-
1198 | El-Mansiir Mohammad
1159 I:A—hh-m Seyf-ed-din  Abo-Bekr | Reannexes Syria.
ibn Ayyiib
1218 | El- Kimﬁri'nlatu.mmnd Defeat of Jean de Brienne.
Tomb of Esh-Shifi'y, 608,
]ﬂ‘l-l-"ﬂlmﬂn ceded to Frederick 11,
1238 | El-*Adil Seyf-ed-din Abu-Bekr I1.
1240 | Es-Falih Negm-ed-din Ayyib jmh lﬁmmmd Crusade of
L
Ci Es-53l 1.
Castle of Er.Ri N
1249 | El-Mu‘aghdham Tiirin Shih Defeat and capture of St, Louis at
mﬂmﬂmu' w’&-.sau
1250 | El-Ashrafl Misi (nominall joint 4 h O
to I:mﬁd‘wnh the Mamlik Sull:.u
1252
VIL—THE MAMLUK SULTANS.
A.—Bagkry ok TukKisH Lixe,
1250 een Sheper-ed-durr | Syria separny
1250 | EI-Mu‘izz “lzz-ed din Aybek I Spkelets
1257 | El-Mansfir Niir-ed-din “Al
1259 | El-Mudhafiar Seyf-ed-din Kupue)

War with Halligi the Mon
Syria annexed. Antioch

A

v
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Rauler,

43

Events and existing Monuments.

$38 &8 338 3

g %

1260

1277
1279
1279

1290
1293

Edh-Dhihir Rukn-ed-din
pars I.

EeSa9d Niasir-ed-din  Baraka
Khin

El-‘Adil Bedr-ed-din Selimish
El-Mansiir Seyf-ed-din Kaliin

El-Ashraf ﬁ.}iw-ﬂh’. Khalil
En-Nisir Nagir-ed din Molam-

mad. Lo reign
El.*Adil Zeyn-ed-din Ketbughi
El-Mansiir Husim-ed-din Lagin
En-Nasir Mobammad. 2ad reign

El-Mughaffar Rukn-cd-din Bey-
bars I1.
En-Nisir Mohammad.  3rd refpn

El-Mansiir Seyf-ed-din Abii-Bekr
El-Ashraf * Ali-ed-din Kugil
En-Nisir Shihib-ed-din Ahmad
Es-Silih ‘Imid-ed-din Ismifl
El-Kamil Seyf-ed-din Sha‘bin
El-Mudhaffar Seyf-ed-din Higgy

En-Niisir Nigir-ed-din Flasan.
1 reign

Es-Salih Salih ed-din Slib

En-Nasir Hasan, 2ad regn

El-Mansiir Salib-ed-din Mobam-
mad

El-Ashraf Nisgir-ed-din Sha*bin
El-Mansir “Aif-ed-din ‘Aly
oL
13
mr;? m:,wir:!z new title of
El-Mangiic

igpry, and finally
deposed by m, 792.

Bey-

Campaigns against the Mongols
Masque of Edh-Dhakir, 665-7.
Cw’:%# AMosgue Edh-Lhakiriya,

Morque of Keliin, Miristd
Hawz,,ﬁﬂ} Tine, " oar

Campaign in Syria ; sack of Tripoli.
Capture of Acre, 690

Restorationof Mosgueof fim- Tl in.

Defeat of hfgngoﬁ'- érri.u. i

Collegiate Mosque En-Nigiriya, 698
—793-

Mowastic Mosque of Beybars, Job.

Mosgue of En-Nigir in citadel, 715.

Pe:;::unigns u{u%hr'tsﬁ.ms and
destruction of churches.

M”'im of the Amirs Kiziin, 7303
ElL Mariddny, 738-40; Semgar
Ef- Gdwaly and Salidr, 723 L.

Mosgue of the Amir Absunkur,
7478

Mozgue of Suljin Hasan, 757-60.
Mosquies af Uhe Amirs S 4,7 50,
and Suywrgkatmish, 757.

Mosque of Unim-Sha'ban.
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B—Burcy ok CIRCASSIAN LIKE
AH.| AD. Ruler, Events and existing Monuments.
784 | 1382 | EQh-Dhihir Seyf-ed-din Barkik | Zomé Mospwe of Bardik.
intermupted b 3 79E-2) | Codlegiate e 7
o (e | Gl R B
So1 | 1399 | En-Nisir Nagir.ed-din Farag. | Peace concluded with Timdr.
Lol réd)
%08 | 1405 EJ—M:IH;%.?: zz-ed-din *Abd-el-
‘Arlz
Bog | 1 En-Nisir Farag. 2ad reigm
315 1:?3 El-*Adil H;EL"E; (the Khalif) ot S
1 1412 | El-Mu'a e - A" h B18-2
i 6 ity ot i
82 | g El-h{ur%gf&: Abhmad
824 | 1421 | Edh-Dhihir Seyf-ed-din Tatir
824 | 1421 | Eg-Salih Nagir-ed-din Mo
825 | 1422 | El-Ashraf Seyf-ed-din Bars Bey Ws{;gim Mosque El-Ashrafiya,
FE: '{lfmgurﬂ_' Bars Bey.
g Expedition against Joha, King of
_ Cyprus, 827,
842 | 1438 | El-*AsTz Jemil-ed-din Yisuf
842 | 1438 | Edh-Dhihir Seyf-ed-din Gakmak
857 | 1453 | El-Mansiir Fakhr-ed-din “‘Othmin
857 | 1453 | El-Ashraf Seyl-ed-din Tnil
865 | 1461 | El-Mu'ayyadShihib-ed-din Abmad|
8635 | 1461 | Eqh-Dhihir Seyf-ed-din Khdsh-
a
Bra | 1467 hvl_}ahir Seyl-ed-din Bilbay
872 | 1467 A;E‘I:..'J;leir Temerbughi
873 | 1468 | El- Seyf-ed-din Kilit Bey | Mosgwe of Kiit Bey (intra mures),
Tomd Moryue of Kt Bey.
Hﬂfﬂrﬂggﬂ_ﬂ‘ Eqr.
War with the Ottoman Turks, who
re Tepen efeated
gor | 1496 | En-Nigir Mobammad ¥ iadly o
0ot | 1400 | EX A Ganbatit
1 - anbali Al the
908 | 1301 | EL-Adil Tumin Bey g of the Amir Esbed, 03,
gob | 1501 | El-Ashmaf Kangih El-Ghory Mozgue W?hﬁﬂﬂwﬂwﬂ
| . 909.
Battle of Marg-Dibik, and def;
(ot Mamlilks by Selfi 1 e
ozz | 1516 | El-Ashrafl Tiimin Bey EYpL.
g2z | 1506 | Egypt annexed by the Ottoman Sultin Selfm,
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GENEALOGICAL TREES OF THE FAMI-
LIES REIGNING IN EGYPT.
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CHAPTER II.

ARCHITECTURE.

THE arts of the Saracens are for the most part intimately con-
nected with their buildings; they are chiefly employed for the
decoration of their mosques and houses, Of the examples of
Saracenic art that have come down to us, the large majority form
part of the ornament and furniture of mosques, or, in a less pro-
portion, of private dwellings. Thus wood-work mainly consists
of carved panels from the doors of mosques, pulpits, ceilings, and
the panelled doors and lattice windows of houses; the mosaics
and marble ornament, no less than the stone carvings, are chiefly
derived from the walls of mosques and other buildings. The
finest ivory is found in the doors of Mohammadan pulpits and
the screens of Coptic churches; glass is represented by mosque
lamps and perforated stained windows ; pottery is mainly displayed
in the form of tiles on the walls of mosques and houses;
and of existing textiles, the most important, though not native to
Egypt, are the prayer carpets. The only branch of art industry
that does not more or less share in this intimate connection with
a building is the metal work, which includes many small objects
which have no stated position, but might be placed anywhere
without violating their natural intention ; and even metal-work in
Cairo is best seen in the embossed bronze doors of the mosques.
As a whole, it may be said that the art of mediaeval Egypt was
centred in the beautifying of its mosques and palaces, and that
in most departments of artistic labour there is a certain architec-
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tural relation which shows that the various objects were elaborated
with a direct eye to their effect when in the mosque or house.
Of course, it does not follow that because the extant examples
of Saracenic art in the middle ages are chiefly of this decorative
character, there was no art of a less obviously relative nature.
The artists who carved the wood and ivory of the rmoeques must
have employed their skill on other things as well. But the
sanctity of the mosques has procured for them a measure of
respect which has preserved much of their decoration Compara-
tively perfect to the present century, and a similar protection was
not to be expected in the case of mere portable articles of
furniture which could be bumt and broken and melted with no
imputation of sacrilege. Objects of art which form part of
buildings, whether sacred or not, stand a far better chance of
survival than movable things, and this is, no doubt, to a large
degree the cause of the one-sidedness of Cairene art as we now
study it. Another cause is the simplicity of the Mohammadan
idea of furniture. A Muslim grandee had much fewer modes of
gratifying his artistic tastes than an English nobleman. The
law of his Prophet, in the first place, forbade luxury, prohibited
gold and silver ornaments, rich silks, and sumptuous apparel ; it
was impious to paint or chisel the image of man or any animate
creature ; and if a prince were not strongly under the influence
of his religion, yet the general custom of his countrymen, and the
conservatism of the East, would restrain him from eccentric inng-
vations in the embellishment of his palace. Divans offered little
scope for the artist ; their frames, if not constructed of ordinary
masonry, were made of palm sticks, or an unornamented frame-
work of wood ; the coverings alone could be sumptuous. A little
low round table formed almost the sole piece of movable furniture
in the room ; there were no chairs for the Egyptian Chippendale
to exercise his fancy upon ; no bareaux, sideboards, book-cases,
mirrors, mantel-shelves, or other pieces of decorative fumniture, to
be carved or inlaid ; the little dining-table, or, rather, stool, with
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its round tray instead of a cloth, permitted no armay of fine glass
and silver, though the few dishes that could be ranged upon it
were often of very exquisite workmanship, and inlaid with the
precious metals, Thus it happened that in the house as in the
mosque the chief skill of the artist was expended upon the
decoration of the structure, by mosaics and tiles on the wall,
painting the ceiling, panelling and carving the doors and cupboards,
and designing the stained windows.

No examination of the industrial arts of Egypt, therefore, wounld
be intelligent which did not start from a clear comprehension of the
characteristics of the buildings round which they were grouped.
In a work of the present scope it is of course impossible to attempt
a_history of Saracenic architecture, even in its Cairene develop-
ment ; such a task is worthy of the best endeavours of an architect,
and would demand a volume to itself. It will be sufficient for
the present purpose if the principal buildings of Cairo are briefly
described in general classes, the chief distinctions of style and
plan noticed, and a clear conception offered of what mosques and
houses are like. For this purpose it will not be necessary to
take many examples. A large number of the 300 mosques that
still remain in various stages of preservation in that city offer no
elements of originality, and not a few are- modern and unworthy
of study, except by those who would carry the history of an art
down to its lowest stage of decadence. In houses we have un-
fortunately but a small choice to select from. Most of the noble
palaces of the Mamlik lords have long ago fallen to ruin, and
there are now probably very few that can be called representative
of the great period of Saracenic architecture. Still, while the
palaces, for the most part, have passed away, there are here and
there smaller houses of remarkable beauty, which preserve some
of the best features of the true Cairo style.

The first idea of a mosque was extremely simple. The Prophet’s
mosque at Medina consisted of a small square enclosure of brick,
partly roofed over with wooden planks, supported on pillars made

E
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of palm stems plastered over. All that was needed was retirement
from passing scenes, and shade from the sun’s rays. It was not
necessary that the whole of the square court forming the mosque
should be roofed in, for the number of worshippers who remained
for any length of time in the mosque would be small, and, for the
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brief periods occupied by the ordinary prayers, the open court could
be used if the roofed portions did not afford space enough. The
game principle was observed in the plans of the early mosques of
Egypt. An open court for occasional use, and roofed cloisters for
the regular congregation, were the essentials; and in the older
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mosques in and around Cairo we find this plan carried out by a
spacious open court swrrounded on the four sides by covered
colonnades or cloisters. The mosque of ‘Amr at Fustat (or Old
Cairo) has been so repeatedly restored that it is not safe to draw
conclusions from its details; but it is certainly as old as the 1oth
century in its main outline, which consists of an immense court
surrounded by covered colonnades (fig. 2). The mosque of
Ibn-Tultn, which preserves, for the most part untouched, its
criginal form and ornament as completed in the year.265 of the
Hijra (a.p. 878), consists also of a vast open court surrounded by
arcades or cloisters, which differ considerably in the details from
the colonnades of ‘Amr's mosque, but show the same general plan.
The mosque of the Fatimy Khalif El-Hikim, finished in 1012,
resembles that of Ibn-Tilan in plan and many of the details, and
the Azhar, though frequently restored, preserves its original
colonnaded court of 971. The mosque of Edh-Dhihir Beybars,
to the north of Cairo (1268), and that of En-Nasir Mohammad in
the Citadel (1318), are also of the arcade plan, resembling
Ibn-Talon, and the same form was adopted by Kiisiin (1329),
El-Miridiny (1339), and Aksunkur (1347), for their mosques in
the first half of the 14th century, by Barkik at the end of the
same century for his tomb-mosque in the eastern cemetery of Cairo,
and by El-Muayyad for his mosque (1420) in the Ghariya, now
in course of restoration.

The plan of an open court surrounded by colonnades is, as will
be readily recognised, simply a survival of the ancient Semitic
temple, as we see it in Phoenician and other ruins, and also in
the porticos surrounding the Ka‘ba at Mekka. The Arabs
naturally adopted the form most familiar to them, and also best
suited to the climate, and to the religious rites to be performed.
This plan is universal in Egypt from the gth to the 153th cen-
tury, so far as extant buildings permit us to judge. From
the 13th century the older plan shared the favour of the Cairene
architects with a new form, which was, however, rather a develop-
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ment of the former than a new departure. As space became
more valuable in Cairo, and as architectural skill improved,
and the art of spanning wide intervals by great arches became
better understood, the cruciform mosque was naturally developed
out of the old columnar or cloistered court. Instead of surround-
ing a spacious court with shallow arcades, a smaller court was
enclosed by four deep recesses or transepts, each of which was
covered by a single large arch; the plan thus resembles roughly
a cross, of which the centre was formed by the open court,
and the arms by the four covered recesses. A reason for this
arrangement is perhaps to be found in the four sects into which
the Mohammadans of Egypt were divided : for some of the cruci-
form mosques have inscriptions which show that a separate
transept was allotted to Malikis, the Hanafis, the Shafi‘is, and
the Hanbalis. This plan seems to have been introduced into
Cairo by the Ayyiiby Sultans of the family of Saladin. The
earliest examples“are the buildings of El-Kimil Mobammad,
Saladin's nephew, whose collegiate mosque in the street known
as Beyn-e¢l-Kasreyn, or © Betwixt-the-Palaces,” was erected in the
year 1224. Two sides of this building were standing in 1845
when Mr. Wild made some sketches of the ornament, which he
described as more like the Alhambra than anything he had seen
in Cairo. The most famous extant specimen of the cruciform
mosque is that of Sultan Hasan, built in 1356-9, where the
arches opening into the transepts are of magnificent dimensions.
Barkik’s medresa or collegiate mosque in the Beyn-el-Kasreyn,
1384, and the two mosques of Kiit Bey, one in the city, the
other and more celebrated in the eastern burial-ground, one of
the most beautiful monuments of Cairo (1472), also belong to
the cruciform order, as does that of El-Ghary (1503), besides
many less important mMosques.

The standard example of the cloistered mosgue is that of Ibn-
Tiliin, the bold and massive style of which recalls our own Nor-
man architecture. This is the oldest mosque of Cairo, or rather
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of the quarter called El-Eatii’, or “the Wards,” which was the
residence of the princes of the dynasty of Tiliin, when Cairo was
not yet founded. It occupies a space of about four hundred feet.
The exterior is very plain, as is always the case with cloistered
mosques. A high wall surrounds it on three sides, leaving a
space of some fifty feet vacant between the wall and the mosque
itself. The outer courts thus formed, in close resemblance to the
plan of the Egyptian temple (as seen, for example, at Edfu),
were intended to isolate the worshippers in the mosque from the
noises of the street without. The front or east side is shut off
from the street by houses and various apartments; and wash-
rooms and other chambers for the mosque attendants or for
worshippers block up part of the western outer court.  The walls
of the mosque have no ormament, except a crenellated or em-
battled parapet. Originally the mosque was entered by two doors
in each of the three outer courts ; the doors are simple and without
any of the elaboration of later mosques.

Passing through the inner partition wall we find ourselves in a
cloister or arcade looking into a magnificent court ninety-nine
yards square (fig. 3), in the centre of which is a square stone
building surmounted by a brick dome, which was built, however,
a century later than the mosque itself, in the place of the original
marble fountain covered by a painted dome resting on marble
pillars.  This vast court is surrounded on all four sides by arcades
of pointed arches resting on piers of plastered brick. It is related
that Ahmad Ibn-Ttlin intended to have 3oo colgmns for his
mosque, but when he was informed that this would involve the
destruction or dismemberment of numerous churches throughout
the land of Egypt—for the Muslims took their pillars from Roman
and Greek buildings—he abandoned the project. His chief
architect, a Copt*, whose religious sympathies may have had some-
thing to do with Ibn-Tolan's clemency towards the Christian

* It is worth remarking that the almost contem orary Mi i
by an architect from Ferghiina, g pant
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churches, then undertook to build a mosque without columns,
save two at the niche which marked the direction of Mekka ;
and when he had drawn his design on parchment, and shown it to
the prince, it was approved, and he was given a dress of honour,
and furnished with roo,000 gold pieces, or about £6o,000 to
build the mosque. He began the work in A.H. 263, and com-
pleted it in 265 (878), when he received a fee of 10,000 pieces
of gold.* It is clear from this account, which is derived from
the historian El-Makrizy, that the mosque of Ibn-Tiliin was the
first experiment in brick piers instead of stone columns, Three
sides have two rows of arches; the fourth, that which lies on the
side towards Mekka, has five.}

All the rows of arches run parallel to the sides of the court, so
that standing in the latter you look through the arches. The
arches are all pointed (fig. 5), and constitute the first example
of the universal employment of pointed arches throughout a
building, three hundred years before the adoption of the pointed
style in England. They have a very slight tendency to a return
at the spring of the arch, but cannot be said to approach the
true horse-shoe form. They rest on heavy piers of brick, the
four corners of which are shaped in the form of engaged columns,
with no bases, and only very simple rounded capitals, coated,
like the rest of the building, with plaster, on which a rudimentary
bud and flower pattern is moulded. The spaces between the
arches are partly filled by windows with similar engaged
columns and pointed arches. On either side of each window, in
the face fronting the court, is a rosette moulded in the plaster,
and a band of similar rosettes runs all round the court above the

* By gold piece 1 meana dindr, a coin ahoeut
which then weighed 63 prains on the average, and

t Asis well known, the prayers of Mohammadans are said with the face
directed towards Mekka, which at Cairo menns south-east. The older mosques
are more corvectly placed in the proper direction than the Iater. In referring

to the Mekka side of a mosque the term * east end ™ will be used, as it conye
a more familiar idea to Furepeans than south-east, ™

the size of a half-sovereign,
was of nearly pure pold,
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arches, over which is the embattled parapet. The faces of the
arcades in the interior are somewhat differently treated. Round
the arches and windows runs a knop and flower pattern, which
also rups across from spring to spring of arch beneath the
windows, and a band of the same omament runs all along above
the arches, in place of the rosettes, which only occur in the face
fronting the court ; over this band, and likewise running along
the whole length of all the inner arcades, is a Kafy* inscription
carved in wood, and above this the usual crenellated parapet.
The arcades are roofed over with sycamore planks resting on
heavy beams. In the rearmost arcade the back wall is pierced
with pointed windows, which are filled, not with coloured glass,
but with grilles of stone, forming geometrical designs, with
central rosettes or stars; but it is not quite certain that these
belong to the original mosque; they may have been introduced -
in one of the restorations which are known to have been made.
To whatever period they belong, they may compare favourably in
variety and beauty of design with any Gothic tracery in existence.
With the exception of these grilles, the central fountain, and the
two marble columns by the niche in the east end, the entire
- mosque is built with burnt brick, plastered on both sides.t
The Mekka side, which is the /imedn or sanctuary, and specially
the place of prayer, is deeper, as has been said, consisting of
five arcades instead of two, and the arches fronting the court are
* Kifyisa form of Arabic writing, older in its general application than
the ordinary cursive hand, which is termed Naskhy, though the latter existed
contemporancously with the Kiify in the first century of the Hijra. Kaofy is a
stiff rectangular monmmental script, whilst Naskhy is rounded and flowing.
An example of the former may be seen in fig. 9, and of the latlerin

fig. 10. The oldest Kify is more rectangular than the lates, which allows
various curves and tails which were not used in the earliest form of the
character.

+ The bricks, according to Mr. Wild's measurements, are small and flat,
about 7§ inches long, by 2} inches wide, and 1} inches thick ; the joints of
mortar are very thick, generally about an inch. Wooden beams are intro-
duced here and there to tie the brickwork together, especially at the spring of
the arches, =
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filled almost to the height of the piers by wooden screens or par-
titions, which rail off the sanctuary from the court. It is orna-
mented in the same manner as the other arcades, except that
the back wall, which in the other sides is plain, save for the
grilled windows, in the east end was once carefully decorated,
though at present little remains of the original mosaic and colour
which El-Makrizy says were used for its embellishment.

The essential parts of the east end of a mosque are the mikrib
or niche indicating the %ibz or direction of Mekka, the mimbar
or pulpit for the Friday sermon, and the dikka or tribune, a
raised platform from which the Korin is recited and the prayers
intoned by the imim or choragus. The niche is generally an
arched recess in the centre of the east wall, richly inlaid with
mosaics of marbles and mother-of-pearl, and often bordered
with Arabic inscriptions. The niche of Ibn-Talan is adorned
with marbles of different colours. Very often the whole of the
east wall is covered with ornament; dados of mosaic, friezes
of inscriptions, panels of marble and tiles, are arranged with
exquisite taste ower the whole surface, broken only by the
stained glass windows which form so beautiful a feature in the
later mosques,

At each end of the sanctuary of Ibn-Talin is a small
minaret, and there is also a great stone minaret, in the west
outer court, which has the unique peculiarity of an externg
winding staircase (fig. 4), reminding one of the traditional tower
of Babel of the children’s picture books. This is, however,
quite phenomenal, and the ordinary minaret, which forms the
most beautiful external feature of the Cairo mosques, if not, as
Fergusson says, “the most graceful form of tower architecture
in the world,” has an internal winding staircase, and consists of
a slender tower, constructed in several stories, which generally
diminish in size and shape, from a substantial square g the
base, through graduated octagons, to a cylinder or a group of
dwarf columns at the top, on which is a smaj] cupola surmounted

,\
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by a knotted pinnacle and crescent, with several wooden staffs
fixed at angles to the round of the cupola, from which lamps are
suspended on the great festivals. Two or three galleries project
at various heights, supported by stalactite corbels and cornices,
and from these the muezzin proclaims the call to prayer five
times a day. It is recorded by El-Makrizy that the first stone
minaret in Cairo was that of the mosque of El-Miridany, built by
the Master Suyify—all the earlier ones being of brick.* A very
beautiful example of a minaret is seen in the engraving of the
mosque of Kiit Bey (frontispiece). Sometimes the cupola at the
top is fluted, as in a very pretly little minaret in the southern
burial-ground of Cairo, which tapers upwards from the square by
2 series of diminishing octagons till the transition to the round can
be gently effected. The transitions are ingeniously managed by
those stalactite or pendentive omaments, which are the peculiar
property of the Saracenic architect, and are freely used to mask
angles and to modulate such transitions as those in the dome and
minaret. In déscribing the minaret we are, however, anticipating
the true chronological order, for the earlier mosques do not pre-
sent many of the graceful details which we see in that of Kait Bey.
The great minaret of Ibn-Tilin indeed diminishes by stages,
but there are no stalactites in any part of this mosque, except
over the mikrah, or niche, and these are probably a later addition.

Nothing has been said so far about the dome, and for this
reason, that the mosque of Ibn-Talin has none. It is a mis-
take to suppose that the dome is an essential feature of a mosque.
The minaret is essential, becanse there must be a raised tower
from which the Adan or Call to Prayer may resound over the
city, though even this was dispensed with in the Prophet's own
mosque at Medina, where the Muezzin Bilil of the stentorian

» Fl-Miridiny's mosque is well illustrated in Ebers' Egypé, ii. 70; :.nd.ﬂm
minaret is separately engraved in i.61. It is converted from the square into an
octagon very near the base, and thence at the first :.tala:luu: gallery into the
round ; above the second gallery (there are but two) is a stone peck or
pinnacle, twelve courses high, supporting & conical bulb-like crown.
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voice shouted the call from the gate. A dome, however, has
nothing whatever to do with prayer, and therefore nothing with a
mosque. It is simply the roof of a tomb, and only exists where
there is a tomb to be covered, or at least where it was intended
that a tomb should be. Only when there is a chapel attached to
a mosque, containing the tomb of the founder or his family, is
there a dome, and it is no more closely connected with the
mosque itself than is the grave it covers: neither is necessary to
the place of prayer. It happens, however, that a large number of
the mosques of Cairo are mausoleums, containing chambers
with the tomb of the founder, and the profusion of domes to
be seen, when one looks down upon the city from the battle-
ments of the Citadel, has brought about the not unnatural
mistake of thinking that every mosque must have a dome. Maost
mosques with tombs have domes, but no mosque that was not
-intended to contain a tomb ever had one in the true sense, The
origin of the dome may be traced to the cupelas which surmount
the graves of Babylonia, many of which must have been familiar
to the Arabs, who preserved the essentially sepulchral character
of the form, and never used it, as did the Copts and Byzantines,
to say nothing of European architects, to roof a church or its
apse. The form of the true Cairo dome is not quite the same
as that of Italy and St. Paul's; like most Saracenic designs
it is based upon simple geometrical proportions. To draw the out-
line of the ordinary type (fig. 6), to which, however, there are'
exceptions, describe a circle A, draw tatgents 58, to the length
of three-fourths of the radius, join the extremities, and from each
of the extremities draw a circle c, the radius of which shall equal
the whole diameter of the first circle plus an eighth ; and where
these circles intersect erect the pinnacle. The whole can be
done with compasses and rule,

Domes are generally built of brick, not moulded to ft the
curve, but simply laid each tier a little within the

lower tier s0 as
to form the proper curve ; the plaster which

coats most domes
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inside and out conceals the slight irregularity of the brickwork.
Wooden frames are also sometimes used to support the lighter
plaster domes, as is shown in the foreground of fig. 4. Some
domes, however, are of stone, which is cat to the shape of
the curve, and carved with the desired pattern. As a rule I have
observed that plain and fluted domes are of plastered brick, whilst
those ornamented with zigzag, geometrical, and arabesque devices
are more commonly of carved stone. The surfaces of the domes

§10, G.~DLAORAM SHOWING PROPORTIONS OF & DOME,
are omamented in various ways. Sometimes they are covered
with an intricate geometrical design, with star centres, as the
domes of Kiit Bey and Al-Ashraf Bars-Bey in the eastemn
cemetery. A common decoration consists in bands of zigzags, or
chevrons close together, running horizontally round the dome
from base to apex, such as we see in the tomb-mosque of
Barkik (1407). Many domes are fluted, and these would
seem to belong to all periods of Cairo architecture, for we find
the fluted cupola surmounting the mibkkaras or quasi-minarets of
the mosque of El-Hakim (1012; but these may belong to the
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restoration, in 1303, when it is known that the mibkharas
were shored up with massive bases), and also in domes in the
southern bunal ground, which apparently belong to the end of
the 15th century. A rarer and late form of dome ornament
consists in covering the whole surface with arabesques arranged
in large outlines, which form a sort of diaper, with a much
richer effect than mere geometrical orament. There are a few

. 7.—=PFLAN OF THE MOMUE OF SULTAN FLASAN.

examples, which are probably of very early date, with a lantern
pierced with small windows, and roofed with a little fluted
cupola on the top of the larger dome. These are in the
southern bural-ground, but are in so ruined a condition that
there remains no evidence as to their date that can be regarded
as positive. Certain characteristics of the stalactites, however,
lead to the belief that they may belong to the Ayyuby period
(1170—1250). Some of the more elongated domes have a
second and lower dome structure inside them, from which spring
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walls to support the outer dome. “The dome,” as Franz
Bey remarks, “is blended with the quadrangular interior of
the mausoleum by means of pendentives [stalactites]; while
externally the union of the cube with the sphere is somewhat
masked by the polygonal base of the dome. In some cases the
transition is effected by means of gradations resembling steps,
each of which is crowned with a half-pyramidal excrescence of the
height of the step. These excrescences might be regarded as
external prolongations of the pendentives of the interior, but do
not correspond with them in position. The architects, however,
doubtless, intended to suggest some such connection between
the internal and external omamentation.” Sometimes the dome
is set simply on the cube of the building with no gradation at
all, A row of windows commonly surrounds its base,

We have digressed thus far in order to finish what had to be
said on the subject of domes, which form, with minarets, the most
prominent features of Cairo architecture, As has been remarked,
they are not found in the mosque of Ibn-Tilin, nor indeed in
most of the cloistered mosques. That of El-Hakim has no dome,
nor have the Azhar, the mosque of En-Nisir in the Citadel, that
of El-Maridiny, and several others, owing to the absence of tomb-
chapels. Barkik and El-Muayyad are buried in their mosques,
and domes are therefore proper. There is a domed structure,
indeed, in the centre of the court of Ibn-Tiliin, but the date of
this is much later than the mosque; and it is a question whether
the original dome built in this place by Ibn-Tiulin was not
intended to cover his own tomb : when he died, and was buried
in Syria, the domed edifice may have been converted into its
present use as a fountain for ablutions. There is, however, a
feature in the cloistered mosques, or in some of them, which has a
close resemblance to a dome ; this is a small cupola, which seems
to have been not uncommonly erected over the niche. There
is such a cupola over the niche in Ibn-Tilin, and though this is
probably of the date of the restoration by Ligin, in 1296, to
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judge by the wooden stalactites which are found in no other part
of the mosque, yet it is probable that the restorer only replaced
an original cupola with one in the style of his own time. The
Azhar University mosque, a century later than Ibn-Tiilin, has a
raised portion of the arcade over the &z, which once carried a
small dome or cupola, and the same feature is observed in the
Citadel mosque of En-Nisir Mohammad, where the cupola,
which stood on high columns, has also disappeared. There
are probably other examples with traces of this arrangement
which have been overlooked ; but it was not necessary or universal.
These cupolas over the niche are not domes properly speaking,
though they have the melon form; they are smaller than the
true dome, and correspond rather to the lantern of a house.

The omament of the cloistered mosque consists partly in the
borders and frieze which run round and above the arches, and
beneath the crenellated parapet; the capitals of the columns;
and the geometrical grilles of the windows, of which Ibn-Talin
and Edh-Dhihir Beybars offer very fine examples.* Some
beautiful grilles were still standing in the ruins of the mosque of
Kiisin in 1883, though the ex-Khedive had run a road through
the bulk of this splendid edifice. These ornaments are in stone
or plaster. In wood, the chiel decorations are the Kify frieze,
which mayaiso be of plaster ; the ceiling, which is often exquisitely
painted and carved ; the junction with the wall, masked by a
cornice or stalactite corbels; and the pulpit. Mosaics and tiles
are chiefly, or exclusively, used in and round the niche in the east
end, and metal-work and carving are employed for the massive
doors. All these several modes of decoration will be found
described under their separate headings.

Of the principal examples of the cloistered mosque in Cairo,
those of Ibn-Talin, El-Hikim, and Barkik have the arches
supported on piers, and running at right angles to the side

* Sec the platesin Bourgoin's Ler Arfs Araber, and Owen Jones Grammar
of Ornament, And for Kistin's grilles, see Prisse d"Avenmes, pl. 46.
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of the court ; but the mosques of “Amr, the Azhar, of En-Nisir in
the Citade), of Kasin, E-Maridiny, El-Muayyad, and others, have
columins instead of piers, and the arches sometimes run parallel
with the court. The marble columns employed in mosques, which
are often very numerous (the Azhar has 380 in the sanctuary
alone), were generally abstracted from Roman buildings or
Christian churches, with capitals of various orders, arranged with
little regard to symmetry, and prolonged in a quaint fashion, if
too shott, by a pedestal or inverted capital used as a base. There
is, however, a Saracenic capital, derived from simple Ptolemaic
models, of a distinctive character. It is used both as a capital
and as a base, and is contained by four surfaces proceeding
in curves from the square abacus, and joining at the round
of the column. Above the abacus of this, and also of FRoman
or Corinthian columns, is placed a second abacus of wood,
joined from pillar to pillar by a wooden bar. The mosque of
Barkik is not only surrounded by arches on piers, but instead
of a ceiling has a groined brick roof, which is very exceptional in
mosques, though frequent in other buildings—as in the great stone
city gate, the Bib-en-Nasr.

The second style of mosque, with the arueiform plan (fig. 7),
cannot better be exemplified than by the mosque of Sultan
Hasan. This magnificent edifice, the loftiest and in some respects
the most imposing in Cairo, was built during the years 1356—9,
at the cost of 1,000 dinars of gold a day, and the legend is
related that the Sultan took the futile precaution of cutting off
the architect’s hand in order to prevent any further efforts of his
genius. The interior of the mosque consists of a cross, of which
transept on the east side, which may be compared to a chancel,
is larger than the three other arms, while -the founder’s chapel
(over which is the dome) occupies the position of a lady-chapel
behind the chancel. The outline of the founder’s chapel is visible
on the outside, but the cross-shape is not; the spaces in the right

angles, between the four transepls or arms, a1¢ so filled with offices
F
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and schools and other apartments (as is the case with most cruci-
form mosques) that the exterior has the form of an irregular
oblong, the sloping outline of which is partly due to the line of the
street which runs past the mosque to the Citadel which it confronts.
Theexterior walls from the base to the top of the comice are about
113 feet high, and are entirely built of finely-cut stone brought
from the Pyramids. The broad expanse of wall is slightly relieved
by windows, of which the most prominent—those of the founder’s
chapel—consist of two horseshoe-headed lights, surmounted by a
single round window, placed in a tall shallow recess, which is
brought forward at the top to the face of the wall by stalactite
corbelling supporting a trefoil arch. The other windows are plain
rectangular grilles (sometimes as many as eight,one above another),
similarly placed in tall shallow recesses with stalactite tops, or
small circular windows set in square recesses. The eastern corners
of the main building resemble polygonal towers, and the angles
of the chapel are ornamented with graceful pilasters or engaged
columns, carved in a spiral or twisted design, with stalactite
capitals, reaching to nearly half the height of the wall. The -
cornice, which is unusually prominent in this mosque and forms
one of its most beautiful features, consists of six tiers of stalactites,
each overhanging the one below it, till the top projects some six
feet; the coping is plain, without the usual crenellated parapet.
The other external ormaments are—(1) the dome, which was
rebuilt in the last century, and though large, is squat, and wholly
unworthy of the mosque; (2) the two minarets, of which that gn
the south-east angle of the mosque is the tallest (280 ft.) in
Cairo, a handsome structure, with two galleries, and a cupola on
the summit, resting on graceful pillars, erected on a third gallery ;
another lofty minaret, over the portal, was thrown down by an
earthquake in 1361, soon after its completion, killing three hyn.
dred children in the adjoining school i the other surviving
minaret is a puny erection, and gives the mosque a lop-sided
aspect; and (3) last, but by no means least, the splendid main
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portal. This gateway, which is approached by some seventeen
rather insignificant steps, laid sideways along the face of the
wall,* is the chief subject of external decoration in the mosque.
It consists of a square arched niche, or recess, 66 feet high,
open to the outside, and vaulted in a half sphere, which is
gradually approached by twelve tiers of stalactites, ingeniously
arranged so as to modulate the square recess into the semi-
domed summit. At each side of the portal, on the outer wall, are
tall borders of bold arabesques, with stalactite summits, and
arabesque medallions at the base, running up the whole height of
the portal. Beyond these on either side are geometrical panels,
and then twisted corner columns with stalactite capitals, which
bound the slight projection or buttress in which the portal is set.
The inner angles of the gateway are decorated with smaller
<columns (not twisted), with stalactite capitals and borders of fine
geometrical and arabesque (fig. 8) designs. On either side of the
niche, inside, is an arched recess for the doorkeepers, set between
<olumns, and surmounted by stalactites and patterns of coloured
stone, and over the central bronze-plated door, which leads into
the mosque, is a window with similar side columns and stalactites,
The surfaces of the interior walls of the gateway are variegated by

alternate courses of black and white marble.t
Passing into the mosque, through a handsome vaulted vestibule
and some bent passages, we find ourselves in the hypaethral court,
or sahn el-gami*, which is 117 feet long by 105 feet wide, It is
* These were put up in 1422, The original platform and steps had
been destroyed, together with the galleries of the minarets, by Barkik, in
1391, in onder to prevent the military factions using the lofty position afforded by
the mosque as a battery upon the Citadel opposite, Guns have been frequently
engaped between the Citadel and the mosque; and some of Napoleon's
shot can still be seen embedded in the wall, The original bronze door ani
lantern were also removed during the period of interdict referred to, and were
bought by the Sultan El-Muayyad for his own mosque.
+ Fair views of Sultan Hasan's mosque, exterior, portal, and intedor, may
be seen in Coste, Architecture Arabe, pl. 21-6; Ebers’ Egypt, i, 238, 262

268 ; and my supplement to Picturesque Palestine, Sinaiy and Egypt, enti
Sacial Life in Egypt, 05. » Sinai, and Egypi, entitled
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paved with marble slabs and medallions arranged in various
patterns. In many mosques massive granite slabs taken from
the ancient temples of Egypt, and sometimes carved with hiero-
glyphics, are laid in the pavement, especially at the threshold.
In the centre is a wmepda’, or tank for ablutions, crowned
by a ruinous plastered wood cupola, resting on eight marble
columns, by the side of which stands a smaller octagonal fountain,
or Aanafiya, with taps, for the use of the sect of the Hanafis, who
require running water for their washings preparatory to prayer.
Fach of the four transepts, opening out of the court and raised a
step above its level, consists of a single deep arch, the arching
being continued throughout the whole depth of the transept. On
gither side of the north, south, and west transepts is a door set in
a stalactite recess, with windows over it. The transeptat the east
end is larger and loftier than the other three. 1t is ninety feet high,
ninety feet deep, and sixty-nine feet wide. The framework of
this vast arch is stated to have cost 100,000 francs, Like the rest
of the mosque, the interiors of the transepts are built of brick
plastered over; but the facing of the arches (where every
third course is coloured red) is of stone, and the walls which
connect and surround the arches, forming the square outline of
the court, are also of stone, but are plasiered over, The coping
of the court is formed by an embattled parapet. The smaller
transepts are almost plain, but the chancel or sanctuary at the
east is adorned with a marble dado, which runs round it to the
height of about four feet; and the east wall or back of this is
richly decorated with marble slabs, which rise to the height of
thirty feet, and are arranged in rectangular panels and borders
of contrasted colours, black, white, and yellow. In the centre
of the east wall is the mikrab, or niche, indicating the direction
of prayer towards Mekka.® This consists in a semicircular
recess about six feet wide, the front edges of which are composed

* This direction or point of the compass is called the kibla, and the com-
mon application of this term to the niche itsell is an error.



70 ART OF THE SARACENS.

of two marble columns, and the top of a pointed arch vaulted
like a shell inside. The interior of the niche is beautifully
adorned with three tiers of arches (the first pointed, the second
round, and the third trefoil) supported by dwarf columns, one
above the other, and divided by arabesque borders and bands
of greenstone. The backgrounds of the arches behind the
dwarf columns are alternately of red and green marble. The
chelllike top of the niche isdecorated with marbles arranged in rays,
and the facing of the arch itself is treated with the common zigrag
ornament, which is seen so frequently round arches and over
doors in Cairo. The effect of the whole is extremely rich, and
the details are finished with infinite care and skill. A Kaly
inscription (fig. 9) of large bold characters within fine borders
runs round the sancluary just above the marbles, and oyverlaps
the edges of the arch. Above this, in the east wall, are two
windows, each of two lights witha circular light above, and
a central round aperture, In front of the niche, a little on the left
hand (as you face the court), stands the pulpit, a staircase enclosed
by high sides, and ending in a small platiorm surmounted
by a cupola supported by a column on either side. Most
pulpits are of carved and panelled wood, but that of Sultan
Hasan is of coloured marbles arranged in circular medallions.
Further in front, nearer the court, is the aikka, or tribune,
which in most mosques is a light structure of wood, but here
is of stone and marble, and rests upon solid piers and columns,
with very graceful columns let into the comers, and formed of
alternate zigzag drums of white, black, and yellow marble.
From the top of the arch hang seventy-seven cords, to which
are fastened as many small glass lamps, and many more are
suspended from the simple gallows brackets which are ranged
along the side walls, about half-way between the dado and
the Arabic inscription. A large bronze chandelier hanging from
the keystone of the great arch completes the furniture of the
sanctuary.
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By a beautiful bronze-plated door, on either side of the niche,
we obtain access to the sepulchral chapel of the Sultan who caused
all this wonderful building to be erected for the honour of his
Creator and himself. This is the portion of the mosque which
underlies the dome. It is sixty-nine feet square, and is surrounded
on all sides with fine tablets of coloured marbles, forming a dado
of the height of twenty-five feet or more, and broken by eleven
arches, either blind or with doors closing cupboards, and in-
cluding a niche in the east wall resembling in design the niche
of the inner wall already described. Ower the marbles is the
* Throne Verse" from the Koran {ch. ii. v. 256) carved in wood,
and forming a frieze all round, interrupted only by medallions
containing the name of the Sultan; the usual lamp brackets are
fixed above the frieze. Higher up still are the windows, which
are badly planned ; most of the glass is gone, and what remains
resembles common bottle glass. Above are fine wooden stalactites,
painted and gilt, marking the transition from the square to the
dome. The founder's tomb is a plain marble grave, enclosed in
a simple wooden railing :—the whole chapel is the true tomb. It
should be noted that the tomb chapel is not surrounded like the
rest of the mosque by offices, schools, and chambers of all sorts ;
it stands out clear from everything, and three of its sides are out-
side walls, the fourth being the east wall of the sanctuary.

Such is the great mosque of Sultan Hasan, It forms a typical
example of the cruciform mosque, although its materials are much
more substantial and costly than usual, and its size far transcends
all other mosques of this plan. In none other do we find the same
noble span of arch, the same lavish display of marbles ; in a word,
the same grandeur. But there are many mosques in Cairo that are
more pleasing than that of Sultan Hasan, whose broad surfaces of
unrelieved plaster find inadequate compensation in the rich but
heavy mosaics of the sanctuary wall. And in spite of its imposing
proportions, there is something ungainly about the exterior of this
big mosque ; the stone walls, besides the defect of being un-
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parallel, seem heavy and insufficiently relieved ; the dome, being
modern, is unsightly ; and the minarets do not balance. For a
very different specimen of a mosque of the same cruciform plan,
let us glance at the illustration (frontispiece) of the mausoleum of
Kait Bey, another Mamlik Sultan, and the prince of Cairo builders.
This mosque is situate in that wonderful wilderness of exquisite
domes and minarets known as the great or eastern Kardfa or
cemetery, and also as the Karifa of Kait Bey gar evallence.  Here
we see the dome and minaret in their utmost perfection, and the
proportions of the cruciform mosque most admirably displayed.
The exterior is Auted with shallow recesses like Suoltan Hasan's, in
which the windows are set, and is striped red and white, in imita-
tion, no doubt, of the ancient Roman buildings of Egypt, where
courses of red brick alternate with a row of white stone. The efiect
is not so unpleasant as might be imagined ; for when time has
softened the red ochre, the zebra-like walls seem suited to the
character of the architecture.* The door is set in a deep recess like
that of Sultan Hasan, but on a smaller scale; and the details of
such doors may be better seen in the engraving (fig. 10), which
represents a gateway of another mosque of the same Sultan within
the city of Cairo. Kaiit Bey's mosques, and those generally of
a late period, are much more elaborately decorated than early
cloistered mosques like Ibn-Taliin. We have seen that the orna-
ment in the latter consists chiefly in bands and friezes running
round and above the arches, and in the mosaics in the sanctuary,
In Kiit Bey's mosques the triangular spaces between the arches
and the square of the court are filled with arabesque scrolls carved
in stone ; the keystone and every alternate stone in the arch is
similarly ormamented ; the interior doors are surmounted by
* Tt is worth noticing that the courses i
aiw::::s 13 or 14 i:‘ihn high, l:::i’!'i ::;“:::d]? :'mu:ﬂi:r]:r“e;l::
windows, doors, and ornament are therefore regulated by the courses, and

are four or six courses, or whatever the number, and not four-and-a.half
*

&e. Tt is thus easy to ealenlate the height of a building of stane by bin
its courscs. counting
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carved architraves, and over these are little windows between
pillars, and surmounted by stalactites. Medallions occupy the
centres of large expanses of omament, and are filled with the
name and titles of the Sultan who built the mosque, witha prayer,
—«Send him victorious!" Marble inlay covers the lower
portions of the walls, and marble slabs are arranged in the
pavement. The whole interior surfaces wear the aspect of a
beautifully woven and embroidered carpet, and however much we
may criticise the structural vagueness of the edifice, it is im-
possible to refuse our admiration to the details of the ornament.
These complexly-decorated mosques are naturally of the smaller
cruciform shape, for the large extent of wall in the cloistered style
would not only demand an almost impossible quantity of costly
material and time, but would not repay the artist in the effect.
The two general types of mosque described above, with their
usual styles of decoration, will give a sufficient idea of the pur-
poses to which the arts of the Saracens are applied ; but they
do not by any means exhaust either the architectural character
or the modes of decoration of the religious buildings of Cairo.
It is not possible in a limited space to enter into the varieties of
Cairo mausolenms, dervish convents, and other buildings; but
a few examples will serve to show that, while the majority of
mosques fall under one or other of the categories above described,
there is infinite variety among those that depart from the ordinary
outline. Among these, one of the most remarkable is the
mausoleum of Kalagin. This is attached to the northern side
of the great hospital or Miristan, built by that Sultan in the
Beyn-cl-Kasreyn, and separated from it by a vaulted passage
entered through a splendid black and white marble portal.® The
Maristin originally comprised an infinity of chambers, lecture-
rooms, theatres for operations, surgecns' rooms, mortuary, pro-

* For illustrations of Kalalin's Miristin and mausoleum, sce my Social
Life in Egypt, 91; Ebers' Egypt, i. 247-50. Both these works contain
several large engravings of mosque interiors, which should be studied in con-
nection with this chapter.
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fessors’ lodgings, cells for the mad patients, a mosque, and
many other features, of all which little now remains. But the
tomb of the builder, which is entered from a gateway in the pas-
sage opposite to that which admits one into what is still standing
of the once extensive Maristin, is in extremely fine preservation,
and contains many peculiar and beautiful features. It is built of
stone, and consists of a vestibule or antechapel, and a square
chapel, covered originally by a dome, but now only by a flat
ceiling. The support of the dome is an octagonal inner structure,
resting upon eight arches, of an elongated and slightly horse-
shoe form, supported by four piers and four massive granite
monolithic columns. The arches are surrounded by a border of
very delicate and lace-like arabesque tracery, in plaster, which
terminates over each of the eight arches in a rose of arabesque
open-work.  Above each arch is a window composed of two
round-headed lights and a circular bight above. The niche is
decorated with beautiful dwarf arcades, the arches being
delicately chiselled in a very graceful shell form, and supported
by little pillars. Bands of coloured marble separate each tier
from the next. The marble tomb is in the centre of the chapel,
enclosed with a wooden railing of coarse lattice work ; but the
magnificent carvings on the doors of the Miristin (figs. 46—48)
atone for any shortcomings in the tomb itself,

The exterior of the mausoleum is coloured red and white in
squares like a draught-board, and is peculiar in other Tespects,
At the base, hall a dozen dwarf columns, surmounted by tall piers
or pilasters, support lofty arched recesses, running nearly the full
height of the wall. The recesses are not of equal size ; and the
larger are occupied by a single window between columns (divided
into two lights by a column surmounted by a round light, giving
the effect of a trefoil), and the smaller by a similar window over a
small pointed window of a single arch, The windows are filled
with grilles of geometrical open-work, and the arched portions of

the recesses in which they are set are coloured in radiating bands
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of red and white; and even the columns share in this zebra
decoration. Beneath the row of windows, running across pilasters
and recesses alike, is a fine Arabic frieze, painted red, and at the
top of the wall is an embattled parapet of remarkably fine zigzag
teeth filled with geometrical ornaments. The cornice is a mere
double line. Over the top are seen the windows, set in pointed
arches, of the internal octagonal structure, which ought to be
crowned by a dome; and on the right-hand side is a massive
square minaret (of somewhat later date) in three stories, each with
its plain gallery supported by very simple stalactite cornices, the
first checkered red and white, the second in red and white bands,
the third cylindrical, ornamented with striped columns surmounted
by interlaced arched tracery.

The domestic architecture of Cairo, varied as are its details,
possesses certain general features common to all examples. The
first and allimportant object of the Mohammadan architect was
to screen the women of the house from the view of strangers.
Cairene building rests on the principle that the inmates of the
house must neither be seen of passers by, nor see too much
themselves of the outside world. Hence the prime condition of
domestic architecture was to build the rooms round an interior
court, into which the chief windows looked, and to make as few
windows as possible, and those few closely latticed. As a result,
those streets of Cairo which are lined with private houses exhibit
a somewhat monotonous aspect. The houses are generally two
or three stories high—in the old Mamlak days they were of
five stories—and are built of stone on the ground floor (col-
oured in alternate red and white courses with red ochre and
limewash), and of brick tied with wood and coated with white
plaster on the upper stories. The doors are often very tastefully
ornamented (fig. 11); but there the external decoration generally
ends, for the windows on the ground floor are generally but
small rectangular apertures closed with lattice work, and set
high above the reach of curious eyes, and even those on the
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upper stories are commonly small and plain, and arranged with
no regard to symmetry, though there are still some examples
of streets where the higher floors of the houses are furnished
with richly-omamented lattice windows (fig. 12). These lattice
windows are called meshrebiyas, “ drinking places,” from the semi-
circular or semi-octagonal bow, which commonly juts out from
their centre, in which the porous water-bottles of the house are
placed to cool by evaporation in the air. Unlike the mosques,
there are no friezes of ornament or inscriptions on the outer walls
of houses.

The door generally opens flat against the side wall of the passage
inside, tuming upon a pivot in the lintel and threshold, and is con-
fronted by the mastaba or stone seat (sometimes replaced by a dikéa
or chair of lattice work) on which the door-keeper (Aatwwib) sits.
Thence a passage, which makes one or two sharp bends, with the
intention of foiling any attempt of inquisitive eyes to see into the
interior through the door when it happens to be open, leads into
a square court, unpaved, and open to the sky, in which is a tree
shading the well, supplied by infiliration from the Nile with some-
what brackish water. No eye should see into the court from any
other house, still less from any street. The four sides are lofty,
and are composed of the rooms of the house, with their beautiful
meshrebiyas, or if only three sides are thus occupied, the
fourth consists of a plain partition wall, dividing the house from
its next-door neighbour, and pierced. by no aperture. ‘The
south side of the court is that on which the chief rooms of the
mansion are built, for here the cool northern breezes, so dear to
Cairenes in the hot season, can best be enjoyed. The rooms
most accessible from the court, on the ground floor, are those
which belong to the men of the household, and include the
offices, stables, storerooms, and men-servants' rooms, besides the
1eception-rocms of the master for his male guests.  These last, in
the best houses are three in number : the mandara

y the mak'ad,
and the fakltabish, The two last are chiefly for summer yse - the
¥
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first is the general men's saloon. The takhtabosh is nothing
more than a recess in the comer of the court, supported by a
single column, paved with marble, and furnished with divans; it
is an alcove rather than a room. The mak‘ad is a belvedere or
open gallery, raised some eight or ten feet above the ground,
on the south or cool side of the court, into which it looks through
three or four arches, open to the northern breeze. It is plainly
furnished like the takhtabdsh, and is a pleasant lounge for the
men in hot weather. Sometimes this belvedere is latticed in front
for the use of the women, but, as a rule, it is a man's apartment.
The third room, the mandara, is aranged, like all Cairene
reception-rooms of the closed order, in two levels. A paved walk
or floor, leading from the door, and omamented with coloured
marbles, is called the durki‘e, and its useis toreceive the visitor's
shoes before he steps up to the carpeted portion of the room.
The durki‘a has often a fountain playing in the centre, in
the midst of a tesselated marble border, and a sideboard or
stand for waterbottles occupies the extremity facing the
door. On one side of this narrow pathway is the room proper, 10
which the durki‘a supplies the place of a vestibule. There is
no partition between the two, but the room is raised a step
higher. The general plan of a reception-room is thus seen to
consist in a low pavement and a dais, The dais, which iz not a
mere recess, but a spacious room, is furnished with divans running
round the sides, raised from the floor by low stone slabs or palm-
frames, Above the divan is a dado of coloured marbles or tiles,
broken only by the cupboards, with little open arcades, filled
with porcelain and earthenware vessels, by recesses contain-
ing cushions for reclining, and at the end by the meshrebiva or
lattice window, over which is often a row of stained-glass
windows forming the topmost panel of the meshrebiya, or a few
windows of the same character are set in the wall above. The
surface of the walls is simply lime-washed, or left of uncoloured
plaster, and a plain wooden shelf forms the principal relief.
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The ceiling is constructed of beams, clearly displayed, and
resting on corbels or comices, all of which are painted and gilt
in arabesque designs, while the spaces between the beams are

coffered in little compartments, each decorated with tasteful
arabesque and Aoral designs.®

A small and carefully-closed door conducts to the Aarim or
women's apartments, which are on the upper floors, or in large

Fith I}~—=PFLAN OF A CAIRD VWOCSE. OROCND FLOGOK,

. Street ; 1, Stable; 3. Bakehouse; 3. Kitchen ;

4 Small mandara; g, ¥
&. Strangon' room; 7. Chief mandars ; 8. Mak'nd - a3 5. Entrance;

i % Court; so. Servants Fiscm,

houses occupy a separate court to themselves. Of the Aarim rooms
the chief is the great AW'e or reception-room, This resembles
the mandara in its decoration, but has a Jfrmin or dais on each
side of the durki‘a instead of only on one side, and thus forms

* These various details of the Cairo room will be more fully described
under their respective headings,
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a double room.® It is also loftier than the mandara, and often
rises to the roof of the house, while its durkd‘a (which seldom has
a fountain) is surmounted by a sort of clerestory, projecting above
the rest of the ceiling, and crowned by a lantern or cupola.
There are also some smaller sitting-rooms; and bedrooms,
which are supplied with no fumniture but the pallet-bed, which
is rolled up and thrust away into a closet in the morning.

¥IG. T3A—~FIRST FLOGK.
1. Servants’ rooms ; 2. Linen room ; i Space mver roams § 4- Men's rooms ; 5. Mandara ;

6. Space over chief 7. Courtyand ; 8. Strangers’ rooms.

There is often a small sitting-room on the top story, with a

cupola, an example of which is to be seen in the South Kensington

Museum (No. 1193—1883), and also some ventilating chambers,

open to the flat roof, on which are erccted the sloping wooden

screens or malkafs, so familiar to those who have looked down

upon Cairo from the Citadel, the object of which is to guide the
# Some mandaras, however, bave two daises, like the Kita.



fio ART OF THE SARACENS.

north winds down into the house. In the ventilating chambers
beneath the malkafs, or on the upper terrace of the roof, open to
the sky, the inhabitants are wont to sleep in the hot months.

The arrangement of the rooms is incapable of generalisation ;
they are built on every variety of plan: that given in the accom-
panying diagrams (from Prof. Ebers' Egype) is a fair example.
Some, like the great &d'as and mandaras, may rise to the whole

FiG. Tjl.—SECONT FLOON.

1. Rooms; 2. Bath; 3. Harim; 4. 5 ce over mandara ; 5. Space over rooms -
& Court; 7. 5 gors’ rosms. .

height of the house; others form mezzanine stories of the normal
height of fourteen feet. You frequently have to ascend or descend
several steps in going from one chamber to the next.  Seclusion
for the women, air from the north, and subdued light, are the
three essentials, and after these have been attained the architect
could exercise his ingenuity as he pleased. It should be noticed
that Cairo architecture is an internal art, for all its best skill

T4l
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is spent on the interior of the house; and that the decoration
is architectural, since, as has been well said, the rooms are
furnished by the architect and not by the upholsterer. The
~ general effect of the courts surrounded by lattice-windows and
arched belvedere, and of the interior of the reception-rooms,
with their soft light, primitive colours, and obvious honesty
of construction and decoration, is strangely attractive. The
honesty of the work impresses one everywhere: “ The beams
which support the ceiling are plainly visible to the eye, and are
supported at the ends by elongated corbels ending in perfect
stalagmitic patterns. Nothing is hidden away; there is no
insincere work. One of the beauties of the rooms is the
extensive use of wood, and the rare use of stucco, which is indeed
a testimonial to the sterling value of the architect’s work, since
he preferred to go out of his way to employ wood for his
purpose, when he might have got a far easier but more perish-
able material at home.” *

The houses above described are those of ordinary gentlemen of
fifty years ago. In the great periods of Fitimy and Mamlik
splendour—to judge from contemporary records and the scanty
remains. that have come down to us—the palaces of the chief
lords were much more splendid. Nasir-i-Khusran, who travelled
in Egypt in the 11th century, remarks that most of the houses of
Cairo had five or six stories, and were built with such care that one
might fancy they were constructed of precious stones instead of
mere plaster and brick and ordinary stone, Each house, he adds,
was isolated from its neighbour’s by gardens. Jehan Thénaud,
who accompanied André Le Roy, the ambassador of Louis XIIL.
to the Mamlik Sultan El-Ghory, at the opening of the 16th
century, tells us that the house assigned to the embassy con-
tained six or seven beautiful halls, paved with marble, porphyry,
serpentine, and other rare stones, inlaid with wonderful art ; the

* R. 5. Poole, in a lecture delivered before the Royal Academy, and
summarised in the Suifder of 14th Febmary, 1885,

G
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walls were of similar mosaic, or painted with azure and rich
colours ; the doors inlaid with ivory, ebony, and other singulardies ;
yet the workmanship excelled the materials. Extensive gardens,
filled with fruit-trees, surrounded the mansion, and were watered
from the Nile night and morning by means of horses and oxen.
Such a house, he exclaims, might have cost Bo,ooo seraps of
gold; yet it was but one of a hundred thousand more beautiful
still 1# '

The chief buildings of Cairo, besides mosques and houses, are
the street fountains and schools, which are very numerous, and
the thins or sockdlas for merchants. These often go together, as
in the wekila of Kiit Bey, of which a description is given in the
next chapter (pp. 95—100). The khan or wekila is a rectangular
building enclosing an open court, and consisting of numerous
chambers, which are occupied by merchants who come to the city
for a few days’ or weeks' trafficking ; it is, in fact, the commercial
hotel of the East. Stables for the asses and other beasts are on
the ground floor inside, and the exteriar is commonly fringed with
a row of small shops of the usual Eastern pattern—namely, a recess
in the wall, some six feet square, furnished with shelves for the
goods, and a divan for the seller and purchaser. Similar shops
fringe the ground floors of the houses in the principal streets, the
upper storics of which have no connection with the shops, but are
generally partitioned into lodgings. The shops open only on the
street, and, when the shopman goes home, are closed with
wooden shutters. The sefils or street fountains consist externally
of a front of semicircular form, with grated windows and a row of
brass pipes, from which water may be sucked by passers-by, or a
row of apertures through which they may thrust their arms with a
brass cup (which is provided outside) to the tank of water within.
Over the fountain is a room, with open arched windows, where a
pedagogue instructs the youth of Cairo in the art of reading the
Koran, and not much else. These sebils, with their schools, are

* Wisir-i-FKChusrau, Sefer Nameh, ed, C. Schefer, 133,
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pious foundations, and are generally connected with some mosque.
The walls of the interior of some of the better style, such as that
of ‘Abd-er-Rahmin Kikhya or Ketkhuda (18th century), are
decorated with earthenware tiles of floral patterns, and often with
a bird'seye view of Mekka, with the Ka‘ba and other holy places,
represented on the tiles. Such fountains are among the most
omamental features of the streets of Cairo, though most of them
belong to the Turkish period of decadence.®
In concluding this brief survey of the chief characteristics
of Cairo architecture, it cannot be concealed that the style
fails to give complete satisfaction to an eye trained in the
contemplation of either the Classical or the Gothic orders. The
Saracen builders do not seem to have been possessed with an
architectural idea ; the leading consideration with them seems to
have been not form but decoration. For the details of the decora-
tion it is impossible to feel too much admiration’; they are skil-
fully conceived and worked out with remarkable patience, honesty,
and artistic feeling. But the form, of which they are the clothing,
seems too ofien to want purpose; there is a curious indefiniteness
about the mosques, a want of crown and summit, which sets them
on a much lower level than the finest of our Gothic cathedrals,
It is perhaps unfair to judge of them in their more or less
Tuinous state; yet their present picturesque decay is probably
more effective than was the sumptuous gorgeousness of their
* For illustrations of the chiel mosques and other buildings of Cairo, con-
sult (besides Coste and Prisse d"Avennes) Ebers’ Egypt, where there are some
admirable interiors of houses after Mr, Fiank Dillon’s pictures, besides good
views of various portions of the mosques of El-Miridany (i., 203, ii., 50}, the
Maristin, &c. (1., 247, 249, 250), Sultan Hasan (i., 238, 262, 268), El-Muayyad
(i 273, 274), Ezbek (i., 281), Ki\ Bey (i, 284), and ELGhary (i., 286). My
Egyptian chapters in Picturcsque FPualestine, Sinai, and Egypi, vol. iv., con-
taim some fine woodcuts of El-Ashraf Bars Bey (142), Sulian Hasan (143),
. Barknk (145), Kiit Bey (148), and others, with useful street views ; and in
the-supplementary volume, Social Life in Egyppt, are illustrations of El-
Hikim's minarets (g0), Kalalin's mausoleum (91), Sultan Hasan (g5), and

Kiiit Bey (99-101), besides many objects of Saracenic Art from the Cuiro
MuScm.
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colours and ornament when new. The want of bold relief
in the ornament is one of the most salient defects to us of the
north ; we find the surfaces of the mosque exteriors flat and
monotonous. The disregard of symmetry is another very trying
defect to eyes trained in other schools of architecture; the
windows, minarets, &c., are scattered with no sense of balance ;
and the dome, instead of crowning the whole edifice covers a tomb
at the side of the building, and this infallibly gives it a lop-
sided aspect. It is chiefly to the grace of their minarets, the
beauty of their internal decoration, and the soft effects of the
Egyptian atmosphere upon the yellowish stone of which they
are built, that the mosques of Cairo owe their peculiar and inde-
structible charm. A charm they have undoubtedly, which is
apparent and fascinating to most beholders; but it is due, I
believe, to tone and air, to association, to delicacy and ingenuity
of detail, and not to the architectural form. Franz Pasha, the
architect to the Khedive's Government, himself a fervent admirer of
what is really excellentin Saracenic art, has the following criticism
on the architecture : “ While bestowing their full meed of praise
on the wonderfully rich ornamentation and other details of Arabian
architecture, one cannot help feeling that the style fails to give
entire aesthetic satisfaction. Want of symmetry of plan, poverty
of articulation, insufficiency of plastic decoration, and an incon-
gruous mingling of wood and stone are the imperfections which
strike most northern critics.  The architects, in fact, bestowed the
whole of their attention on the decoration of surfaces ; and down
to the present day the Arabian artists have always displayed far
greater ability in designing the most complicated ornaments and
geometrical figures on plane surfaces than in the treatment and
proportioning of masses. Although we occasionally see difficulties
of construction well overcome, as in the case of the interior
of the Bib-en-Nasr, these instances seem rather to be success-
ful experiments than the result of scientific workmanship, The
real excellence of the Arabian architects lay in their skill in mask-
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ing abrupt angles by the use of stalactites or brackets, If we
inquire into the causes of these defects in the developments of art,
we shall find that the climate is one of the principal ; its remark-
able mildness and the rareness of rain have enabled architects to
dispense with much that appears essential to the inhabitants of
more northern latitudes ; and hence the imperfect development
and frequent absence of cornices. The extraordinary durability
of wood, again, in Egypt has led to its being used in the constrye-
tion of walls and in connection with stone, in a manner that would
never occur to northern architects.  Another cause, unfavourable
to the development of native art, has doubtless been the ease with
which the architects obtained the pillars and capitals in ancient
 buildings ready to their hand,"*

The architect goes on to point out how political " changes,
and the respect for traditional forms, and the superstitious dread
of the evil eye, bearing upon external display, have combined to
arrest the development of Cairo architecture, There is much
that is penetrating and just in this criticism; but it is clearly
the criticism of a northern artist. We have come to re cer-
tain architectural features, such as cornices, as essential, which
an eastern would regard as superfluous, and our eye is biassed by
what it has been accustomed to see in Europe. The main eriti-
cism, however, stands good, that the beauty of the mosques
of Cairo is not so much architectural as decorative, and no
prejudice can be accounted a sufficient reason for disregarding
this defect.

Nevertheless, when all has been said, the mosques and older
houses of Cairo possess a beauty _of their own, which no architec-
tural canons can gainsay. The houses in particular, by their
admirable suitableness in all respects to the climate of Egypt,
their shady, restful aspect, and subdued light, must take a high
place among the triumphs of domestic architecture. We may
detect a lack of meaning in this feature and in that, but we are

* Franz Pasha, in his admirable essay prefixed to Bacdeker's “ Lower Egvpt."
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forced to admit that the whole effect is soft and harmonious,
sometimes stately, always graceful, and that the Saracenic archi-
tecture of Cairo, whatever its technical faults, is among the most
characteristic and beautiful forms of building with which we are
acquainted.

The following list of the principal mosques of Cairo still
existing will be useful for reference. Considering that there are
some three hundred mosques in Cairo, to ray nothing of siwiyas
(or chapels), a complete list would be somewhat cumbrous ; but
the majority of these edifices-are comparatively modern and of
little pretension to architectural merit, which forms the sole con-
sideration from our present point of view. El-Makrizy, in his
* Topography. of Cairo™ (K#hitat), written about the year 1420,
enumerates 86 gams's (or congregational mosques, where the
Friday prayers were said), 75 medresas (or collegiate mosques,
where lectures were delivered), 19 mesgids (or small mosques),
22 Ahingiks (or monasteries), 26 sdwivas (or chapels), 34 mau-
soleums in the Karifa, and 5 marisfans {or hospitals); in all
275 mosques or mosque-like edifices. But this is something of
a cross division, for many of the medresas and MArISIans were
attached to a gims*, and really formed one building with it. A
large proportion of the mosques described by El-Makrizy still
remain, but many of them are in advaneed stage of decay. The
following comprise the best specimens of the different periods, so
far as they still present fairly preserved architectural details.

PriNCIPAL MOSQUES STILL EXISTING 1N Cairo,

AH. A.Dy
20, 640.  ‘Amr. Frequently restored: €£-in A.D. 1049,
by El-Mustansir; in 1172 by Saladin;
after the earthquake of 1302 by En-
Little of the original building is lef,
263, 878.  Jbn-Twlin. Restored by Lagin, 1296,

Nasir,
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361,

380—403. ggo-1012.

Go8.

647,

667:
683,

687.
Gg3.
7o,
718,
723.
739:

748.

756,
757
#ha.
iie-
786.

A
g71.

IZ211.

1249.

1208,
1284.

1288.
1298.
1306,
1318,
1323.
1335.

1347.

1355-
1356.
1358,
1368,
1384.
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Ashar. Injured by earthquake of 1302, and
restdred by Salar and Suyurghatmish ;
again by Sultan Hasan in 1360; by Kiit-
Bey ; and by Kikhya in 1753. Little of
the original building is left.

El-Hakim. Injured by earthquake, 1302;
restored in the next year by Beybars 11.;
again by Sultan Hasan in 1350; and
again in 14z3.

Esh-Shafi'y (maunsoleum). Built by El-
Kimil ; restored by Kiit-Bey, EI-Ghory, &c.

Ee-Salik (mapsoleum). Injured by earth-
quake, 1302, and restored by En-Nisir.

Edk-Dhakir Bevbars 1.

Kalaitn (Maristin). Minaret destroyed by
earthquake, 1302, and rebuilt.

Kalaikn (Kubba).

LEn-Nasir.

Beybars T, Gashenkir.

En-Nisir, in the Citadel.,

Sengar Ei-Gawaly and Salir, joined.

Fi-Maridany.  (Architect, El-Mu'allim Es-
Suyify).

Aksunkur, Restored by Ibrihim Aghi in
1652.

Sheylhi,
Swuyurghalmisi,

Switan Hasan,

Lwirn-Sha‘bin.

Barkik (Architect, Cherkis el-Haranbuly.)

808813 1405-1410, Barkik, in the Karifa. Built by ‘Abd-el-

‘Aziz and Farag, sons of Barkik. (Archi-
tect, Lagin Tarabay (7).)
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AHL
823.
Bz27.

360,
871.

886.
905,
909-

ART OF THE SARACENS,

AT
1420,
1423

1456,
1472

1481.

1499.
1503,

El-Muayyad. In process of restoration.

El-Ashraf Bars Bey. Also mauselesm in
the Karifa.

El-Ashraf Inal, in the Karafa. b

Kiit Bey, in the Kardfa. Also mosq
within Cairo.

Kigmas, Amir Akhkor.

Ezhek,

El-Ghéry (two). Restored 1583,
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CHAPTER III.
STONE AND PLASTER.

In the preceding chapter we have endeavoured to point out the
chief modes of decoration in mosques and houses, and the parts
selected for ornament. This selection seemed a little capricious.
It was natural that the sanctuary, or east end of the mosque, should
be the special subject of the artist's skill, but it is undoubtedly a
defect that this skill should have been devoted so exclusively to
this and other fixed points of the building. The bareness of the
three other transepts of the mosque of Sultan Hasan is only ren-
dered more conspicucus by the marble and other decoration of the
east end, and even there the elaborate crnament of the dado is
likely to throw the plainness of the roof into the greater prominence,
So in the treatment of the exterior, the portal engrosses the atten-
tion of the architect, to the comparative neglect of the walls.
This is, however, characteristic of Cairo art, and it has its merits,
It would have been less usual to devote so much skilful work to
the selected portions if the whole surface had been similarly
treated ; we should have had a general meagreness of omament.
We have now to consider the details of the ornament of which the
position alone was indicated in the last chapter.

We saw that in the great mosque of Ibn-Tilin the chief orna-
ment consisted in borders of floral designs running round the arches,
forming [riczes above them, and connecting them at the spring.
These were made of plaster or stucco, worked with a tool when in
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a moist state, and never cast in moulds. The difference is very
striking ; the softness and flexuous grace of the hand-moulded pat-
terns being in strong contrast to the hard uniformity of the Moorish
mechanical castings. The borders of Ibn-Tilan are the earliest
examples that have been found of the geometrical designs and
scroll work which afterwards became so characteristic of Saracenic
ornament. *“The scroll-work may possibly be traced to Byzantine
work, but in this building it has assumed an entirely distinet cha-
racter. It is the ornament which thenceforth was gradually per-
fected, and its stages may be traced in the mosques and other
edifices of Cairo through every form of its development. But in
this, its first example, it is elementary and rude, and therefore all
the more remarkable, Tts continuity is not strongly marked, its
forms are almost devoid of grace. In later and more fully deve-
loped examples, each portion may be continuously traced to its
true root—constituting one of the most beautiful features of the
art—and its forms are symmetrically perfect.”* The principal
pattern of the stucco or plaster borders of the mosque of Ibn-
Talin consists in a modification of the “knop and flower"
pattern which 15 so familiar in every branch of decoration,
Almost the same design is found in ancient Egyptian wall-
paintings at Thebes, and also in the Assyrian ornament of Khor-
sabdd.

Plaster ornament is a sign of early date, though it would pe
difficult to assign a satisfactory reason for this, The art of carving
marble had certainly been known in Egypt long before the

* E. Stanley Poole, in an essay on Arbian architecture appended 1o Lane’s
Modern Egyptians, sth ed. This sketch of my Father's was the firse serious
attempt to deal with the problems of the origin and development of Saracenic
art in Caira.

+ Compare the illustrations on PP 306 and 307 (val, i} of Perrot and
Chipies, Fhe History of Art in Chaldara and Assyria. The knop and flower
pattern is there seen combined with rosettes closely resembling those of Ihn.
Tiltn. See also Mr, Wild’s drawings of the decoration of Tbn-Tilln in the
Crammar of Ornament,
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STONE AND FPLASTER g1

Saracens set about building mosques, and the Copts have marble
pulpits and other works of early date. Nevertheless, as a fact, the
earlier mosques are generally ornamented with plaster designs.
The century after that of Ibn-Taliin is represented by the Azhar,
built in 971, of which the only certainly original remnanis
consist in the central arcades of the sanctuary, and these are
adorned with Kafy friezes of the true Fatimy character, and
arabesque ornament, all in plaster; in the cleventh we have
that of El-Hikim (1o12), which was decorated in plaster, though
few traces of this now remain. After these two Fitimy mosques®
there follows a wide interval before any considerable mosque
offers sufficient remains to enable conclusions to be drawn.
What was formerly visible of the Kamiliya, built by El-Kiamil,
nephew of Saladin, in 1224, showed plaster decoration; and
the simple arabesques of the mosque of Edh-Dhahir Beybars,
extra muros (1268), are of the same material. But the most
perfect example of plaster ornament in Cairo is in the mauso-
leum of Kala@n, A.n. 1284. Here the borders of the tall arches
supporting what was once the dome, the borders of the clerestory
windows above, and an infinity of other decoration, are wholly of
plaster, and nothing more delicate and lace-like can be imagined.
The bud surrounded by leaves again forms a central idea, but itis
developed until it is scarcely recognizable, and the designs are
chiefly characterized by a broad treatment of large foliage, worked
round into a scroll-like continuous pattern. Continuity 15 a lead-
ing quality of these designs: it would be difficult to break off at
any given point in the borders.

Plaster work continued to be used by En-Nasir Mohammad, the
son of Kalaiin, in his two mosques, but this appears to have been
nearly the last occasion (1318) of the general employment of plaster
in a considerable mosque. Before the building of Sultan Hasan,

® There are also some remains of tenth century Fitimy work in the mosque
of Taldi* ibn Rureyk ; but most of the ornament belongs to the restoration by
Bektemir in the foarteenth century.
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in 1356-g, stone had begun to take the place of plaster (see
fig. 14). Sultan Hasan’s mosque is entirely of stone facing,
though, as we have seen, brick was used for the roofs of the
arches or transepts, and similar internal surfaces, The ornaments,
whether geometrical, scroll, or arabesque, are cut in stone or
marble. The chief border of the portal consists of a bud and leaf
pattern (fig. 8, page 67), obviously developed from the simple
outline seen in Ibn-Talin, and not nearly so complicated as the
borders of Kalain, Probably stone was a new material to the
sculptors, and was found less casy to manipulate than plaster,
and the design was consequently simplified as far as possible. The
rosettes at the foot of these borders are particularly fine; broad
in design, yet simple and easily disentangled, The leading idea
(fig. 15) is a circle of buds or flowers, joined by intertwined leaves
and tendrils, and arranged in a radiating pattern round a central
whorl or star. The pure self-contained arabesque is hardly found
in Sultan Hasan ; but the geometrical pattern arranged in a square
1s seen in a very fine manner. A double line, interlaced, forms
the border of the square, and, at the interlacings, lines shoot out 50
as to form a broken pentagon, and other lines projected from this
pentagon meet in the shape of a fiverayed star, The junctions
of the lines are however somewhat forced ; they are not natural
prolongations, such as we see in the later and more ]m'ﬁ:ctdevelup-
ments of the geometrical ornament, but break off ay unexpected
angles.

The stone pulpit (fig. 16), erected in 1483 by Kait Bey, in
Barkok's mosque in the eastern Karifa, a unique work, is among
the most splendid examples of stone chiselling that can be seen
in Cairo. Its shape is triangular, like the wooden pulpits to
be described hereafter : but, instead of the sides being filled
with geometrical mouldings containing numeroys Panels chased
and inlaid with ivory, the whole of the pulpit iz of stone
slabs, and the geometrical designs and the ornament which
fills the interstices are all chisclled in stone. The design
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FIG. 16,—STONE PULPIT IN MOSQUE OF BARKUK.

Early Fifteenth Century.
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springs from a rosette of sixteen six-sided panels, the lines
of which produced in radiate form towards the centre make a
star-like ornament, which is filled with an arabesque design; and
being similarly produced outwards cover the whole surface with a
network of interlacing lines, which eventually combine into other
half-rosettes bisected by the edges of the pulpit.* The interstices

FiG. 17. Fic. 18,

GEOMETRICAL ORNAMENTS FROM THE WEKALA oF EAIT nav (e).

bietween these interlacing lines are filled with admirably drawn
floral arabesques consisting of little more than a single conven-
tional flower with a simple border formed by developments of its
extremities or with that of a simple rosette flower. The triangular

& M. Bourgoin has made an exhauktive study of the geometrical ormament
of the Sarncens in his Effments de Ddel Arabe,
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side is divided from the bannister part by a looped double line anil
& border of deficate floral scrollwork ; and the bannister portion,
or side of the staircase, is of six large square panels divided by
narrower upright panels of floral scrollwork, and a central panel
of arabesque. The large panels are omamented, four with ara-
besque patterns, and two with geometrical designs arranged round
a central star. The whole side of the pulpit is made in about
twelve slabs, which are so well joined that only in two or three
parts are the joints distinctly visible. The canopy and other
_ parts are also carved stone.

It is, indeed, in the buildings of the Sultan Kait Bey (1468-96)
that both the pure arabesque and the finest Eeometrical omament
are seen in their perfection. This prince of Cairp builders allowed
no portion of his edifices to be neglected, and the countless orna-
ments which were lavished upon his mosques and other erections
were all cut in good limestone or marble. The arch of the sanctuary
in his mosque fnfra mures is a good example of the richness of
this ornamentation. It is about 30 feet from the floor 1o the
keystone, and is placed in a square wall about 39 feet high. Nine
courses of plain stone, altemnately coloured red, form the pier of
the arch, on which is a capital formed of three tiers of stalactites,
From this the arch springs with a slight projection beyond the
capital, owing to its incurved horse-shoe form, The arch is
formed by twenty-three courses of stone, on either side, alternately
red and white, and a red keystone. Each of the white stones
is carved with arabesque and geometrical patterns, arranged alter-
nately. The arabesques are of a prevailing type, consisting of g
trefoil or fleur-de-lis surrounded by leaves very bcnutil'ullr inter-
laced. The design is, however, varied, and I doubt if any two
stones would be found to tally exactly, The geometrical patterns
consist of interlacing lines, forming irregular pentagons and
hexagons, with little apparent regard 1o symmetry, though
they are all related to one another in the general plan,
The arch is enclosed in a raised moulding, which forms 4 loop’ at
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the top, in which is carved a whorl of eight rays. The spandiils
of the arch are filled with a bold arabesque design, enclosed
in trifoliate borders, and in the centre of each is a circular medal-
lion inseribed with the name and titles of the Sultan and a prayer
for his success, arranged in three lines. These medallions are
frequently seen in Cairo, and are generally filled with the name
of Kait Bey, though other Sultans adopted the same method of
putting a seal on their works. It is interesting to note that a
similar arrangement of the Sultan’s titles within a medallion is seen
on the fourteenth century glass lamps, and also on the gold coins
of the Burgy or Circassian Mamliks. A broad band of Arabic
inscription, from the Korin, divided by arabesque panels, forms
a frieze at the top, over which is a carved cornice. The whole
effiect of this arch, and of all the internal decoration of this
beautiful little mosque, is extremely rich and finished : and it
would be hard to poiut out & space unoccupied by some delicate
design.

Among the buildings of Kiit Bey, none 1s more fruitful in designs
chiselled in stone than his Wekila or Khin, on the south side
of the Azhar mosque. This magnificent building was only a sort
of hotel for travelling merchants, but its external omamentation
is superb, and inno single building in Cairo do we find so many
varieties of arabesque and geometrical design in such perfect
preservation. The Wekila consists of a spacious rectangular court,
surrounded by lodgings for the merchants and their beasts. Un-
happily, the interior is in confusion, and has long been deserted:
heaps of crumbling stone and rubbish cumber the court, which
was once no doubt surrounded by walls as carcfully built and
omamented as the exterior. The front, however, facing the Azhar,
is fortunately in a fine state of preservation, and deserves athorough
study. When I was in Cairo in 1883, I took casts of the ornament
of this front, and was fortunately able to bring back paper squeczes,
fortified with layers of gipsum, of every distinct ornament on the
whole fagade. From these squeezes plaster casts have been made,
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and a set of these are exhibited in the gallery over the archi-
tectural court of the South Kensington Museumn. The difficulty
of obtaining every variety of design was less than it would have
been in a work of an earlier date; for by the time of Kait
Bey the beauty of uniformity had been learnt, and the honest
custom of the old workmen, never to repeat a design, had given
place to a decorative system which while it encouraged variety
approved of a certain symmetry and recurrence in the patterns.
The whole number of designs in the long front of the wekala of
Edit Bey does not exceed twenty-two, if the end and doorway
are not reckoned, although round the shops which run along the
ground-floor of the facade there are no fewer than 120 panels of
omament.

The front of the Wekila is decorated only on the ground-floor ;
the upper stories, save for small windows, are left unadomed.
The ground-floor, however, makes amends for the shortcomings
of the superstructure by its wealth of ornament. It consists of a
row of thirteen shops, divided between the seventh and eighth by
a spendid arched gateway,® the finest feature in a singularly fine
building. This gateway is set in a recess, the jambs of which are
coloured in the usual red and white stripes. The arch is broad,
giving an opening of about eight feet, and pointed, and the
edge is composed of stalactites in three tiers, with their surfaces
carved ‘with arabesque designs. Round the facing, above, runs
a beautiful scroll border, like a wreath of roses, which
forms a loop above the keystone, within which is inscribed
the name of God. The same scroll border frames the spandrils,
The recess in which this arch is set is brought back to the
face of the front by vanlting; but in this case, instead of
the common rows of stalactites, or simple arching, the depth
being considerable, the vaulting is effected by a deep trefoil
arch, of which the vault is formed by three smaller bays sup-

* This gateway is illustrated by Coste, dredifectiors Avrabe ; but the details
are a little Imaginative.



FIG. 20,—GEOMETRICAL ORNAMENT OF THE WEKALA OF KEAIT ney. Mth,
Fifteenth Century.
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porting an upper bay. The side bays below are filled with stalac-
tites, which seem to constitute natural corbels on which the super-
structure rests; and the surfaces of the stalactites and the spare
spaces at their sides are covered with arabesques. The base of
the upper bay is worked with little shell patterns, and its back is
ornamented with a sparse scroll ribbon, resembling somewhat the
rose border below, arranged in zigzags. The alternate courses of
the stones forming the edge of the upper bay are also carved,
and the whole trefoil outline of the vaulting is enclosed in a
double line, looped at intervals, outside which the spandrils are
filled with arabesque designs.

The shops on either side of the great gateway are not unlike
most other shops in Cairo. They are uniform recesses about six
or seven feet high, and four to five wide ; but they are surrounded
with ornaments such as few other shops in Cairo can boast. Ovwer
the shop, forming a species of eave or fringe to the recess, is a
wooden panel (¢) bearing the name of Kiit Bey, in medallion
form, with other carved or lattice panels, most of which have been
destroyed or stolen. One or twoare now in the South Kensington
Museum. Over each shop is first an oblong panel (#) of shallow
arabesque carving, the full width of the recess forming the shop,
and rather over two feet high. At each side (figs. 17, 18) of this,
dividing it from the similar panel over the next shop, is a narrow
upright geometrical panel (¢). Over each of the horizontal panels
is a sort of arch (), composed of nine small upright panels,
(fig. 19) arranged so as to form an arch on the lower side and a
straight line at the top, of the same width as the horizontal panel
below. The four side panels (¢, /, g, /&) are counterparts cach of
the opposite one, though each is different from its neighbour, and
the same four panels, with their counterparts or reverses, do duty
for all the arched panels (except two or three which are covered
with a continuous amabesque device, instead of being thus sub-
divided into nine pieces); the keystones (7, #) however are not
identical over the several shops; but three different patterns are

H
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dised. Between each of these arched panels and the next isa
circular medallion (¢) with the name and titles of Kdit Bey, of the
kind already described. The subjoined outline will explain the
arrangement : —

~ @) P o) Ky
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FiG, 21, —ELEVATION OF FANT OF THE SHOP-FROKTS OF THE WEKALA oF EXAIT BEY.

At the righthand corner of the Wekila is a Sebil or fountain
with two large grated windows, one at the front, the other round
the corner, each set in a border of wooden scroll-work, and sur-
mounted by arabesque panels; and at the corner an engaged
column is hewn in the wall, with a round base composed of two
drums like a dice-box, a shaft of ten drums, carved with arabesque
and geometrical patterns and an Arabic inscription, and a stalac-
tite capital; and above and on either side of the .capital are
geometrical panels (fig. z0) in the wall *

Between the Sebil and the shops is a small doorway, leading
up to the school which surmounts the fountain. This little door
has a square above it marked out by a double line, looped
at intervals, and subdivided into nine rectangular compart-

® A plaster cast of this column is in the South Kensington Maseum.



FIG. 22.—ARABESOUE ORNAMENT OF WEKALA OF EAIT BEY. gth.
Fifteanth Century.
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ments by the same means, each of which has its geometrical
device, matching on opposite sides, except one in the centre,
which is occupied by a small grated window. Over this square 1s
a splendid rosette (fig. 25) of arabesque ornament, enclosed by four
spandrils of the same pattern. Beyond the sebil, the portion of the
Wekila which stands back from the street is occupied by another

FIG: 3. FiE, 24

CEOMETRICAL OENAMENTS OF THE WEEALA oF KAFT nev (jth).

door, surmounted by a trefoil vaulted arch, over which is a meshre-
biya window. :

Many of the ornaments of this noble building are engraved in
this volume. The illustration (fig. 19) shows the arch (,) with its
nine panels, seven of which exhibit the true self-contained ara-

besque, complete within the space it occupies, and formed by
H2
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the knot-like interlacing of two loops, ending in trefoil heads:
whilst two show the characteristic geometrical design of Kait
Bey, triangular (essentially, though with a fourth angle in the
base) figures linked together, and the intervals ornamented with
cinquefoils. The two varieties of side panels (<) are shown in
figs. 17 and 18. Some of the larger ornaments, e.g., half of an
arabesque panel and half the geometrical design over the corner
column, are shown in figs. 20 and 22, where figures of four sides
are linked together and ornamented with stars. The rosette
over the small door and two small upright panels adjoining
it are shown in figs, 23-5, and two examples of geometrical
and arabesque patterns from the same fagade appear in figs.
26 and 27.

The stone and plaster work of Cairo is, as has been seen, chiefly
surface decoration, of an even or flat tone, which has little or no
constructive meaning, and seems to be more or less derived from
the patterns which were used for the decoration of textile fabrics.
The stalactite or pendentive bracketing, however, is strictly con-
structive, and forms a strongly marked characteristic of Saracenic
art (see fig. 10). Its first and principal use is for masking the tran-
sition from the square of the mausoleum to the circle of the dome.
“In their domes the Arabs adopted, and improved on, the con-
structional expedient for vaulting over the space beneath, and
passing from a square apartment to the circle of the dome, used
by both Byzantines and Persians. The church of St. Sophia, at
Constantinople, presents fine examples of its Byzantine form; but
in later edifices of that style, constructional difficulties seem to
have confined the architects to small domes. The buildings of the
Sassanian dynasty also contain pendentives.® . . The Arabs, with
their peculiar faculty for cutting away all superfluous material,

* The origin of the pendentive may be traced in the rude brick-work,
projecting course above course, in the comers of the Kertsch tumulus, of
which an illustration is given in Lane's Modern Egyptians, Appendix F,
[+ :



FIG. 25, —ROSETTE OF THE WEEALA OF KAIT LEY,

Filteenth Century.
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naturally arched the overlapping stones that filled up the angles
of the building; and, by using poinfed arches, overcame the
difficulty of the Byzantine architects to which I have alluded.
The pendentive was speedily adopted by the Arabs in Egypt
in a great variety of shapes, and for almost every conceiv-

FiG. S —ARABESQUES OF THE WEXALa oF KAIT nmv (fih).

able architectural and ornamental purpose: to effect the tran.
sition from the recessed windows to the outer plane of a
building ; and to vault, in a similar manner, the great porches of
mosques, which form so grand a featare characteristic of the style.
All the more simple woodwork of dwelling-houses was fashioned
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in a variety of curious patterns of the same character ; the penden-
tive, in fact, strongly marks the Arab fashion of cutting off angles
and useless material, always in a pleasing and constructively
advantageous manner.” #

* E. Stanley Poole, in Lane’s Modern Egyptians, sth ol., pp. 586—s588,

FIG, 37, —GEOMETRICAL GENAMENT OF TME WEKALA oF KATT nEy (Jih),



CHAPTER 1V.
MOSAIC.,

Among the modes of decorating specially honourable parts of
the mosque or house, none was more esteemed in Cairo than
mosaic work, and none was practised with grmter'sumss. By
mosaic, we understand the combination of small pieces of hard
substances of different colours, to form a pattern for a wall or
pavement. As hard substances are numerous, and the manner of
combining them is susceptible of considerable variety, the term
mosaic embraces a wide range of artistic processes. Of these the
most familiar is the glass mosaic of Byzantium and Ravenna, in
which cubes of glass, rendered opayue, and coloured with various
tints, are so arranged as to represent figures of saints, Another
kind ot mosaic, scarcely less celebrated, is the well-known tes-
selated pavement of the Romans, of which there are many
examples in England, where the pattern is formed by the com-
bination of cubes and other small pieces of marbles of different
colours. There is also a sectile mosaic, called Florentine, where
the coloured marble is used as a sort of veneer, and backed
by stouter but common material. The *“Opus Alexandrinum
consisted of small geometrical pieces of coloured marbles let into
a marble ground.

Saracenic mosaic, in Egypt, is a combination of the tesselated
method with the larger proportions of sectile mosaic; but it
does mot exactly coincide with any of the usual European
processes. In its most familiar application, as a dado about
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four feet high, running along the wall of the sanctuary of a
mosque, or round a principal room in a palace, it consists of
upright slabs of marble of different colours and different widths,
50 arranged as to form a series of rectangular panels, divided and
framed by narrower bands. Thus the tomb-mosque of El-Ghary,
built in 1503, has a niche inlaid with blue, yellow, and red
marbles, in zigzag stripes, while the double dado on either side of it,
running the whole width of the south-east wall, in two lines, one
high up, the other low, is of red, yellow, and black marbles,
aranged in square or oblong panels, the black forming the
pattern, and the red and yellow the centres and borders of
the design. The niche of Kalaiin has black, red, and yellow
mosaic, picked out with little spots of blue tile. It is not un-
common to find fragments of tile thus used in combination with
marble or earthenware : there are two specimens of this curious
style in the South Kensington Museum (1499, 1499a). A more
usual mode of varying the monotony of the tall slabs of marble
and their narrower margins was by introducing between them a
border of tesselated work, made of small cubes of marbles of
various colours, mixed with red pottery or blue enamel, and
frequently with mother-of-pearl.  The contrasts between the dif-
ferent colours of marble, pottery, and glass, and the iridescence
of the mother-of-pearl, give this peculiar class of mosaic a beauty
of its own, which will bear comparison with any other kind
of inlay. A fine example, from the St. Maurice collection,
is now in the South Kensington Museum, and is engraved in
fig. 28. It consists of three panels, enclosed in borders; the
central panel is of rich porphyry, bordered with white and black
marble, and with a geometrical edging of mother-of-pear] filled
in with red pottery and yellow marble ; the side panels are of
streaked red marble within similar borders; and the whole is
enclosed within a rim of greenstone. This triple panel was, no
doubt, one of a series which formed the dado of a mosque or
palace. Dados of this kind of mosaic are found in the mauso-
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leums of Kiit Bey and El-Ashraf, in the eastern cemetery, and
beautiful examples of red marble inlaid with blue glass and mother-
of-pear]l are seen in the ruined sanctuary of the mosque of El-
Miridiny.

This is the specially characteristic mosaic of Cairo, and it will
be at once recognized as distinct from the mosaics of Europe.
It is made of natural marbles and mother-of-pear], with only a
sprinkling of such manufactured substances as pottery or glass
enamel; it is arranged in geometrical designs, with no attempt
at representing human or other figures; and it is fixed in a

FiG. 3).—MOSAKC PAVEMENT (fth).

(Sowth Kempsmgion Musrwm.)

plaster bed, and not inlet, like the “ Opus Alexandrinum,” into a
marble matrix. These are the salient points of the Saracenic
mosaic; and the minuteness and delicacy of the tesserae, the
intricacy of the designs, and the lustre of the mother-of-pear],
combine to produce an exquisitely beautiful effect.

Precisely similar mosaics are found about the tribunes of the
Coptic churches, and there is every reason to believe that the art
1s essentially a Christian one, preserved by the Copts in Egypt
from very early times, while in the west it was suffered to die out
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and be supplanted by the Byzantine glass mosaic, Eusebius's
mention of variegated marbles on the walls of the church of
St. Saviour at Jerusalem, in A.p. 333, seems to point to this
form of mosaic, which would thus be traced back to the fourth
century.  Surviving specimens are, however, mainly found in
Egypt; and the chief example in Europe is the apse of Torcello,
the mosaics of which closely resemble the niche of a mosque or
the tribune of a Coptic church at Cairo.*

The manner in which mosaics of this description were put
together and set up against the wall was as follows :—Each piece
of marble or tessera of this or other material, having been bevelled
from face to back (as below), the whole mosaic is laid out on the
ground, face downwards, and strong plaster is poured over it, which,
entering the interstices (shaded in the cut) at the back, binds them

) i

FiG. 30.—MODE OF BEVELLING MOSAICE,

together into one slab. Pieces of reed are then laid across the
wet surface to strengthen it, and more plaster is poured on, till
the thickness is about two inches. Large surfaces can thus
be bound together, lifted, and plastered to the wall, without
breakage. The bevelling of the edges not only gives the plaster
a grip on the tesserae, but saves labour in fitting the pieces
together: for instead of the whole of the sides having to be

* A.J. Butler, Coptic Churches, vol. i., pp. 37, 38. That the Egyptian
mosaic-work was derived from the art of the Lower Empire is supported by
the circumstance that the common Arabic name for a tessern of mosaic is
Suseyfizd, which is of course the Greek $iger, The term fagy is also employed
in the same sense, and moafGspay means inlaid with squares of marble,” or
** covered with mosaic.” The Greck emperor furnished the Khalif El-Welid
with mosaics and workmen for his mosque atl Jermsalem,
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exactly parallel and accurately fitted to the adjoining side, only
the faces and the top edges of the tesserae and slabs have
to be ground, so as to form accurate junctures at the front
alone ; and the backs and sides are left quite rough, Tiles are
bevelled in the same manner, and this constitutes a general
distinction between Eastern and European tiles, for the latter are
hardly ever bevelled. The Cairo mosaic worker, who gave Mr.
Wild the foregoing account of the method of his art, also stated
that no drawings were as a rule made beforehand, but the mosaic
was constructed out of the artists head as he arranged it on the
ground,

Two spandrils of a niche in the South Kensington Museum
present some peculiaritics in colour and materials (884, 3844,
St. Maurice). The ground is composed of red pottery, formed
from powdered water jars; the geometrical pattern is marked
out by lines of mother-of-pearl, and marble and blue enamel is
restricted to the small .points which form the centres of the
geometrical systems ; the edging of the whole is of greenstone,

Most of the Mamlik mosques of Cairo have mosaics in their
niches, and in the dado on either side, but the mosaic is not always
of the rich and intricate character of the panel engraved in fig. 28.
In many of the mosques, notably those of El-Ghiry and Sultan
Hasan, the mother-of-pearl and pottery are omitted, and the
mosaic consists of marble slabs and borders, in two or three
colours, In Sultan Hasan the dado is of black and white slabs,

HILIAIL -

The pulpit is also constructed of variegated marbles, arranged in
medallions, in a European style, with a much less pleasing effect
than the usual wooden panelling ; and a column is also formed of
alternate drums of yellow, white, and black marble,
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The mosaic pavements of Cairo are of a somewhat different
character from those employed for wall decoration. Naturally
such substances as mother-of-pearl and glass are not suited to
pavements, where they would offer very inadequate resistance
to the feet. The pavements are therefore generally composed
entirely of marble tesserae (and sometimes red earthenware), of
larger size than the delicate pieces that are included in wall
mosaics, and amranged so as to form geometrical patterns within
the space of about two feet square. Eighteen squares of this
description are preserved in the South Kensington Museum, of
which two are engraved in figs. 29 and 31. Fach square is made
separately, and the pieces are set, not in plaster, but in a com-
position of lime and clay, impervious to water: the clay must be
unburnt, just as it comes from the pit. A slab (no. 490—1872)
in the South Kensington Museum is of this composition, in-
laid with porphyry, glass, and greenstone. The most common
application of mosaic pavements is to the durki‘a, or lower floor
of a room, which faces the entrance, and commonly contains a
fountain. Mr. Wild has preserved drawings of several of these
mosaic fountain floors, which would well repay reconstruction in
England.*

The marbles most commonly employed in Cairo mosaics are the
red, yellow, black, and white varieties, and the red is sometimes very
beautifully streaked. It has been generally supposed that these
were imported ready polished from Italy, but there is evidence that
this was by no means the invariable custom. Nisir-i-K husrau, who
visited Egypt in the eleventh century, in the reign of the Fatimy
Khalif El-Mustansir, states that marbles were very common at
Rdmla, near Alexandria, and that the walls of most of the houses
therewere coated with marble plaques, artistically inlaid, and carved
with arabesques. The slabs were cut with a toothless saw and

* An engraving of a mosaic floor, surrounding a fountain of the simpler kind
usual in good Cairene houses, may be scen in Lane’s Modern Epyytian,
Pp- 13, 13, 5th ed.
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Mekka sand, and the colours of the marbles were red, green, black,
white, mottled, &c.* The traveller does not state where the marbles
came from, in the rough ; but there are certainly no marble quar-
ries near Ramla, unless the ancient temples and other buildings of
Roman and Christian times were utilized in this manner. The
Mohammadan builders were in the habit of making raids upon the
Christian remains of Egypt whenever they were in need of
materials for 2 new mosque. We read how Beybars, when he was
building his mosque outside the north gate of Cairo, in 1268,
collected marbles from all the towns of Egypt, where no doubt

FiG. 31.—HORAIC FAVEMENT {gth).

(South Kensington Muieum.)

the churches still retained something of their ancient splendour ;
while the sanctuary was lined with marbles and carved wood
brought from the fortress of Jaffa, which he had just captured at
the point of the sword. The majority of the columns used in
mosques appear to have been stolen from earlier buildings, and
the ancient Egyptian monuments were laid under contribution.
' Abd-el-Latif, the physician of Baghdid, who travelled in Egypt in
the year 1200 A.D,, tells us how attempls were made to pull down
the granite of the Red Pyramid of Menkara, at Giza, for building

& Sefer Nameh, ed, Ch. Schefer, p. 65.
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purposes, so early as the reign of the Khalif El-Mamiin, in the
beginning of the third century of the Flight; and though the
attempt failed, and the workmen declared that they could make
no impression upon the huge mass, the practice of borrowing stone
from the pyramids and temples of ancient Egypt still continued,
Hieroglyphic inscriptions are occasionally found on blocks of black
diorite and other stones in the mosques, ¢.g. of ElLGawaly. It is
therefore not improbable that the Ramla marble-works were sup-
plied, at least in part, from the older monuments of Egypt, though
they may have been reinforced by importation.

The red porphyry, or rosse antico, the green-stone or serpentine,
and the black diorite and slate, which occur in mosaics, are quarried
in the mountains of the Arabian desert, between the Nile and the
Red Sea; and alabaster, which was sparingly used in mediaeval
times, was found near Asyfit, on the Nile,



CHAPTER V.
WOOD-WORK.

Wuen we remember how little wood grows in Egypt, the
extensive use made of this material in the mosques and houses of
Cairo appears very remarkable. In mosques, the ceilings, some
of the windows, the pulpit, lectern or Korin desk, tribune, tomb-
casing, doors, and cupboards, are of wood, and often there are
carved wooden inscriptions, and stalactites of the same matenal

leading up to the circle of the dome. In the older houses,
 ceilings, doors, cupboards, and fumniture, are made of wood, and
carved lattice windows, or meshrebiyas, abound. In a cold
climate, such employment of the most easily worked of substances
is natural enough ; but in Egypt, apart from the scarcity of the
material, and the necessity of importing it,* the heat offers serions
obstacles to its use. A plain board of wood properly seasoned
may keep its shape well enough in England, but when exposed
to the sun of Cairo it will speedily lose its accurate proportions ;
and when employed in combination with other pieces, to form
windows or doors, boxes or pulpits, its joints will open, its
carvings split, and the whole work will become unsightly and
unstable. The leading characteristic of Cairo wood-work is its
subdivision into numerous panels; and this principle is obviously
the result of climatic considerations, rather than any doctrine of

® The wood commonly used for lattice windows is the pitch pine, which is
imported from Asia Minor in lengths of about twenty feet.
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art. The only mode of combatting the shrinking and warping
effects of the sun was found in a skilful division of the surfaces
into panels small enough, and sufficiently easy in their setting, to
permit of slight shrinking without injury to the general outline.
The little panels of a Cairo door or pulpit may expand without
encountering enough resistance to cause any cracking or splitting
in the surrounding portions, and the Egyptian workmen soon
learned to accommodate themselves to the conditions of their art
in a hot climate,

Wood is the prevailing material employed for the fittings and
furniture of a mosque. The furniture is, however, of a much
more restricted character than that of a Christian church or

FiG. J3.—~CANVED PANEL OF puLeiT (jthl,
[ Stk Kempimpton Musewmn.)

cathedral. Where the ministers and congregation sit cross.
legged on the floor, and in a service where there is no music and
therefore no choir or organ, we cannot look for carved chancel-
stalls, misereres, choir-screens, organ-lofts, or other points of
decoration in our more omate churches. The niche towards
Mekka takes the place of our altar, and though it is sumptuously
adomned with marbles and mosaic, it does not afford the oppor-
tunity for wood-carving which is found in our chancels. = Never-
theless, the Mohammadan church has its points of wood-carving.
These are the pulpit, the lectern or Koriin desk, the doors of the
recesses or cupboards which contain the various objects required
by the ministers of the mosque; and although there is no chair-
screen, in the splendid sense familiar in' our cathedrals, the
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sanctuary or eastern arcade of the mosque is sometimes railed
off from the court by a turned wooden screen. And as many of
the mosques of Cairo have chapels, where the founder or members
of his family are interred, the Muslim artist would sometimes
employ his skill in carving the wooden casing of the tomb with
elaborate arabesques, arranged in intricate panels.

The form of a Cairo pulpit, termed in Arabic jeie mindar
{pronounced mimbar), is seen in fig. 34. It represents a pulpit,
now in the South Kensington Museum, which bears the name
and titles of the Mamlik Sultan Kiit Bey, who reigned in
the last third of the sixteenth century, but the precise mosque
from which it came is not known. As one Sultan would

FiG. }3.—CARVED FANEL of roLriT (Ith).
(Soutk Kenrington Musenuwe.)

sometimes place a pulpit in the mosque of another, and Kiit
Bey was especially generous in this kind of restoration, it is
possible that the pulpit did not come from any of his own
mosques ; and the tradition is that it belonged to that of El-
Muayyad, which, however, has a pulpit of its own, bearing its
founder's name. Wherever it enginally stood, the pulpit is an
admirable example of the typical Cairene mimbar. It consists of
a staircase, entered through folding doors, and enclosed by high
sides, and terminating at the top in a sort of niche, surmounted
by stalactites and a copper cupola. The position of the pulpit
was always on the left side of the niche, as you look out
towards the court, and the doors were turned to face the con-
1



114 ART OF THE SARACENS,

gregation. The mimbar is only required during the Friday (or
Muslim Sunday) prayers, when the weekly sermon is preached
by. the Imdm or Khatib of the mosque, who is a layman selected
from the people of the neighbourhood, and In no special
sense a priest. Standing on the topmost step but one, and
holding in his right hand a long wooden sword, which is kept for
the purpose behind the doors of the pulpit, he delivers the oration
of the Friday Service. The reason for the position on the sgcond
step is rather curious: Mohammad the Prophet always preached
from the top step, and the Khalifs, his successors, modestly
descended each a step lower than the preceding, in order to
reserve the post of honour to the most worthy., But when two
or three steps had thus been descended, it was discovered that
the process if continued long enough would land the preacher in
the bowels of the earth, and it was accordingly decided to reserve
the top step for Mohammad himself, and to preach from the next
lower on all futore occasions.

The ormament of the pulpit is generally elaborate. Some of
the more modern pulpits are indeed very plain, and constructed
merely of panelled and painted wood. On the other hand,
one mimbar, erected by Kiit Bey in the mosque of Barkiik, in the
eastern burial-ground of Cairo, is of solid stone slabs, admirably
carved with arabesques and geometrical designs (fig. 16).
But most of the pulpits are like that of Kiit Bey, engraved in
fig. 34, and are covered with carving and inlaid with ivory and
ebony. The amount of work involved in the complicated
arrangement of little panels, each of which is supported in a
frame of wood beading, which is itself chiselled and sometimes
made in two or three envelopes, must have been wvery com-
siderable; and the carving of the panels with arabesques of
varying designs, no two of which are alike, in work of the best
period, must have involved incredible toil and ingenuity, Tt may
be taken as a rule, which is exemplified in most arts, that the
older the work is, the simpler, freer, and more varied it is; while
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complexity, intricacy, and a tendency to repetition, are signs of a
later style,

The specimens engraved in figs. 35—43 will convey a fairly
complete conception of the character of this typically Cairene mode
of carving. The panels figs. 35—4o originally formed part of a
pulpit which the Mamlik Sultan Lagin erected in the mosque of
Ibn-Tilin in the year 1296 A.D., when he undertook the restora-
tion of this ancient mosque. In the present day there is a very
inferior pulpit there, and this must have been introduced when the
fine work of which these panels formed part was taken away, by
whom we do not know. The removal must however have been
effected in comparatively recent times, for when Mr. James Wild,
the present Curator of Sir John Soane’s Museum, was in Cairo,
about 1845, the older pulpit was still standing; and he made a
drawing of the geometrical arrangement of the panels, which is
still preserved in his sketch-books, and which was turned to
advantage some years ago, when the fragments of the pulpit sides
were acquired by the South Kensington Museum from M. Meymar.
This sketch shows that the side included one large circular
geometrical arrangement (comprising eight large octagonal panels,
carved alternately with stars and arabesques round a central
star), and four half-systems of the same plan, two of which were
placed so that their diameters coincided with the edge of the
balustrade or border of the pulpit, while the other two touched the
back. The balustrade was of open lattice work, something like
the narrow open panels in the Kait Bey pulpit engraved in fig. 34,
and the length of the base and back of the triangular portion of
the side, occupied by the carved panels, was 15 feet g inches,
The doors were filled with carved geometrical panels, with
the usual arrangement of two horizontal panels, filled with Arabic
inscriptions, one above and one helow each door, and a longer
inscription on the lintel. The pulpit did not arrive in England in
its original shape, but consisted merely of a collection of loose
panels, which Mr. Wild, with the help of his sketch, arranged in a

12
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square, which now hangs on the walls of the Museum (no. 1051) ;
with the exception of a few pieces which remained over, and
some of the horizontal panels, two of which contain the name of
the Sultan Ligin and the date of the erection of the pulpit,
A.H. 696, while others are filled with scroll-work. Two of these
are engraved in figs. 39 and 4o0; one has an arabesque scroll,

Flli. H_—ﬁk.ﬁﬂ.ﬂ'ﬁl:l'ﬂ FANEL OF L,ﬁl'u!h"\ FULFIT, ONCE IN THE MOSQUE OF inE-TOLl .

I Seudd Kemrimgfon Muwernam, )

and the other the inscription eadly Lol slea jeaindl 2L
oree™) @ The victorious king, sword-blade of the State and Church
Ligin.," When the Museum acquired the magnificent collection
of M. de St Maurice, in 1884, I was able to identify the
fine panels which the late owner had fitted into the frame-

FIG. 4o0.—FANEL OF LAGIN'S FULFIT, BEARING MIE NAME AND TITLES.

work of a modem and ill-proportioned door as portions of the
same pulpit, and some of these are engraved in figs. 37 and 38.
The panels of Ligin’s pulpit show the Cairene carving in iis
boldest and finest style. Later arabesques may be more delicate
and graceful, but no carvers in Egypt excelled those who made
this pulpit, in freedom of design and skill of execution. As is
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usual in the best Saracenic work, no two designs of this palpit are
absolutely identical : some fresh turn, some ingenious variation in
the lines of the arabesque, show the independence of the artist from
servile copying. The panels are enclosed by two thin lines of
light-coloured wood inlaid in the darker wood of the panel, but
the borders are not carved in the manner usual in later work, nor
is there any ivory inlay.

The next dated examples are the carved panels from the
mosque of El-Mirdiany, a Mamlik Amir of the court of En-
Nasir ibn Kalaiin, which was built in the year 739 of the Hijra,
A.D. 1338. These panels are partly comprised in the top of a
French table belonging to the collection of M. Meymar, now in
the South Kensington Museum, and the setting and beading is
modemn ; but the geometrical panels are fortunately intact.
Horizontal panels, which must have been originally placed
above and below the carved doors of this pulpit, or over the
little doors of the side cupboard (such as is seen open in
fig. 34), present the following inscription twice over :—

| GmeSlely LAl S | meadaiiolly Jol VI i3

| ol kel Sl Ll | | Hlad alll 1 poiil) )
“ Provider for the widowed and destitute, Refuge of the poor and
miserable, The humble servant of God most high, Altunbugha, the
cup-bearer, the [Mamlik] of El-Melik En-Nasir,"—which shows
that not only was this Amir a Mamlik, or retainer of the
Sultan En-Nasir, but that he held the office of cup-bearer, which
was among the most influential and coveted posts in the court.
The carving of the arabesques on the geometrical panels of
El-Miridiny's pulpit is more delicate and intricate than that of
Ligin's, and inlaid borders (consisting in a double ivory line,
separated by others ornamented with a scroll pattern) are en-
closed in a series of thin wooden beadings. Like Ligin's
carvings, those of El-Miridiny are executed in two reliefs ; the
principal lines of the design being more prominent than the
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scroll-work of the background, which, however, is still in suf-
ficient relief,

Nearly contemporary with the pulpit of El-Miridiny are the
panels, figs. 41 and 4z, which are taken from one of M. de St.
Maurice’s doors in the South Kensington Museum. In the caseofa
modemn application of the original panels it is not always safe to
assume that all the pieces belong to the same pulpit ; and especially
doubtful is the connection between the geometrical panels and the
horizontal inscriptional friezes above and below, which are more
likely to be selected because they fit the present scale of the door,
than because they belonged to the same pulpit as the geometrical
panels they accompany, In the present instance the horizontal
panels give the name of the Sultan Zeyn-ed-din Hasan—

Ohklaldl Unleyd S oladls _giladl ol
eyl a5 hdaedl sl Jaladt S

the peculiarity of which lies in the substitution of the sur-
name Zeyn-ed-din for the Nisir-ed-din, which is invariably applied
to Hasan on his coins and public buildings. The inscription,
however, is no forgery, and there is no other Sultan Hasan to
whom it could apply. The only question is whether it belongs to
the geometrical panels in whose company it is found. If it does
not, which I am far from asserting, at least the geometrical panels
belong to a period very nearly coinciding with the reign of Sultan
Hasan (1347—1361). Mr. Wild has preserved a sketch of the
pulpit of the mosque of Kiisiin, now destroyed, which contained
panels of the same curious octagonal shape, with very obtuse
angles, like those in fig. 42.* The Amir Kisin was one of the
Mamliiks of En-Nisir, Hasan's father, and his mosque was built in
1329. It does not necessarily follow that the pulpit was set up at

* The same shape is seen in the plaques of the bronze door of the mosque of
Taldi* ibn Ruzeyk, as restored by Belctemir in the 14th century : see Prisse, fi.,
pl.95- Some portions of the original mosque of Talii* are still standing.



FIG. 42.—CARVED PANKLS FEOM FULPIT (OF KUSUN 7).

Fourteenth Century, (South Kensington Musecum.)
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once; a temporary pulpit may have served at first But the

similarity of the panels (fig. 42) to those sketched by Mr. Wild

seems to indicate that if the St. Maurice door is not actually made

up from the fragments of the vanished miméar of Kiistin, the pulpit

that was thus deseczated undoubtedly belonged to a period

nearly coinciding with the death of that Amir in 1341, If
the panels with Sultan Hasan’s name on them belong to the rest,

the pulpit must have been built after his accession in 1347, in"
which case it may have been placed in Kusin's mosque by

Sultan Hasan, in accordance with a not uncommon practice.

The work is very like El-Maridiny's, but even more delicate,

and there cannot be a long interval between them. It should

be stated that the outer beading enclosing both these and the

Lagin panels is absolutely modern. It is reproduced in the

engraving only to show the position of the panels towards one

another. The origina} panels are inlaid with a line of ivory

inside which is a border of dots.

After the time of El-Miridiny's carvings, the style of work
seems to have gradually deteriorated. Sheykhd's pulpit, in his
mosque built in 1358, is good, but ordinary; El-Muayyad's, in
1420, shows a decided falling off in the execution. With the
pulpit of Kiit Bey, fig. 34, we come to the end of the
history of this description of wood-carving in Cairo, so far
at least as dated specimens are within our reach. The art may
have continued for some generations longer, but it had already
lost much of its character and beauty. In formand arrangement,
and also in general effect, the pulpit of Kait Bey may challenge
comparison with almost any other; but when we come to look
closely into the work it becomes apparent that the art of the
carver had nodergone a serious process of deterioration. The
designs are mechanical, hard, and prone to repetition: they will
not bear comparison with the panels of Ligin or El-Miridany.
This is no doubt partly due to the substance used. The wooden
panels are merely shells to contain smaller ivory panels of the
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same outline, and the latter alone are carved. Ivory is less easily
worked than wood, thovgh a.pa}:le of even more delicate treat-
ment ; but the artists who were accustomed to work in wood must
have found the ivory difficult to handle in the same flowing lines.
Ivory carving of this type is usually somewhat hard in treatment,
as may be seen in the beautiful but somewhat stiff panels of a
mosque door engraved in fig. 69. These, however, belong to
a much better period than those of the Kiit Bey pulpit, as may be
seen at a glance; and it is indisputable that in the time of Kait
Bey the carving had changed character for the worse. This is the
more remarkable, since the reign of this Sultan was famous for the
multitude of admirable architectural works promoted by himself,
The.stone carving of the time is perhaps unequalled in any other
period of Cairene art. Perhaps the whole energy of the carvers
was absorbed in stone work, and the softer material was
neglected. After the dominion of the Mamlikks was transferred
to the Pashas appointed from Constantinople, the art of carving
pulpit panels scems to have died out. The ordinary Turkish
mosque of Cairo has a painted mimbar, of the same shape as its
carved predecessor, but with red-ochre and green painting, of no
special character, in place of the intricate geometrical panelling of
the best period.

The Aursy, or lectern, a 'y shaped desk, on which the
Koran was placed for reading, was sometimes constructed,
like the pulpit, of geometrically arrmanged carved and inlaid
panels. An example may be seen engraved in Prisse, Pl 18,
where the fine carved kursy with open work at the top
belonged to the mosque of Barkok in the eastern cemetery.
Carved panelling of the same style 15 also sometimes employed
for the wooden casing of the tombs which occupy the founder's
chapel in'a mosque. The ordinary Muslim tomb is simply an
oblong erection of stone, with a short pillar at each end, one of
which has the representation of a turban carved upon it. Even
the graves of the greatest of Mamlik Sultans were constructed
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after this simple model. Such is the tomb of Kalaiin, the plain-
ness of which is partly concealed by the clumsy lattice screen of
heavy baluster-work which encloses the grave and the relics of
the Sultan. The tombs of Sultan Hasan, Barkiik, and indeed of
most of the sovereigns of Egypt, are of this unpretending character.
So long as there was room inside for the occupant to sit up and
say his Catechism to the examining angels, Munkar and Nekir,
the outside of the grave was of small consequence. The real tomb
of the Sultan was the mosque, with its glorious dome, which rose
above the humble stone grave. But in some instances the grave
itself was a subject for artistic treatment. The tomb of EsSilih
Ayyiib, built in 1249, is the earliest example of the carved
panel-work with which we are acquainted.® It is fifty years earlier
than Ligin's panels, described above; and evidence of prionty,
apart from the known date of erection, is presented in the sim-
plicity of the arabesque designs, as seen in the cut (fig. 43),
which is taken from a paper squeeze made under my eye
in 1883. Another mode of ornamenting a tomb, which appears
to have been usual at an earlier date still, was by a frieze of
wooden planks surrounding the oblong grave at its upper edge.
This is the method employed for the tombs of the members of the
‘Abbdsy family, buried in the chapel behind the mosque of Sitta
Nefisa. Each prave consists externally of a square stone box,
standing about four feet from the ground, and ornamented only by
a band of wood, carved with inscriptions, about six inches in width,
running round the four sides at their upper edge. The dates of these
tombs range from A.H. 640 (A.D. 1242) to A.H. 768 (A.D. 1366).1
The ornament here is simply inscriptional. But there is at least

* A very similar siyle of work is seen in the carved wooden niche from the
mansoleum of Sitta Rukeyya, which may belong to a time wvery nearly con-
temporary with Es-Silih Ayyib. This niche is now in the Arab Museum
at Cairo, and a photograph of it may be seen in the portfolio of objects in the
Musde Arabe, of which a copy is in the Art Library at South Kensington.

t E.T. Rogers Bey : Rapgport sur le lew de sipulture des Khalify Abbas-
sider, K.  (Com. Conserv. Mon. de 'Art Ambe).
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one instance of a more elaborate decoration of a frieze of this kind.
The grave of a sheykh, in one of the cemeteries which surround
Cairo, was formerly ornamented by a wooden frieze, carved not
only with inscriptions but with exceedingly soft and delicate
arabesques. One of the sides is represented in fig, 44. It is
made of some soft yet close-textured wood, which has evidently
offered little resistance to the friction of the desert sand, the effects
of which are seen in the singularly soft appearance of the surface,
which looks as though it had been intentionally rubbed with emery
paper. Each side of the frieze is made of four long parallel strips,
with intervening panels of various lengths; and the tenons by
which it was mortised to the next side are seen in the cut. The
back of the frieze is carved with a large bold arabesque design
which belongs in style to the period of Ibn-Tiiliin, or alittle later,
A Kify inscription over the door of the mausoleum indicates an
earlier interment of the year 3o4 (a.D. 916), and it is safe to
assume that the original carving belonged to this earlier grave.
Thus the frieze was carved on materials that had been
seasoned for perhaps three centuries, and this will explain the
somewhat large surfaces having escaped the effects of the sun.
The carving is unusually fine : a border of Koranic inscription at
the top is supported by an exquisite arabesque scroll-border,
and the main band of the frieze is ornamented with panels of
arabesques surrounded by inscriptions in high relief, on a ground
of arabesque scrolls. The inscriptions here are partly from the
Korin, partly benedictory to the deceased, whose name they give,
together with the date of his death, which is legible in the right-
hand bottom corner of the engraving, A.1. 613 (a.D. 1216).

Thus far we have seen no Cairo carving that traverses the law
of the Mohammadan religion against the reproduction in art of
the forms of animate creatures : arabesques, and scrolls of endless
variety, have been the staple of the ornament. These are the
characteristic features of Cairo carving. But it would be a mistake
to imagine that the prohibition against the representation of
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living things was universally observed. We shall see when
we come to discuss the early metal-work of Egypt, and also the
textile fabrics, that figures are at certain periods the rule, not the
exception. So in wood-carving, though not to the same extent,
if one may judge from existing examples, the law about figures was
not always observed. Panels carved with representations of

- FiG. 5. —FANEL OF A DOOR FROM DAMIETTA.

(Camire Sfusrume, )

birds exist in the South Kensington Museum and in the Arab
Museum at Cairo. But the most remarkable example of figure
carving in Cairo is found in the doors of the Miristin, or mosque-
hospital of the Mamlik Sultan Kalaiin, the father of En-Nasir
Mohammad, M. Prisse d'Avennes fortunately studied these
extraordinary panels when they were better preserved than they
are now, and from the squeezes he then took he was able to
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restore the designs to the almost too perfect outlines presented in
his plates (nos. 83and 84), from which the engravings, figs. 46-8,
are taken. There are eight panels altogether, of pine wood,
and each is carved with representations of the sports, amuse-
ments, and occupations of the Arab, or rather of the Persian,
for there can be no doubt that the source of these admirable
designs was the art of Mesopotamia, where the traditions of
ancient Persian and Assyrian art still survived in the metal-work
of the artists of Mdsil and other towns.

In the centre of the first panel we see on a ground of rather crude
scroll-work a centaur, winged like an Assyrian beast, and' wearing
a crown exactly resembling the tiara that is found on similar
centaur huntsmen on the figured metal-work of Mosil. .He has
stretched a bow and is discharging an arrow at a unicorn behind
him ; a corresponding unicorn paws the ground on the opposile
side. The scene is just what we find through the whole range of
Mesopotamian design, from the oldest Assyrian bas-reliefs down-
wards.

In the second panel a peacock stands in the middle, in a
geometrical figure formed of a lozenge and quatrefoil combined.
Large leaf scrolls winding round form a sort of division in the
band of figures, and the sections thus marked off are filled with
(on the left) two running servants, holding ewers and glasses, and
(on the right) a player on the square lute and a seated figure with
drinking-vessels. Simple scroll borders enclose the central bande
above and below.

In the vertical panel, which is divided into various compart-
ments by the curling lines of the scroll-work which forms the back-
ground, is a kneeling figure in the act of rising, with a slain deer
flung over his shoulders and held in position by one arm thrown
round its nmeck and the other round its hind-legs. Over this
figure two eagles are perched, breast to breast, but with beaks
averted ; and on either side of these, in exaggerated proportions,
are two long-tailed cockatoos, fronting inwards, but with heads
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averted like the eagles; over the cockatoos are a corresponding
pair of deer, each with an eagle on his back, with wings spread,
having just alighted on his prey; and, to crown the panel,is a
central representation of two combatant ducks,—their webbed
feet clearly visible—beak to beak. These upper designs are

o
-
LA NI

o4
.

T AEA
.
0

o= O~—d

-

—
— ’ - * ™
S

1 1%
§-P-d— =4 |

1% ol |

-

Hi-o-e~a-@-
. I A L, s ll'-l-"-"-l-hf-llu'ﬂ:-——._.

LY

| ‘-'-..'I',l"-. 1 "q_i’_\? I ’j‘\

®
|

3
|

-
|

a g

L 1

%

-

FIG, 45.-—LATTICR-WONK.

[Suuth Nemoingfon Muvewri.)

matched, below the cockatoos, by similarly arranged figures: to
balance the eagles and deer, a pair of winged Assyrian monsters
or centaurs, resembling that on the first panel described above,
with the same three-pointed crown ; and undemeath these, in the
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centre, to correspond with the ducks, a pair of long-eared rabbits
confronted. These figures are depicted in a spirited style that
has no parallel in Eastern carving, at least in Egypt or Syria ;
and they mark a distinct epoch in the history of Cairo art,

As has been already said, there is but one source to which
these remarkable carvings can be traced. The artists who en-
graved the hunting-scenes, the water-fowl, the drinking-bouts, of
the bowls and other vessels of bronze and brass made at Masil or
in the neighbouring cities—the artists, in short, who had inherited
the traditions of animal design from the workmen of the Sassa-
nians, the Parthians, and the Assyrians, these were the men who
inspired, if they did not actually execute the carved panels of
Kalain. The birds face to face refer no doubt to the cock-
fights which the Persians included among their favourite sports,
and the adoption of the duck instead of the cock has its explana-
tion in the name of the Sultan for whose hospital these panels
were carved ; for Kalatin was a slave from Kipchak, and his
Dame means “duck " in his native Tartar tongue. It is strange
that so admirable a style of decoration did not find wider accept-
ance among the founders and architects of mosques in Cairg.
No near parallel to these carvings of Kalaiin can bedound in any *
mosque of the period, still less in any of later date, A few pieces
carved with parrots and peacocks have been noticed, but these,
since they are separated from their original
have come from the same source as the pane
the Maristin of Kalan,

It is perhaps rash to speculate upon the causes which led to
the sudden adoption and'as sudden abandonment of 2 remarkable
and characteristic style of carving ; but in the present case there
15 some evidence that may help us to an explanation. In the
chapter on metal-work we shall have to describe a similar sequence,
of adoption and abandonment with respect to the figured style of
Masil, which closely resembles the style of Kalafin's carvings,
The chased bowis and caskets, covered with Tepresentations of

surroundings, may
Is still remaining at
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hunting and drinking scenes, beasts of the chase, and the like,
made their appearance in. Cairo about ‘he end of the first quarter
of the thirteenth century, so far as existing specimens allow
us to judge. The style was brought from Mesopotamia by
the princes of the family of Ayyib, of which Saladin was the most
celebrated member. The Ayyibis passed through the country
watered by the Tigris and Euphrates before they arrived in Syria,
or attempted to worm themselves into the sovereignty of Egypt.
Saladin and his kinsmen were the officers of the great Sultan

FIG. 5o —LATTICE-WORK.

(Sowth Krmsimgton Musrum.)

Niir-ed-din, of Aleppo and Damascus, who came of the stock of
the Beny Zenky of Masil. The Beny Zenky had been among
the earliest to adopt the novelty of a figured coinage: they
adorned their money with the saints and holy personages of the
Byzantine coinage, or with symbols taken from Persian astrology,
in place of the sternly simple inscriptions which covered the faces
of the coins of the orthodox Khalifate, These innovations were
carried into Syria by Niir-ed-din, who entertained as few prejudices
on the subject of representations of living things as the rest of
the Kurdish and Tartar princes, who now ruled the best provinces
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of the Khalifs of Baghdid. Saladin (though a very pious and
orthodox prince) brought the heretical- novelty to Cairo, where
he carved his own cognizance, an eagle,® on the wall of the Citadel
which he built on a spur of Mount Mukattam, There isa brassand
silver casket of Saladin’s grandnephew in the South Kensington
Museum, covered with figures of huntsmen, &c,, which shows that
the Ayyiiby kings of Egypt continued to patronize the art intro-
duced by their great kinsman. So, too, the earlier Mamliks found
no spiritual injury to result from the representation of men and
animals on their cups and perfume-burners, their trays and bowls.
Evidence of this will be found in the chapter on metal-work ; and
the lion, the cognizance of Beybars, the most powerful of the early
Mamlik Sultans, occurring on coins, doors, and walls, shows that
this indifference to a minor regulation of the Arabian prophet
extended to more forms of art than one. Beybars’ lions or chitahs
on his coins and bronze mosque doors, Beysary's eagles on his
perfume-burner, El-Adil's hunting-scenes on his coffret, Kalaiin’s
centaurs and drinking-bouts on his hospital doors, all point to a
general acquiescence for awhile in this flagrant disregard of what
had always been held a binding precept in Islim. But with the
reign of En-Nisir, Kalaiin's son, a new style of metal-work came
into fashion : rosettes of flowers and leaves, arabesques, and scrolls,
and the rest of the legitimate materials of the Mohammadan
artist, obtained a hold on Cairo work in all branches that was never
again lost. At precisely the same time, the figured carving, which
scemed to promise so fine a field for mosque and palace decora-
tion, was abandoned in favour of the small carved and inlaid
arabesque panels, which have already been. examined in detail,
It is not unreasonable to ascribe the change in the wood-work to
the same cause as that which operated in the metal-work ; and
this seems to have been npatural enough. The barbarous Kurds

* It may, however, be the crest of Karikfish, the eunuch, who was com-

missioned by Saladin to build the Citadel Karikish means *black bird
of prey.”
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and Tartars, who had swarmed over the lands of the Khalifate,
and entered Egypt, might for a while, by dint of sheer imperiﬂu:;
+insistance, make a form of art popular which was nevertheless
unorthodox ; but as the barbarians settled down in the cities of
the Muslims, which they did so much to beautify, they must have
gradually become assimilated to the people they governed, and
their first ignorant indifference about so vital a part of religion as
the prohibition of images of animate things must have given place
1o a proper iconoclastic feeling, or at least they must have

FiG SL—LATTICE WOKK,

{Sauik Kemsinpion Muzenm.)

learned to weigh more accurately the sentiments of the pious on the
subject. Thus the imported art of figure carving, which was the
temporary protégé of the Tartar princes, before they knew better,
gave place to the arabesque and geometrical ornament which had
long before been settled upon as most consonant with the letter
and spirit of Mohammad's precept. The figure art was foreign to
Cairo ; it was heretical ; and it was little suited to the small
panelling which was a condition of the carver's art in so hot a
climate : the large panels of Kalaiins doors have suffered severely
from the heat, and the size is against all the precautions of joinery

in hot climates. On the other hand, carved panelling, in small
K
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sizes, worked into intricate geometrical patterns, formed the
native art of Cairo, was exactly adapted to the conditions of
climate, and offended no law of God or man. It was clear
that the figure carving had no chance against so well accre-
dited a rival.

When we say that the small arabesque carving described in
detail, and illustrated by specimens from numerous pulpits, was a
native Egyptian art, we may be thought to be going too fast. The
evidence is certainly incomplete for so definite an assertion, it will
be said ; and until we know something more about early Egyptian

Fig: §2.—LATTICKE WORE.

(Semth Kemeingfon Musenun.)

carving, say in Fitimy times, it is hardly reasonable to expect a
cautious student to assent to any proposition about *native" arts in
Egypt. But I believe that the evidence for the indigenous nature
of the particular style of carving referred to is strong enough to
warrant the appellation of native art. It is to be noted that in no
other Mohammadan country do we find the same character of wood
carving except in isolated examples, which may be due to Cairene
influences. Damascus carving is absolutely different in style ; it
consists in rich flowery decorations in high relief, and not of
arabesques in small geometrical panels and comparatively low
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relief.  Persia has nothing of the kind, nor, so far as we know, has
the opposite region of Mauritania. The carved panelling of Cairo
seems to be peculiar to Egypt. This is in itself a strong argument
for an Egyptian origin of the art, But there is other evidence,
which, if at present not so complete as could be desired, still offers
a considerable preaum]:liun as to the history of the art. The finest
specimens of carved geometrical panelling are found, not in the
Mohammadan mosques, but in the Christian churches of the Copts,
in Babylon, near Old Cairo. The screens of these Coptic churches
are often one broad expanse of elaborate inlay and carving in

1 =—=LATTICE-WORK-

b Kensiugten Mysrnne,)

wood and ivory, arranged like the mosque pulpits in geometrical
panels of small size. The designs are naturally founded more or
less upon the cross, which is also inlaid very frequently in the
screens : but the character of the work is very similar to that of
mosque pulpits, and in some instances, the designs of the carving
are as nearly identical as the originality of the Cairo artist would
permit any two designs to be. A glance at the lectern engraved in
Mr. A. ]. Butler's admirable work on the Coptic churches of Egypt,®

* The Ancient Coplic Chinrcher of Egypt, 1. 60, 67

Kk 2
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will show the identity of the two, and there is every proba-
bility that the workmen who made the Coptic screens and lecterns
made also the Muslim pulpits. It is historically ascertained that
the Copts were the most skilful of the artists of Egypt, and were
employed by the Mohammadans to execute some of their mosques;
and when the excellence of the carvings in the Coptic churches
is considered, it is not unnatural to assume that this was among
the arts which the Copts lent to their Muslim masters. The
question of date is not so easily settled. It 1s of course necessary
to the absolute establishing of this view of the origin of Cairo

Fi: S —LATTICE-WORK.

[ Newik Kensington Auseum.)

panel-carving that examples of Coptic carving should be found
earlier than any in the mosques, but in this respect the
evidence is not convincing. Mr. Butler states, for example,
that the screen of the convent of Abu-s-Seyfeyn, near Cairo,
dates from A.n. g24, and the priest of the convent said that it was
nine hundred years old. But Coptic priests are bad authorities
on such a point, and the companson of style which Mr. Butler
institutes with the restoration pulpit of the mosque of Ibn-Tialin
tends to give a thirteenth instead of a tenth century date. But
there are various structural arguments which, in the opinion of
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Mr. Butler, who speaks with the highest authority on Coptic
art, prove that some of these carvings go back as far as the tenth
century at least, while the doors at El-Adra, in the Nitrian valley,
are stated to be certainly of the eighth century; and if this be
accepted, there can be no further question as to the origin of the
art of panel-carving and inlaying in Caire. The Coptic churches
are mostly earlier than the tenth century, and must have had
screens from their foundation ; and there is no reason to suppose
that the screens have been often renewed, or that it was impossible
to carve as well in the tenth century as in the thirteenth ; indeed

FIG. 55— LATTICE-WiHK.

(Sonth Kensington Musesnr.)
the fine stucco designs of 1bn-Tilin, which was built by a Coptic
architect in the ninth century, point to a skill in working plaster
ornament even then. It was, moreover, natural that the Copts, the
old inhabitants of Egypt, should have early discovered the method
of defeating the warping tendencies of their hot climate by means
of a minute subdivision into panels. Taking these various con-
siderations, it is not so rash as it seemed to assume that the art
of carving panels in the style characteristic of Coptic screens and
Muslim pulpits was native to Egypt, and was the special property

of the Copts.
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The Coptic churches also contain some examples of figure carv-
ing, somewhat resembling the hunting figures of Mosil metal-
work. A noble triforium screen in the church of St. Barbara, and
another in the church of St. Sergins (Abu-Sargah), in Old Cairo,
are decorated with warrior saints and beasts much after the model
of the horsemen of Mesopotamian art. There may of course be a
connection beétween these and Kalaiin’s panels, described above,
but it is not necessary to trace the two to the same source. There
can be no doubt of the Mesopotamian origin of Kalaiin's carvings;
but those of St. Sergius may not improbably be directly derived

FIG. 50— LATTICE-WORK.

(Firuth Kewsfugton Musenm.)

from Byzantine models, with which they show more affinity than
with the Masil style. Had these carvings been derived from the
Mesopotamian school, we shuuld expect to find a prevailing hunt-
ing character, interspersed with scenes of festivity, wine-cups, and
musical instruments ; instead of which the subjects are principally
warrior saints of the Byzantine style, and the beasts that accompany
them may be due as much to the animal decoration of the Lower
Empire as to the hunting-scenes of Persian art. The St. Barbara
carvings, however, closely resemble Masil work, and have even the
winged centaur. Itis, after all, merely a question of the immediate



WooL-IWORA. 135

source of the Coptic figure carvings, for it can hardly be doubted
that the Byzantine figures and beasts were the offspring of the
Sassanian and Assyrian style, as much as the figured metal-work
of Masil and Cairo and the carvings of Kalain. There is always
much that is hypothetical in the attempt to trace the origin of any
special art; many influences combine to form a style, and it is
contrary to experience to ascribe the whole of the elements that
go to make up a style to one source. But whatever may be the
subsidiary influences in Cairo carving, we cannot be wrong in
ascribing the development of arabesque panel-carving to Coptic
workmen, and the employment of figures to the influence of
Mesopotamian models, either dircctly, or through the medivm of
Byzantine examples.

The wood-work in the mosques of Cairo is principally of the
carved and panelled style; pulpits, lectemns, doors, are subjecis
for panel-work, inlaid and carved, in geometrical patterns;
inscriptional friezes, when of wood, are carved and generally
painted or gilt; and the casings of the tombs, when there are
any, are panelled like the pulpits. But there is another manner
of treating wood which is commonly adopted in mosques: this is
the open lattice-work which, from its most familiar application, in
the pmj.:l:l‘.ing windows of houses, is commonly known to usas
meshrebiya work. The earlier mosques show usa style of lattice
which is much less graceful than what is usually understood by
meshrebiya work. This oldest lattice consists in a frame of stout
quarterings, divided into compartments of a couple of feet square,
each of which is filled with a number of upright balusters, square
in parts and round in others. The effect of such a screen, as
seen in the enclosure of the tomb of Kalain, is clumsy and
heavy. A more usual kind of lattice is the wide open grille,
resembling the cross-bars of a prison  window, and having no
pretensions to elaboration. The ordinary graceful lattice-work
of the meshrebiyas is not common in mosques, though occasionally
the sanctuary is screened off by such a lattice, and in one of the
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Coptic churches a screen of this kind forms a cheap but graceful
substitute for the more elaborate wood and ivory carving.

It is in the houses of Cairo that this lattice-work is seen in its
greatest profusion and variety. Fig. 12 gives several excellent
examples in a single street.  The number of such streets is daily
diminishing, partly in consequence of the dread of fire, which used
to leap from window to window in the old city with frightiul

¥, ShA.—LATTICE Wik

(Soweh Kensington Museum.)
rapidity, and partly because the modern Cairenes are enamoured
of the unsightly architecture and plate-glass of Europe (which is
unhappily seen introduced in the foremost window in fig. 12).
The South Kensington Museum is peculiarly rich in examples
of fine lattice-work. The two best are from a single house in
Cairo, which was in course of destruction, after being con-
demned by the Ministry of Works as unsafe, when 1 was in Cairo,
in 1883; and I was thus enabled to purchase for the Museum
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the complete room (no. 11g93), and the meshrebiya (no. 11g4),
without violating any standing monument of Cairo art. The
lattices of these two windows are of a fine period, probably the
early part of the eighteenth century, and the small compartments
of the larger one are filled with turned lattice of a singularly
delicate character, which gives the effect almost of lace when
viewed from inside with the light shining through. One of these
panels is represented in fig. 49. There are now more than forty
different specimens of latticework in the South Kensington
Museum, and most of them present some variety in the design.
1t would not seem that there was much opportunity for variety of
effect in the mere combination of short turned bobbins of wood
in a lattice screen ; but the Cairo workmen found out an infinity
of changes that could be rung on their simple materials. The
engravings, figs. 49-58, which represent ten different styles in the
South Kensington Museum, will show how varipusly the com-
ponent parts of a lattice may be arranged. The essential feature
of the work is a series of oval turned balls connected together by
short turned links, which fit into holes in the balls. It is in the
arrangement and number of these links, of which zcoo are often
contained in the space of a square yard, that the variety of design
is effected. Sometimes the balls are supported by four links
or arms forming a cross, sometimes by six or eight, like a star;
and the distance between the balls may be extended, so as to
permit of a smaller nob at the crossing of the arms, a modification
that produces a singularly delicate and lace-like effect. Some-
times these intermediate balls are so distributed as to form a
pattern upon the ground of the wider design, as in fig. 58, where
the finer interlacing forms the outline of a lamp suspended in
the more open lattice. The lamp is the most usual design in
such interlaced meshrebiyas, but Solomon’s seal and other simple
designs are also found, and sometimes an Arabic inscription is
formed by the skilful arrangement of the lattice. An example
of interlacing cypresses may be seen in the South Kensington



138 ART OF THE SARACENS.

Museum, (no. 1471—1871,) and of a Coptic cross formed by the
lattice-work (1492—1871). The meshrebiya no. 140 {1881), has
an interlacing inscription

J"”":’QF:"‘H‘F‘}%‘.J:‘ C:!: ¢.U1L_,..a_,..=.-

“ Help is from God, and approaching victory, and give glad
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tidings to the Faithful, O Mohammad ™ The meshrebiya from the
Si. Maurice collection, (no. 8g2—1884,) shows several examples of
interlacing designs, Solomon’s seals, h anging lamps, and the hul-.
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% The chief of 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 Kafy letters, &l
u‘-""" dJ.: {_,J..a afus o “ God and his angels bless the Prophet,”
formed by pieces of thicker wood, inlaid with ivory lines.

This more elaborate style of meshrebiva work deserves special
mention. It is more particularly used for the open panels of the
balustrade of pulpits, 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 principle
of construction is the same as in ondinary lattice-work, but the
component parts are carved, and sometimes iniaid with ivory.
A fine example in the St Maurice collection is engraved in figs.
59 and 6o, in which the front 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 triangles 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 sixfoils, each set in ebony and ivory borders.
Work of this desciiption is uncommon.

Turned lattice-work may unquestionably be included among
the native arts of Cairo, though it was also made elsewhere,
According to M. Prisse, this cralt is not practised now in Cairo,
and the modern specimens come from Arabia, notably Jedda. It
is unfortunately true that very little of this work is now done in
Cairo, bat it is not wholly extinet, and in the earlier half of the
century it was stiil a considerable industry, though Lane reconls
that the work was then inferior to the old style. The Egyptian
turner sits cross-legged to his work, and uses a primitive lathe,
which he causes to revolve with a bow, employing his toes as well
as his fingers,
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Lattice meshrebivas form the principal wood-work in a Cairo
house ; but there are other uses of wood to be described. The
delicate carved and inlaid panelling which is usual in mosque
pulpits is seldom employed in houses, though probably the old
palaces of the Mamliiks, had they been preserved, would have
displayed examples of such work as rich and elaborate as any in
the mosques. The panelling generally seen in the doors of the

Fig, Gr—FANELLED DidR FRGM A COPT'S MOLSE,

[Sowdh Kenslngion Mwacwne.)

wall-cupboards (which surmount the divan in Cairo rooms, and
consist of a central cupboard with double door, surrounded by little
arched recesses for pottery and other ornaments), and also used in
the interior doors of rooms, is of a simple kind, intended more
to guard against the warping effects of the heat than to serve as
an ornament to the room. Nevertheless, the effect is sometimes very
pleasing, as in some of the doors engraved in figs. 61-4, where the
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panels are ingeniously arranged in a sort of L pattern, reminding
one of some of the designs of Saracenic metal-work, or in chevrons,
or in a hexagonal figure with a central star, or, finally, with a Coptic
cross (fig. 64), which indicates that the door in question belonged
to a Christian house.

This simple panelling of the door and wall-cupbeard, and the fine
lattice-work of the meshrebiya, constitute the most conspicuous orna-
ments in wood of the ordinary Cairo 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 of a room, and
are elaborately decorated in both mosques and houses. The coffered
ceiling of the finest class consists of, first, the beams of the roof,
which are suffered to appear in their natural position, with that
true appreciation of the principles of good decoration,in which
structural features are turned to account, instead of being hidden,
which characterized the Cairo architect. The beams are of rough
pine trunks, 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 form.
The latter is 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, when stalactites mask the transition to the
square. The beams, whether round or square, are covered with a
coating of canvas saturated with plaster, like the Italian gesso, and
decorated in colours, generally red and blue, with gold and white
to give light; and the deep hollows between the beams are
divided into small coffers and similarly coated and painted, or the
bare planks are similarly painted, with arabesques and other
designs of great beaury. All this work, Mr. Wild informs me,
is done on the ground, and only put up in its place when
finished.

The whole effect of this kind of ceiling,—with its contrasts
between the heavy beams and the delicate patterns between them,
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and the gleam of gold in relief against the deep-toned blue and
red decoration,—is exceedingly rich.

Another mode of decorating a ceiling is by nailing thin strips
of wood on the planks that constitute the roof, in a geometrical

FIG, Sr=—CHILING OoF AFPPLIGUE WOk,

(Fenih Kempington Musesuin.)
design, and covering the whole with a thin surface of plaster, on

which various arabesque and floral ornaments are then squeezed
while the material is soft, and the whole is then painted and gilt,
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The cut, fig. 67, represents a ceiling in the St. Maurice collection,
acquired by the South Kensington Museum. The design is raised by
means of strips of wood about halfan inch thick, and these strips are
gilt, with lines of red to shade the gold ; the intervening arabesques
are in plaster, gilt, with edges of red and blue. The general effect
is very hgndsome, Sometimes the ceilings are made in this 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 of wood are nailed on the planks in a geo-
metrical pattern, with a few bosses to form centres, and the whole
is tinted with red ochre. This and the preceding ceiling (fig. 67)
belonged to meshrebiyas, and the style was only employed for
ceilings of small size, where no heavy beams were required, such
as those over meshrebiyas and over the durkd‘as of small rooms.
It should be noticed that a somewhat similar style of appligué
work is used for the bases, as well as for the ceilings, of
meshrebiyas. In the illustration (fig. 12), the corbelling of
the nearest meshrebiya is covered with rosettes and stalactites, all
of which are first cut out with a chisel and fret-saw, and then nailed
on to the window. Fret-work is also used for the pendentive eave
which surmounts all good meshrebiyas.

The furniture of a Mohammadan house is so limited, that it is
not difficult to sum vp the chiel wooden objects. An ordinary
room in Cairo contains,—beside such structural wood-work as the
lattice-window and the panelled wall-cupboard, and the simple
shelf that runs round above the latter, supported by common
gallows-brackets,—nothing but divans, supported on a frame,
which is not oramented, and perhaps a little table (fursy), and a
desk for the Korin. The £ursy (which must not be confounded
with the lectern of mosques, also called Kursy) is generally of inlaid
ivory or mother-of-pearl, but some are of turned wood, asin the en-
graving fig. 66, which is from a table preserved in the Cairo Museum.
Portions of the stalactites are broken off, but the design is suffi-
ciently preserved for us to judge of the effect, which is heavy, and
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inferior to the mother-of-pearl tables with which we are more
+ familiar. The reading-desk is of the crossed-leg or camp-stool
order, and is generally inlaid with mother-of-pearl, which covers
the greater part of the surface of the table, and is fixed with
glue, The ordinary Cairo patterns are very simple, and copsist
in stars and geometrical designs; but the Syrian tableg, 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
iiorn or bituminous composition. Rarer objects are the thrones
or chairs of carved and lattice-work, used formerly for a bride's
robes. A seat of lattice-work (dibda) also stands in the entrance
of many houses for the door-keeper.

The age of the wood-work, other than carved, is not easy to
determine. The meshrebiyas, exposed to the weather, do not seem
able to last very long, and we shall be probably right in assuming
none of them to be older than the 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 mosques or 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
certainty to even that period.

FiG. 67, —CEILING OF & SEESHEERlYA

(Naweh Krurington Musenm,)



CHAPTER VI.
IVORY.

In the preceding chapter we have often had occasion to men-
tion inlaid lines of ivory set round carved wooden panels, and
even whole panels of ivory setin wooden borders (pp. 117—120).
The artists of Cairo preferred this combination of substances, and
the use of ivory alone is rare, though the Egyptizns had every
opportunity of obtaining large quantities of it through the Sidin
* trade. In the Coptic churches of Old Cairo, indeed, we find ivory
more prevailingly used than in mosques or Muslim houses. Mr.
Butler thus describes the screen of the church of Abu-s-Seyfeyn:*
“ It is a massive partition of ebony, divided into three large
panels—doorway and two side panels—which are framed in
masonry. At each side of the doorway is a square pillar
plastered and painted ; on the left is portrayed the Crucifixion,
and over it the sun shining full; en the right the Taking
Down from the 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 relief. All
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 an even richer display of chased tablets and crosses. Each

® The Ancient Copiic Churches of Egypt, vol. i, pp. 86, B7.
L
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of the side panels of the screen is one mass of superbly cut crosses
of ivory, inlaid in even lines, 50 as to form a kind of broken
trellis-work in the ebony background. The spaces between the
crosses are filled with little squares, pentagons, hexagons, and
other figures of ivory, variously designed, and chiselled with ex-
quisite skill. The order is only broken in the centre of the panel,
where a small sliding window, fourteen inches
square, is fitted ; on the : slide a single large cross
is inlaid, above and be- low which is an ivory
tablet containing an Ara- bic inseription interlaced
with scroll-work. In these ivories there is
no through-carving ; the block is first shaped
in the form required— cross, square, or the like ;
next the design is chased in high relief, retaining
the ivory ground and a raised border; and the
piece is then set in the wood-work and framed
round with mouldings of ebony, or ebony and
ivory alternately, It is difficult to give any idea
of the extraordinary rich- ness and delicacy of the
details, or the splendour of the whole effect.” .
Mr. Butler ascribes this screen, in  accordance
with the tradition of the church, to the tenth cen-
tury,and though the style of the arabesques would
lead us to infer a date later by two or three
centuries, his authorita- s, 8—camves  tive statement must not
be disregarded. g Another screen, in
the church called El- Mu'allaka, in the fortress
of Babylon, is unique of its kind. “ Above and below are narrow
panels of carved cedar and ebony, alternately, chased with rich
scroll-work and interwoven with Kuficinscriptions ; the framework
i5 also of cedar, wrought into unuosual star-like devices, and the
intervals are filled with thin plates of ivory, through which, when
the screen was in its original position, the light of the lamps
behind fell with a soft rose-coloured glow, extremely pleasing.
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There is an almost magical effect 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 characteristic of Saracenic geometrical
design, and 15 due to the combination of large and small patterns
in such a manner that different parts of the design stand out more
conspicuously at varying distances.

These Coptic sereens 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 prominent a feature in the
former is omitted in the latter, and the designs are restricted to
geometrical patterns filled in with arabesques. A fine example of
the Muslim development of the art is seen in the pair of pulpit-
doors in the South Kensington Museumn (nos. 886 and 336a, of the
St. Maurice collection), one of which is engraved in part in fig. 69.
The doors in their present modern frame-work are 6it. 7in, high,
and each leaf is 1ft. 6in. wide. The design is marked out by
wooden mounldings, and the interstices are filled with ivory tablets,
carved with delicate arabesques, no two of which are the same.
Above and below each leaf is a horizontal panel filled with ivory
scroll-work, It will be noticed, that fine as is the style of carving,
the efiect is harder than that of the best period of wood-carving in
Cairo, though these doors probably belong to the same epoch,
the fourteenth century. The stiffness is the fault, one must con-
clude, of the material, not of the artist ; for the men who chiselled
the panels of El-Miridiny and Kisin (pp. 117—120) were in all
probability the mates of those who carved the ivory panels of these
doors. The designs are also very similar, though varied with the

® The Anciens Coptic Charches of Egypt; ol i, p. 212,
L2
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marvellous ingeruity of the Saracenic artist. The softer material,
however, seems to have lent itself more readily to the expression
of these graceful outlines.

The four panels (no. 885) of the St. Maurice collection, one of
which is engraved in fig. 68, are in a similar style. The work is
of the late fourteenth or early fifteenth century type, but very well
executed, and much softer in efiect than those described above =
and the panels have this peculiarity—a sign of rather late date—
that the designs of all four are absolutely identical. Another style
of wood and ivory pulpit-door is seen in fig. 70, where small
panels of perfectly plain ivory alternate with pentagonal mosaics
of inlaid ivory and ebony tesserae. This style may be referred
roughly to the fifteenth century, but we are at present without
exact evidence as to the precise date. The beautiful panel of inlaid
ivory and ebony (fig. 71) is from a table in the Arab Museum at
Cairo, and belonged to the mosque of Umm-Sha'bin, built
in r368. 4

Ivory work, except in combination with wood, is rare in Egypt,
Two pieces, which 1 had the good fortune to secure in Cairo in 1883,
are now in the South Kensington Museum, and both are dated.
The first is a little cup, engraved with a band near the lip, con-
taining between scroll borders a verse from the Korin, Ixxvi. 5—
1995 Lalie S e Dagpls U ) “ Verily the righteous
shall drink from a cup flavoured with camphor,” describing the drink
of the blessed in Paradise ; while on the bottom we read, “ Made by
Mohammad Salih at El-Kéhira [Cairo] in the year 927,” A.D. 1521.
The second is an ink-hom (fig. 72) of the usual Eastern shape, to
hold ink in the cavity at the head, and reed pens in the handle ; and
worn in the girdle by the Egyptian scribes and learned men, who do
their writing often on the backs of their donkeys. The head is
covered with floral ornament of a late style, and the sides with
Arabic verses between scroll borders 3 and on the bottom of the
head are inscribed the words, “Made by the Seyyid Mohammad
Salih at Misr [also Cairo] in the year 1082," a.n. 1672,
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The verses are these :—
iy bl G ) g3 Y
Gl Jladl S dalow My
Fasled EL.T-—A s Le—ila
ol Ll e A i i)
* Think not the grace of the pen's my desire,
Or the Arab chiel's generosity :

For one thing only do I require,
That the point be moved from the & to the £

The meaning is, that by transferring the diacritical point of
hall (“penmanship ™ or “writing™) to the second letter, thus
dal, the word is changed to “good fortune.” The Arabic
gives the name of Hatim ZTdy, the typical Arab hero, renowned
for his prodigal hospitality and unselfish chivalry, and the subject
of numerous Eastern legends and poems.

It looks as though the art of ivory carving had remained heredi-
tary in one family, and the second Mobammad Salih were a
descendant of the first ; but the names are common enough, and the
identity may be purely accidental. These are the only specimens
of Cairo ivory vessels with detailed dates and names with which I
am acquainted. They are late, but for that reason all the more
interesting, for our Museums are particularly poor in specimens
of sixteenth and seventeenth century carvings.

The ink-horn of the shape shown in fig. 72 is usually made of
birass or copper, but some of the better sort are of silver, though
I have never seen one of this material ; and one is mentioned in
history as made of glass, but this was taken as a proof of extreme
humility. A not uncommon kind is made of plain ivory, inlaid
with little brass annulets filled with coloured ivory and brass
mosaic, in the style familiar on Shiriz muskets ; 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 laid.
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Such is the style of the Bayeux casket (illustrated in Prisse, iii.,
pl. 157), which belongs probably to the eleventh century. Figure
carving in ivory is not found in the Egyptian school of art, but it
certainly obtained in Spain, as is proved by the splendid ivory box
made for Ziyid ibn Aflah in AH. 359, A.D. g6g, now in the South
Kensington Museum, on which are various spirited representations
of figures and animals, even winged centaurs, closely resembling
the Masil decoration of metal objects. There can be little doubt
that, wherever made, this box represents the influence of Mesopo-
tamian artists, probably conveyed through the Fitimy Khalifs of
Africa to Spain and Sicily.

FIG J2.—IVONY IRK-1nmN,
(Sonih Kemstugton Mruewwm.)



FIG. TL—INLAID IVORY AXD EBONY PANEL FROM A TABLE
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CHAPTER VII.
METAL-WORK.
v. Brass and Bronse Inlay.

Saracenic metal-work, so far as we are acquainted with existing
“dated specimens, begins in Mesopotamia in the early part of the
thirteenth century of our era. That the art must, however, have
been developing for centuries before this date, possibly at other
places, is clear from the perfection 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 of metal-working, engraving, and chasing,
existed in a continuous development from very ancient times in
the region of the Tigris and Euphrates. The earliest Saracenic
bowls are decorated with hunting-scenes which remind one at once
of the favourite designs of the Assyrian bas-reliefs; the bronze gates
of Balawat, and the Sassanian cups which have come down to us,*
present many points of close resemblance to these first examples
of the Saracen artist. There was, however, a special reason for a
notable extension and development of the art in the thirteenth
century.t During the earlier ages of Mohammadan rule, though
the Khalifs were not remarkable for their piety or observance of
the laws of the Korin, a certain decent outward appearance of
conformity to the regulations of Mohammad seems to have
prevailed. Among other prohibitions, that which forbade the
representation in art of animate creatures was particularly observed.
The rulers may have cared little about such laws, but the people

® A. de Longpérier, (Evores, iy 71, 254.
1 Compare what has been said above, p. 126 T
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probably had not yet shaken off the impression of Mohammad's
puritanical teaching, and there were enough orthodox Arabs about
the court of the Khalifs to make any flagrant deviation from soch
a law as that which proscribed images dangerous in the extreme.
The coins of the period prove that this was 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,
whom the Khalifs unwisely imported for their own safety, were
followed by Turkish hordes, who founded dynasties and by degrees
abstracted the whole power of the Khalifs, the observance of the
law against images became less stringent. The Turkish immigrants
were Mohammadans, but they did not adhere to the straitest sect
of the Muslim Pharisees, and took a lemient view of the minor
regulations of Islim  We cannot be too thankful to them for
this happy indifference, for we owe the highest 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 small dynasties of Mesopotamia, who followed in
the wake of the great Seljik invasion. The large copper coins of
the Urtukis and Beny Zenky abound with figures of men, saints,
princes, and beasts, some derived from Byzantine coins, others
taken from the symbols of astrology.® Christ and the Virgin are
among the images employed by these indiscriminating coiners,
while such emblems as the two-headed eagle and the centaur-like
figure of Sagittarius show an oriental and probably Assyrian deriva-
tion. Coins of this kind begin to be common in the twelfth cen-
tury, and it is not hard to trace a connection between this sudden
appearance of imaged coins and the almost contemporary fabrica-
tion of metal bowls and cups and caskets bearing similar images
and emblems. The two-headed eagle, the signs of the zodiac, the

* 5. Lane-Poole, Caralagne of Ordental Coins in the Britivk Musesm, vol. iii. ;
Sutermational Numismata Ovientalia, vol. i, p. 2.
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images of aureoled saints or horsemen engaged in the chase, are
found alike on coins and vessels, but in much greater abundance and
variety on the latter, where the large surfaces naturally afforded
more room for their display. We cannot be far wrong in assuming
that the art of metal-working, which had for ages been character-
istic of Mesopotamia, where the needful mines were found,* after
slumbering under the Khalifs, received, like the coinage, a sudden
stimulus from the advent of the Turkish dynasties. Up to the
twelfth or thirteenth centary the arts doubtless lingered on under
the stigma of the orthodox, and it needed only the favour of the
powerful, especially of princes so fond of display and gorgeous
surroundings as the Tartar dynasts, to give a new life to the long-
restrained skill of the Mesopotamian artists, and to encourage
them to higher efforts.

‘The Mesopotamian, or, to use a shorter term, derived from its
chief seat, the Masil style is characterized by a predominant use |
of figures of men and animals. Aureoled horsemen engaged in
the various methods of 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 crupper, 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-legged on high-backed thrones, attended by pages,
and holding the forbidden wine-cup in the hand, occupy panels
or medallions ; musicians with cymbals, lute or pipe, dancers,
and other types of festivity, or the personified Signs of the Zodiac
combined with their ruling planets, vary the monotony of the
hunting-scenes ; and combats between animals, birds, and men,
are among the subjects of the engraver’s skill. In one instance
the bottom of a large bowl is covered with the spirited represen-

® Mesopotamia and the adjacent districts have been famous from remote
antigquity for copper mines, and in the present day near Miridinis a kiln where
the copper is refined which is extracted from the mine of Argana Ma‘din ; and
copper vessels are still made at Tokat, and exported to Syria and Egypt.
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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, aseventh sits at
the mast-head on the look-out, and another dives beneath, pursued
by an alligator.* Long chains of beasts of the chase, lions,
panthers, chitahs, antelopes, hounds and birds, pursue one another
in narrow borders, and bands of scroll-work or twist-pattern divide
the different zones of the omamentation, while the intervening
spaces are filled with ducks and other waterfowl. The ground
is generally covered with bold arabesques, or with a kind of hook
or key pattern, and little medallions or annulets filled with a simple
rose design serve to divide the borders into equal sections.
Arabic inscriptions, in the Naskhy character, run round the

FiG. 73-—INECRIFTION INTERWOVEN WITH FIOURES ON THE " BAFTISTERY OF ST, LOUTs."

vessels in narrow bands, sometimes (but rarely) having the tops
of the letters chased in the image of human faces or interwoven
with the legs of an upper border of beasts of the chase (fig. 73).
Occasionally 2 meaningless inscription, consisting of a few decora-
tive letters frequently repeated, takes the place of the genuine
inscription, and so far is this from being an indication of late date,
(though it is perhaps most common on late work,) that it is
found on objects which undoubtedly belong to the thirteenth
century, and occurs, for example, on a cup found buried with
the body of Bertrand de Malzand, Abbot of 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 from a boat,
exactly as on this bowl, t A. de Longpérier, Eweres, i. 350,
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so common at a slightly later period on the bottom of drinking
vessels and other utensils intended to hold liquids, do not
occur on the early Masil work.

But the main characteristic of Masil and all early Saracenic
metal-work is the lavish use of silver inlay. Gold does not
appear to have been employed by the Masil artists, but in
silver they were prodigal. Every part of the design was covered
with plates of the precious metal, and the intervening spaces,
amounting to little more than narrow lines, were generally filled
with a black bituminous composition which concealed the copper
or brass, and set off the brilliancy of the silver designs. The
silver inlay is as nearly as possible let in to the level of the
brass base, and is secured by no pins or solder. The delicate
hold obtained by the process employed has unfortunately in
most instances permitted the greater part of the inlay to escape
in the course of wear, and we are thus enabled to observe
accurately the method of inlaying adopted by the Saracen
workmen. This consisted, in all 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 thus excavated, and
burnishing the rebated edges over the inlaid plaque.® In the

* This mli{mg, or rather the precions metal thus inlaid, is termed in
Arabic &yt Al =if (2nd conj.) means to plate or cover with a leal of
metal. We read in El-Makrizy of 2adlly oadll =G -\, * Copper, plated
with gold and silvery” el =i dul olE, * Brass, plated with silver ;" and
clsewhere of wallly i sy, ¥ Steel, plated with gold ;" and saddles, bridles,
and precious stones, =k, ** plated ™ with, or set in, gold and silver, .l
(from ) means *incrustation,” “inlaying ;" and (e practically the same
a5 i, only it does not necessarily imply metal-plates.  El-Makrizy writes—
mh.,ﬁ..uia.._,.'-ﬁuih\uﬁhrmﬂ-ﬂ,whkh shows that ].1- is applied
o inlnid metal-work as well as =i, But it is also used for inlaid fvory and
wood ¢ & g sy £l I.'.I... wti, * Wood, inlaid with ivory and ebony,"”
waally ri. e He made a box of ebony inlaid with mother-of-
pewrl”  See ElLMakrizy, #ist. des Mandowks, (Quatremére,) i, i 114, wote.
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case of large surfaces, in order to get a better hold, the edges
were mot 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 of very
narrow lines, where there was hardly room for undercutting, a
series of notches were punched along the line with an oblong-
headed instrument, and the inlay beaten or pressed with agate or
jade into the holes, which served to hdld the thin thread.
The earliest work is never treated in the mode which became
common in Venetian and later inlay, by the process of stippling
the whole of a large surface with little 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, and has been restored by a later hand. The only
approach to stippling in early work is the punching oblong (not
triangular) notches in inlaying thin threads of silver or gold.

M. Lavoix, in an interesting paper on * Les Azziministes” *
distinguishes three methods of inlaying ; (1) inerustation, where a
thread of gold is inserted in an under-cut groove ; (2) plating, where
a plate of metal is enclosed between slightly raised walls, which, he
says, is the Damascus manner ; and (3) where the workman runs
a sort of spur-tool rapidly over the surface to be inlaid, so as to
make a series of notches, and then presses on the thin leaf of
metal.t The last method, he adds, is that chiefly in vogue in
Persia, or AZAjam, to give the country its Arabic name, whence
the art came to be known in Europe as Ala gemina, Algeminia,

* Gacette der Beavx-Arts, xii. 63—74.

T With regard to these distinctions, I must say that the first, which is real
Damascening, is the only method employed on early Saracenic work, and it is
used alike for large surfaces and small ; but sef for mere threads, which are,
I helieve, generally fixed by the punched mode described above. Raised walls,
mentianed in M. Lavoix's second method, are not known to early Saracenic art,
and certainly do mot apply to Damascus work : they only came in when the
Vienetian style of cutting away the whole surface except the pattern became the
vogue, The third method is the late and bad one.
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Al Azzimina, and the inlayers took the name of Algeming, or
Aszsimina. The Comte de Rochechouart® describes the three pro-
cesses of damascening or inlaying still employed in Persia. He
distinguishes the processes as follows : (1) Zarkhonden, 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
surfaceis chased. (2) Zarmichanest, damascening in the flat, where
the same process is used, but the gold is pressed in with a piece of
jade, and all that projects is burnished off. (3) Zarkouft, 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 tool, and the gold leai, which is used very thin, is
pressed on with jade, and then exposed to the fire till it sweats,
after which it is again burnished with jade, and the process is
repeated until the incrustation is firmly fixed. The last process
is very cheap, as little gold is used. It is evident that in this last
process (which preserves only the name of the old Keft work), we
have an inferior development of the stippling process employed
by the Oriental artists of Venice, and by the late repairers of
Masil work. The difference is, that instead of using an 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 modemn Persian method depends wholly on the stippling
and the heating, and is not inlay at all, but a cheap imitation.
Another process, mentioned by Sir Digby Wyatt {(in Waring’s
Art Treasures, 1857), is described as consisting in punching little
holes round the outline of the surface to be covered, and burnish-
ing down the silver till it is forced into the holes and thus held ;
but I cannot recall any example of this process among the Sara-
cenic objects I have examined.

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

* Sawventirs un Vavage en Perse, 1867, pp. 236—q,
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the edges had been under-cut, and the silver plates burnished
into the recesses thus prepared, the work of the Mosil artist was
only half done. He had next to chase the surface of each
plate with details which could not be represented in the
outline. The faces and dress of the horsemen and princes, the
fur of the beasts, the feathers of every bird, and countless other
details, had to be slowly and minutely engraved on the surface
of each little plate of silver, till the extraordinarily delicate and
finished effect which is characteristic of true Saracenic work bad
been attained, There were no half-measures, no scamped work,
with the Saracen artists ; every part of the inlay, if only the size
of a pea, if it represénted anything but the smooth face of an
Arabic letter, must be chased ; and these old-fashioned workmen
had not yet learned the economical practice of modern artisans,
who neglect whatever part is not likely to be seen, but took as
much pains with the portions of their work that were not to be
seen as with those that were meant to be always visible. Mah-
mid the Kurd, a Saracen artist of Venice, carried this principle
of honest work so far, that when he made use of the stippling
process to retain his silver plates in their places, he traced his
stipples in a graceful scroll-pattern, although he knew that they
would immediately be concealed by the silver they were designed
to hold. If the silver had not accidentally been worn off, we
should never have suspected the true artist’s spirit hidden be-
neath.

_ What has been said about the processes of inlaying and chasing
applies to the whole of the best period of Saracenic art in the
East, to the Syrian and Mamlik styles, as well as to the Masil
work, but the predominance in 14th century Mamlik work of
large inscriptions, which need no chasing, instead of the multi-
tudinous figures of the Masil artist, renders the later work slightly
less elaborate, though even here the prevalence of ducks and
birds in the ground-decoration demands prodigious labour in
chasing. -
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Between the Masil work and the commoner Mamlik style, 1
have distinguished a class to which I have ventured to give the
name of Syrian. It combines some of the characteristics of the
earliest Masil style with others that belong to the succeeding art
of the Mamliks. Thus it shows on some examples the usual
Msil decoration of figures, while it presents numerous examples
of the confronted birds, or fighting cocks, and groups of four or
six ducks or other fowl arranged in a circle with their heads
together, and also the rosette of flowers and leaves which remind
one of Damascus titles,—all of which are typical of the later work
of the Mamliks. One special omament is to be noticed in this
class: this is a medallion filled with a sort of key omament,
consisting of a number of Z's arranged in a circle, and inlaid with
gold wire, These little medallions occur in large numbers all
over the writing-boxes, which appear to have been the special
product of this school of metal-work, and they seldom recur in
similar abundance at any other period. The reasons which lead
me to regard this class as the fabric of some Syrian city, probably
Damascus or Aleppo, are these:—the style is certainly dis-
tinct from both that of Masil and the later art of Cairo; gold
inlay is historically known to have been a favourite decoration
with the Damascus artists, of whom, according to M. Lavoix,
there was a distinct school;® the rosettes of flowers and
leaves have a decidedly Damascus look; the only name, or
rather title, that can with probability be identified on the
objects classed under this division, appears to refer to a prince
of Aleppo, whose slave or Mamlitk made the writing-box described
on p. 185,

The third, or Mamliik, class is at once the most numerous and
best identified by inscriptions. The greater number of examples

® ] have seen,” says Nisir-i-Khusran, in the 11th centary, * copper howls
of Damascas containing each 30 menn of water ; they shine like gold. They
tell me that a woman owns 5000 of them, and lets them cat daily for a dirhem
a month."”
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belong to the time of the Sultin En-Nisir Mohammad ibn
Kalatin and his many and wealthy courtiers, the Nisiry Mamliks,

FiG. 75 ~—PANEL OF TADLE OF EX-NAEIR, BON oF KALAM.

(Carre Musesm.)

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
Kalinn's reign, employed the art of Mosil for his perfume-
burner. Kalioin, again, to judge by his carved doors in the
Miristin, preferred the Masil style of figure-work, which still
probably held the market as the best of its kind. It is, there-
fore, not unreasonable to place the beginning of what 1 have
called the Mamliik style at the accession of En-Niisir Mohammad,
who reigned from A.H. 693 to 741 (A.D. 1293 to 1341). From
this time onwards, at least until the conquest of Egypt by the
Othminly Turks, the Sultins and Amirs of Egypt delighted to
surround themselves with exquisitely chased and inlaid vessels
and furniture. ‘The Museum at Cairo contains two inlaid tables
(figs. 74 and 75), one of which bears the name and titles of the
Sultan En-Nisir ibn Kalatn, in brass filigree work, inlaid with silver
medallions, panels of flowers, and geometrical designs, and Naskhy
and Kafy inscriptions. These tables were used to support such
a tray as the splendid specimen preserved in the South Kensington
Museum, described at p. 192, on which the Sultin’s repasts, and
the wine service that followed, were spread in the usual Eastern
manner. . The doors of the mosques of this period were covered,
not with the rough but effective plaques of cazs# bronze, which
we see on the doors of Beybars. (figs. 83-6) in the thirteenth cen-
tury, but with aef 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 of the mosques, made of
repoussé bronze in an arabesque design and covered with chasing,
or of iron filigree work (fig. 78), with zones of shining copper,
Bright as red gold. Korans were enclosed in gold cases adorned
with precious stones,* The utensils of the royal and aristocratic
palaces were of inlaid brass and bronze; large bowls or tanks,
small cups and trays, censers, candlesticks of ungainly form but

® El-Makrizy, Mamlonks, ii. 246,
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beautiful workmanship, ewers, caskets, writing-boxes, all were
covered with silver ornament, arabesques, flowers, inscriptions,
and geometrical designs, with, not seldom, the heraldic badges of
their owner. . The specimens described below range from the
beginning of the fourteenth to the end of the fifteenth century,
when the art of inlaying was already on the wane; but an
examination of the numerous collections, public and private,
of Europe would doubtless carry the history of the art to a
somewhat later date. In the present day the Cairo workmen
engrave brass trays and vessels of comsiderable merit, and
if they do not now produce to any appreciable extent the in-
laid work of their ancestors it is probably because it is too
costly for most purchasers, and is neglected by the modemn
Pasha.

There can be no doubt that most of this Mamlok work was
made at Cairo. Although the figured work of Masil, taking a new
start in the 12th and 13th centuries, seems to have at first dominated
the artists of the Mohammadan East, and to have influenced
schools of design far from its centre, there is no question that
inlaid metal-work existed in Egypt before the r3th century.
The inventory of the palace of the Fatimy Khalif El-Mustansir,
in the 11th century, contains numerous l:mrIIes of inlaid metal-
work,—gold plates enamelled in colours ; writing-boxes in gold
and silver; great vats for washing clothes, standing on three
legs, representing animals ; mirrors inlaid with gold and silver
in borders of precious stones; quantities of vessels adormed
with chased gold; six thousand gold narcissus vases; and
even rtow-galleys coated with gold plates. Nasiri-Khusrau,
who saw this Khalif holding a state reception, says his throne
was covered with gold, on which were depicted scenes of the
chase, huntsmen and dogs, and inscriptions; the balustrade
was of gold trellis-work of a beauty defying description, and
the steps behind the throne were of silver.®

* Sefer Namek, 158,

The same
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observer tells us of a magnificent silver chandelier placed in
the mosque of ‘Amr by the Khalif El-Hikim, which was so
large that they had to break down the door to get it into the
mosque.®

Fatimy work spread to Sicily, where we find very early and
singularly perfect metalwork made by Mohammadans. The
Bayeaux ivory casket (Prisse, iii., pl. 157), with its finely chased
silver plates, has an unmistakable Fitimy inscription in combina-
tion with confronted birds, peacocks beak to beak, parrots, and
other Masil characteristics. The ivory box of Ziyad ibn Aflah,
in the South Kensington Museum, with the date 359 (A.D. 971),
is probably due to Fitimy workmen. The crystal vase preserved
in the treasure of St. Mark at Venice bears the name of El-*Aziz,
a Fitimy Khalif of the last quarter of the tenth century,and is
closely similar to another crystal vase of St. Denis, now in the
Louvre, which bears inscriptions of the same character as those
on the Niimberg mantle, which was made at Palermo in 1133
under the rule of Roger.t These crystal vases, of which examples
with the name of El-‘Aziz are mentioned by El-Makrizy, and
the embroidered silks, show a power of design and execution
which implies similar proficiency in metal-work. In fine, there
is no doubt that the artists of Egypt under the Fitimis were
skilled to a degree that found no parallel in the handicrafts of
Europe. The art may have succumbed for a while to the influence
of the Masil school, which would naturally be imported by rulers
like Saladin and his successors, who came from the very region
of the Mosil silversmiths; and the Fatimy work may have owed
much of its perfection to the teaching of Mesopotamian artists of a
date earlier than any existing specimens; | but it is impossible to

® Sefer Mameh, 149 ; El-Makrizy, Mamlauks, i, 250,

%+ A.de Longpérier, Envres, i. 4335

t+ We know that Basra painters were brought to Egypt in Fatimy times.
El-Makrizy tells us that the * Mosque of the Karifa,” erected by Taghrid
Darzin, the wife of El-Mu‘izz, was built by a Persian architect, El-Hasan El-
Firisy, and resembled the Azhar. Its chief gate was cased with fron, and

Moz
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overlook the existence of an ancient skill in arts of all kinds in
Egypt itseli, and to ascribe much of the merits of the Mamlik
work to the traditions of the Fatimis. The derivation is the
more likely, inasmuch as the Mamlik work betrays more of
the arabesque and floral influence of the Egyptian school, as we
see it displayed in the older mosques of Cairo, than that of the
figure orament of Masil. The ducks of the Mesopotamian
swamps indeed survive and are emphasized, in deference, as 1
believe, to the name of the founder of En-Nisir's dynasty, Kalain
(the * duck ") ; but the general character of the Mamlik style is
certainly different from that of Masil, and partakes of the general
Saracenic character of arabesque and geometrical design, which
was no doubt inherited from the earlier rulers of Egypt, and
was probably to a large extent fostered by skilful artists among
the Copts.

It is unfortunate that so few examples of Coptic art can be
ascribed with certainty to fixed dates; for the establishment of
the existence of an early Coptic school of art, derived from
Byzantium, would explain much that is obscure in the history
of Egyptian art. From what Mr. Butler has been able to bring
together in his valuable work on the Coptic Churches of Egypt,
it seems clear that, however deeply the Saracens were indebted to
the Copts for their designs and methods in wood and ivory carving
and inlay, they did not draw their metal-work from the same source,

fourteen square brick gates led into the sanctuary: before each of them was
an arch resting on two marble columns, in three parts, blue, red, and green,
and other colours. The eeilings were decorated in varions coloars &y k-
ween from Barea, and the Beny Mufallim, the masters of El-Kettamy and
En-Nizik. Opposite the seventh doorway was an arch on the two sides
whereol were painted fountains with steps, which looked real. Painters
uzed to come to see it, but conld not imitate it. Two rival painters, El-Kasir
and Jbn-*Aziz (of *Irik), were pitted one against the other by the Vizr
El-Yisfiry; the first painted a picture of a dancing-girl in white robes on
& black blind arch, as though she were inside it, and the second a similar

girl in crimson robes on a yellow ground, as though she were standing out of
the arch.



FIG, 77.—BASE OF CHANDELIER OF SULTAN EL-GHORY.
id

Beginning of Sixteenth Century. (Cairo Museum.)
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Coptic metal-work shows no trace of affinity to the Saracenic bowls,
trays, and censers described in the present chapter. The lamps,
crosses, textus cases, and flabella of the Copts are more nearly related
to European and Byzantine models than to contemporary Saracenic
work. Yet the remark made above, that Coptic influence is
traceable even in this art, holds good ; since it is not uncommon
to find one art suggesting ideas to another, and the Coptic designs
in wood and ivory may have helped to form the Mamlik style in
brass and silver.

But it may be asked, especially when the prevalence of what I
have described as a Damascus-looking rosette on Mamlik work is
considered, whether the metal-work of the Mamliiks was not manu-
factured at their second capital, Damascus, rather than at Cairo, and
whether the old Fatimy art had not become extinet, to be succeeded
by a Damascus school taking up new ground? There is no reason
for supposing that the artists of Damascus stopped with the style
dsseribed under my second class—if indeed that be really Syrian ;
doubtless they continued to execute equally fine specimens, and
some of the objects bearing Mamluk names may have been made
at Damascus. But it should be noted that there is practically no
metal-work of any merit at Damascus now, while the Cairo work-
men are still skilful ; and further, I can quote a passage from
El-Makrizy which mentions a flourishing school of metal artists
under the Mamliiks at Cairo.

“Sik El-Keftiyin (‘market of the inlayers’). This market
. ..contains a number of shops for the making of A2/, which is
inlaying copper vessels with silver and gold. There was a great
sale for this kind of work in the houses of Misr [Fustat], and the
people had a keen relish for inlaid copper. We have seen it in
such quantities that it could not be counted, and there was hardly
a house in Cairo or Misc which had not many pieces of inlaid
copper. The equipment (3;3%) of a wedding was not complete
without a dikke (or stand) of inlaid copper. The dikka means a
thing like a divan-frame, made of wood inlaid with ivory and
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ebony, or painted. Upon the dikka were set cups of yellow
copper [brass] inlaid with silver, and the set consisted of seven
pieces, some smaller than others, the largest holding about an
ardebb of wheat, The length of the [bands of] silver inlay,
on those of the larger size, was about a third of a cubit, and
the breadth two fingers,  And similar to this was a set of plates,
in number seven, one fitting into the other, the largest reaching
to about two cubits and more. And besides that [inlaid work
was used for| lanterns, and lamps, and vessels for L%, and
basins, and ewers, and perfume bumers. The price of a dikka
of inlaid copper thus mounted up to 2oo dinirs of gold. If
the bride were of the daughters of the Amirs and the Wezirs
and the chief secretaries and the chiefs of the merchants, the
outfit of the marriage included seven dikkas, one of silver,
another of inlaid copper, another of white copper, another of
painted wood, another of china, another of crystal, another of
kedahy—and this is of pieces of painted sheets [papier-maché?]
brought from China: we have seen very many in the houses, but
the art is now lacking in Misr.” *

El-Makrizy goes on to describe the dikka of the Kady ‘Ali-
ed-din, Muhtesib (or inspector of the markets) of Cairo, who
married a daughter of the merchants, named Sitt El-'Amdim
(*Lady of the Turbans™), of which the metal alone con-
sisted of a hundred thousand pure silver pieces; and then
mentions the wedding of a daughter of Sultan Hasan with
an Amir of Sultin Sha'bin, and describes the fine trousseau
she had, including a dikka, or service, of crystal, with a erystal
bucket engraved with representations of wild beasts and birds, big
enough to hold the contents of a water-skin. He concludes the
section with the remark that * the demand for this inlaid copper-
work has fallen off in our times, and since many years the people
have turned away from purchasing what was to be sold of it, so that

* Akitet (Bilik ed.), i, 105,
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but a2 small remnant of the workers of inlay survive in this
market." ®

The passage above quoted from El-Makrizy establishes beyond
doubt the fact that there was a school of inlayers and metal-
workers at Cairo which survived, though in diminished numbers
and prosperity, to his own day, i.¢ about the year 1420 ; and the
bowl (fig. 89) described below p. 198, with the name of Eiit Bey,
fifty years later, mast, if it is of Cairo workmanship, as I believe,
have been made by the remnant the historian describes as still
occupying the 5k El-Keftiyin.

The general characteristics of the class which I have termed
Mamlik work are easily recognizable. The Arabic inscriptions
are large and bold, and often, in the case of trays or other flat
surfaces, radiating ; small inscriptions containing the name or
title of the Sultin on a fess, or perhaps a coat-of-arms, are
enclosed in a medallion surrounded by a belt of flowers and
leaves of the kind familiar on Damascus tiles ; the ground s
freely sprinkled with ducks and other fowl, and the bottom
inside the bowls is generally ornamented with a shoal of fish,
suggestive of the purposes for which the vessel was intended ;
the borders, generally of arabesque or flower scrolls, but some-
times of beasts pursuing each other, are broken by little whorls,

* ® When El-Makrizy speaks of white and yellow copper, he means of course
brass or bronze. The greater number of the inlaid objects 1 have seen are of
brass, and not of copper ; though of course the word En-Vakis may be taken
to inclade ** yellow copper™ (or brass) as well as pure red copper. In the
South Kensington collection, which has had the advantage of the chemical
tests of Dr. Hodgkinson (F.R.5.E., Professor at the Royal Military Academy,
Woolwich, and of the Royal College of Chemistry), there are 20 brass objects
to 8 of bronze, while what copper there is has a coating of an alloy of lead
and antimony, which pives a grey appeamnce to the bowls thus treated.
Some of the bronzes are zmine bronees, # ¢ contain zinc as well as tin, but
as o rule they contain a large propurtion of tin.

+ There is no “ market of the inlayers ™ in Cairo now ; but workmen may
still be found who can inlay copper with silver aflter a somewhat rude fashion,
using a simple graver, and beating silver wire into the excavated design.
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typical of the style, and there are no figures, except when
the bowl or other vessel is intended for magical or astrological
purposes. The style is very distinct, and once seen can never be
mistaken.

There remains one more important branch of the history of
Saracenic metal-work which must not be passed over, although it
does not belong to our special subject of Egyptian Art. This
branch is the Saracenic art of Italy, and notably Venice. It
stands to reason that the exquisite workmanship of the chased
vases and bowls of the Saracens must have soon found its market
in Europe, and there is plenty of evidence that even before the
Crusades the monasteries of the West had learned to prize
chalices made by the infidels. A strong impetus must have been
afforded by the Mohammadan proclivities of Frederic 11I., and
his extensive employment of Saracen mercenaries in his campaigns
against Gregory IX. These foreign troops were settled in various
cities of Italy, where they left their traces in the names as well as
in the blood and civilization of the places they inhabited. Thus
Lucera came to be called Nocera delli pagani; thus Pisa, which was
occupied by Saracen troops for the greater part of the thirteenth
century, had its Oriental quarter, known as the *Kinsica,” and
even in the preceding century the poet Donizo had lamented the
city being “ delivered over to Moors, Indians, and Turks ;" thus,
too, there was a “ Via Sarracena " at Ferrara. Saracenic artists
lived at Genoa and Florence, and no doubt taught their art to the
native workmen. Cellini says he copied Orental poniards and
improved upon them. Before the Crusades, Amalfi was the port
whence pilgrims started for the Holy Land, and it was frequented
by merchants from Egypt and the East. Here was opportunity
enongh for the introduction of Saracenic art into Europe. But
beyond all these lesser entrances, Venice was the chief port
for Eastern wares, Venice had her colonies in the corits of the
Levant, in Turkey, Greece, and Palestine ; Venice had treaty
rights in Egypt and Syria; Venice welcomed the merchants of



FIG. :l‘}.—l.'\"- ER OF SHERHET BOWL.
Made by Mahmud El-Kurdy at Venice. Sixtesnth Century
gton Musewum.)
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the East with equal privileges, and assigned them the old palace
of the Dukes of Ferrara for their habitation; and at Venice the
name of the *Fondaco dei Turchi” still survives.®

This almost Oriental city was the centre of Saracenic metal-work
in Italy. Numerous salvers, cups, censers, and other articles, bear
the unmistakable stamp of Venetian handicraft. The first and most
salient distinction of this European branch of Saracenic work is
in the form ; the somewhat crude outlines of the true Saracenic
bowls and candlesticks give place to more graceful and
obviously Western shapes. In the decoration considerable
alterations are made. In place of ghe inscriptional medallions or
simple Mamliik shields, European coats-of-arms are introduced ;
and the general treatment of the decoration is different. The
arabesques remain, but they are more elaborate, and at the same
time more mechanical. Silver inlay is sparingly used, and in
many instances is entirely wanting ; and the design is brought
out, not by the contrast of metals, but by relief; the pattern
being raised, and the surrounding ground cut away to a lower
level. When there is inlay, it is generally in thin lines, secured
between slightly raised and serrated edges, and further held by
stippling the surface beneath the plate with little notches ; but
even then the design is in relief, The artists who produced this
extremely delicate and beautiful work were at first and probably
for some time Easterns. The most famous name we meet with
on the sherbet-bowls and trays of Venice is that of Mahmid
El-Kurdy, who must have come from the Kurd country in the
neighbourhood of the Euphrates, and was thus an heir to the
traditions of the Mesopotamian metal-workers. The number
of these Venetian and Italian specimens in the British Museum
is considerable, and the series has been instructively arranged,
s0 that one can trace the gradueal transition from the Mamlik
style through the Venetian school to the other still semi-
oriental salvers of mediaeval Europe. The South Kensington
® Sece M. Lavoix, Ler Assiminister, ubd supr., for these and other indications.
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Museum has also a few fine examples of the Venetian style
of metal-work, including a specimen of Mahmiid El-Kurdy's
skill which is engraved in fig. 79. Presently the native Italian
workmen toock up the art, calling themselves Azzimini—
workers, all’Agemina, “in the Persian style"—as did Paunlus
Ageminius, who made the vase described by M. Lavoix, and
Giorgio Ghisi Azzimina of Mantua, a great name among them:
but in their hands the art changed character, and we have to go
to the East again to see what remains of Saracenic art in the
well-chased brass trays of Cairo, the floral decoration of Persian
narghilas, and the rude arabegque bowls of Syria and Tokit.

- I now proceed to describe some typical examples of Saracenic
metal-work in our English Museums.

I. MisiL-WORK.

1. EWER.—Brass inlaid with sifver. Made by Shugi’ ibn
Hanfar, at Mdsil, in An. 629 (A.D. 1232).

On a ground of key-pattemn, zones of scenes of the chase and
festivity, benedictory inscriptions, and the date (at the junction
of the neck) alll o5 (3  Josell iia ol thg-& i
Josl Dleluy Boptes pd A (S oy g Sl
* Engraved by Shugd’ ibn Hanfar of Masil, in the blessed month
of God, the month Regeb, in the year G629, at Mosil.” The
figures are arranged in four zones, two of which comprise each
ten seated figures, enclosed in quatrefoils, playing musical instru-
ments, drinking from cups, &c.; while the other two zones
.are adorned with large mounted figures, to wit:—Upper large
zone: 1. Horsemen with chitah on rump; 2. Figure seated on
throne holding cup and attended by two squires; 3. Horseman
with hawk on wrist, rabbit before horse, dog beneath ;
4. Archer, bending one knee, shooting ducks; 5 Two men
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fighting together with swords and round shields ; 6. Horseman
with beast on rump, a dog beneath; 7. Figure seated on throne,
with two attendants, bird above ; 8. Horseman spearing lion
beneath horse’s head; g and 10 were occupied by handle and spout
(the latter missing). Lower large zone :—r1. Man and woman in
howdah on camel's back, and man leading ; 2. Archer drawing
bow, and woman in pillion, on a camel i 3- Two seated figures,
one playing harp, the other pipe; 4. Horseman with sword and
round shield combatting foot man similarly armed ; 5. Seated
figure, with jug held by servant ; 6. Two women playing lute and
cymbals ; 7. Horseman, with uplifted arms, launching leopard or
chitah from the crupper in pursuit of a deer; 8. Two women, with
bottle, bowls, and fan ; 9. Horseman shooting arrow down throat
of boar; 1o. Seated king, wearing turban, receiving homage of a
man who prostrates himself before throne and kisses king's hand ;
a woman stands behind. Suns (with human faces) divide the ten
figures of the lower zone, and floral medallions those of the upper
zone. Between the two is a frieze of hunting-scenes broken by
octagons of key-pattern : men and beasts and birds contending in
fantastic attitudes, [Brit. Mus., Blacas, Coll. Reinaud, ii. 423.]

2. CeNseR.—Brass inlaid with silver. Dated .. 641
(A.D. 1243).

Shape, a cylinder on three feet; with a dome-shaped upper
part, hinged to open and shut, and perforated in a zone round
middle. The upper part is divided into four zones, Beginning
at the button at top, the first zone contains an Arabic inscrip-
tion: — Slally 25 alls QE-'}]_,:..;--_.JI b o Ul
Aleiuy emyly ol iy o Jok Slal “Within me is hell.
fire; but without float sweetest odours: it was made in the
year G41."

The second zone is composed of a three-strand plait-pattern.
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The third zone, pierced with small holes, is covered with
arabesques, except four medallions which are filled with the

teristic key-pattern oo c.
charac keyipa P&?/zf?; &

The fourth zone has the same plait-pattern as the second.

The lower part is ornamented with three medallions (one
reserved for a handle, which is missing) of key-pattern, with scroll
border ; and three arabesque quatrefoils, each surrounded by four
stars; on a ground of key-pattern; and a benedictory Arabic
inscription between the medallions and quatrefoils. - The feet are
engraved with arabesques,

The bottom is of a later date, and is onamented with an inter-
lacing geometrical design in five star centres round central star.
On the rim of the original bottom are traces of illegible inscription.

[B. M., Henderson, 678].

This is not a typical example of Masil-work ; but its early date
procures it the second place, and the key-pattern is characteristic,
and will be found repeated on later specimens of unmistakably
Mosil fabric. With regard to the material, I should state that
without chemical tests it is often impossible to be sure whether
the alloy contains tin or zinc, whether, in other words, it is bronze
orbrass. The colour is a very unsafe guide, as 1 have proved
during a series of chemical assays of the South Kensington col-
lection performed by Professor Hodgkinson.

3. Box.—Brass inlaid with silrer. Made for Bedred-din
Lulu, Prince of Masil, who reigned am. 631—657
(A.D. 1233—1250.)

Shape, cylindrical, with a hinged Lid and hasp; edge of lid
bevelled. ¢
On the bevel of the lid is an Arabic inscription :—

s3aiedl S A3all S Jlall el AU (5) SLGT GYal o

el peal oles 5’;-‘ L‘HM‘} Lo FES Lf')"” it w11



FlG, Bo.— CASKET OF EL-*ADIL, GRAND=-XEFHEW OF SALADIN.
Thirteenth Century. (South Kensington Museum.)
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“Glory to our lord, the merciful king, wise, just, God-aided,
trinmphant, victorious, fighting for the Faith, warden of Islam,
Full-moon of state and church, Lulu [Pearl], sword-blade of the
Prince of the Faithful.”

Round of the edge of the lid, a plait-border

On the surface of the lid, a shoal of fish, interlaced, within
quatrefoil, surrounded by a key-pattern, within seroll-border.

Round the lower part, in quatrefoil panels, four aurcoled
seated figures holding wine-cups, &c., alternating with four bold
arabesques ; these eight panels separated by other panels, enclos-
ing a rosette of annulets, and beasts of the chase and water-fowl ;
ground of key-pattern ; a fine arabesque border above and beneath.

[B. M., Henderson, 674.]

Here we have a vessel made for a well-known Atibek of Msil,
presenting the key-pattern, plait-border, medallions, quatrefoils,
&ec., already noticed in No. 1, but with the addition of the aureoled
figures, beasts of the chase, water-fowl, and fish, which now become
characteristic of thirteenth century work. If the hunting and
hunted animals are typical of the Assyrian and Sassanian source
of the art, the fish and water-fowl are no less natural in the
swamps of Mesopotamia.

4. Box.—Brass énlaid with silver. Made for the Ayyiby
Sultan EI'Adil Abo-Bekr IL (a.D. 1238-40) grand-nephew
of Saladin. Fig. Bo.

Cylindrical, the edge of the cover bevelled and engraved with
an Arabic inseription :—aalil Jaladl 2L Olaldl BNeo! &
Clly Wl G byl aslangll jeailll S Jugedl aptall
el 0y 59 @) O deme O S 2 “Glory to our lord
the Sultin, the king, just, virtuous, devout, God-aided, triumphant,
victorious, fighter for the Faith, warden of Islam, Sword of state
and church, Abii-Bekr son of Mohammad son of Abii-Bekr son
of Ayyib.”
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Thesides are covered with six aureoled figures :—r1. Horseman,
hawk on wrist, dog below; 2. Man spearing beast; 3. Horse-
man spearing beast on crupper ; 4. Man spearing beast; 5. As1;
6. Man slaying beast with sword.

On the cover, diaper of hexagrams enclosing six seated tu:hnn:d
figures of the planets round central sun, within a zone of the Signs
of the Zodiac. Seroll border beneath bevel. Prevailing ornaments,

scrolls and \ﬁ% :

An inscription on the bottom }._J,:.'L:H olilse llall guys, “ Made
for the Tisht-Khinih of El"Adil,” refers to the magazine or
store-room, where the dresses and utensils, &c., of the Sultan were
kept, and the clothes washed. Itwas martdged by a superintendent
{ y5¢) and a number of servants ( ;laill).*

H. 4} in., diam. 4} in. [S. K. M., 8508—1363.]

5. PERFUME-BURNER.—Brass infaid with sifver. Made for the
Amir Beysary, a Turkish Mamlik of Egypt. Circ. A.H. 670
(a.p. xa7r). Fig. 81.

Globular : in two hemispheres, pierced with small holes, with
a ring at the top.

The upper hemisphere is ornamented with five medallions
enclosing two-headed eagles with spreading tails, separated by five
smaller medallions filled with the key-pattern in the shape of a
six-pointed star, the surrounding ground engraved with free
arabesque scroll-work.

Above and below the design are two zones of Arabic inscrip-
tions. Below :

G2 (e (si0) | Jolyel) (I oy Ol s s Jor Lo

* El-Makrizy, Mist. des Mambouks, Quatremére, IL L 115, .
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Wil (wic) balyoll (ganlavell gy Mmpidl  agisioll  capiny]
Sl (sausell

*“ Of what was made by order of his excellency, the generous,
exalted, lord, great Amir, honoured, master, Marshal, fighter
for the Faith, warden of Islam, the powerful, the God-aided the
victorious."” AbOVe : | gmetl! | guenrdl | £paUA ( Cpmns putll puv
Lol (Gyeaiedl “Full-moon of the Faith, Beysary, the liege-
man of Edh-Dhihir, of Es-Sa'id, of Shems-ed-din, of El-Mansir,
of Bedr-ed-din.” Within which, round the ring, is a zone of five
two-headed eagles in open work.

Lower hemisphere, same as upper, but omitting s Yaedl, and
substituting  g;Yem il for (g, Mmyidl, adding 8 to bylpell, and
affixing opad jo 10 g l)l.

[B. M., Henderson, 682.]

Lord Beysary was one of the retainers of Es-Silih Ayyib, the
last ruling king of Egypt of the house of Saladin ; rising by degrees,
he became one of the most powerful of the Amirs of the time of
Beybars. When El-Melik Es-Sa'id Baraka, the son of Beybars,
was deposed, Beysary was offered the throne, and refused it.
Kalaiin (1279-90) threw him into prison, whence he was liberated,
after eleven years' captivity, by El-Ashraf Khalil in 1293, who
restored him to his rank of centurion, or captain over 100 men,
while the Amirs showered congratulations and presents upon him.
Henceforward he styled himself El-Ashrafy, “follower® of FEl-
Ashraf,” instead of his old title of Esh-Shemsy. On the death
of Khalil he was again offered the throne, and again declined the
honour. The Sultan Ketbugha allotted him sixty Mamliks, to
each of whom Beysary gave two horses and a mule. The tide

® The relative termination, y, affixed to a name, though originally implying
the relation of slave to master (as El-Askrafy, the Mamliik of El-Ashraf),
eame to signify also the mere relation of a retainer, Hegeman, or even courtier,
without the notion of ownership. Beysary was called Fl-Ashrafy, as one of
the courtiers of El-Ashraf Khalil, the Snltan’s “*man ;" but he was not his
slnve.
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of fortune changed in 1297, when the Sultan Ligin, moved to
jealousy by a rival lord, again consigned Beysary to prison,
where he died in 1298, and was buried in his tomb outside
the Bib-en-Masr. He was lavish in his generosity, prodigal
of immense gifts, and perpetnally in debt to the amount
of 400,000 dirhems (about £16,000); for he had no sconer
cleared off one debt than he hastened to contract another.
Generosity was his pride, and he would accept no remonstrances
from his servants on his prodigality, but straightway dismissed
the economical critic.  He never drank twice out of the same cup,
but took a new vessel each time. At the time of the accession to
power of Kalaiin, Beysary is stated to have been wholly given
over to wine and gambling. No man approached him in the
amount and importance of ‘his charities. His palace, Dar
El-Beysariyeh, in the Beyn-el-Kasreyn, was originally intended,
in late Fatimy times, for a residence for Frankish ambassadors,
and one actually had resided there to receive certain tribute ;
but under Beybars, Lord Beysary Es8ilihy Esh-Shemsy En-
Negmy began to rebuild the palace in 1261, and spent
immense sums on adoming it. It occupied, with its stables,
garden, and bath, about two acres (feddans): the marbles employed
for it were the best that were used in Cairo, and excellently
wrought. The palace remained in the possession of his heirs
till 1332. Kisin wished to own it, and asked the Sultan En-
Nasir Mohammad for permission to treat for it: it was valued
at 190,000 dirhems, and the garden brought it up to 200,000;
it subsequently passed through many hands, and at the time of
El-Makrizy belonged to a daughter of Barkik, The door of the
house had a panel which was one of the most beautiful ever
made at Cairo.*

It may be questioned whether the South Kensington box and
Beysary's perfume-hurner were made at Masil or at Cairo. The

® El.Makriry, 1. ¢, IL §i. 1358,
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statement on the former that it was made “by order of El-
*Adil's tisht-khingh * does not necessarily infer that the order
was cxecuted in Cairo: a Mosil workman may have been
employed at Masil or have been fetched to Cairo. The two
pieces, however, are of the style which is identified by other
examples as the fabric of Masil, and the two-headed eagle isa
familiar device on Mesopotamian coin of the twelith and
thirteenth century; and if either was made at Cairo the artists
must have been trained in the Masil school. That such work was
sometimes done at Cairo is shown by an astrolabe in the British
Museum, with the inscription—

Yl S pae (R (Gad! 29l s daio
A pomt C.Lﬁ- i P oo it S
«’Abd-El-Kerim made it, the Cairene [Misry], the Astrolabist,
at Cairo, the [follower] of El-Melik El-Ashraf and El-Melik EI-

Mu'izz, and of Shihib-ed-din, in the year 633."

This astrolabe has the key omament, good arabesques, and of
course planets and zodiacal figures; and is inlaid with silver and
gold by under-cutting and toothed edges. The El-Mu'izz, whom
he once served, was no doubt the prince of Mesopotamia,
and El-Ashraf the Ayyiiby of Diyirbekr, both of whom reigned
in the first quarter of the thirteenth céntury. This would show
that Mesopotamian artists came to Cairo, where there was, as we
have seen, a Sak El-Keftiyin, or market of the inlayers.

6. PERFUME-BURNER.—Brass inlaid with silver. No date,
[Thirteenth century.]
Shape similar to No. 2.
On the lower part are three arabesque frames, one occupied by
handle, the other two filled with two aureoled figures seated

cross-legged on high-backed thrones, with bird on either side;
N
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between which are other medallions filled with quatrefoils; and
beasts of the chase; ground of arabesque scroll-work.

On the top, nine seated figures holding cups, cymbals, &c.;
and round the button a zone of Arabic inscription :—

S L5l LN ity SN jalt
« Enduring glory and sound life and growing prosperity.”
[B. M., Henderson, 681.]
The seated figures on high thrones are similar to some on coins
of Saladin, of 1190, and of the Urtukis of Miridin of the yeur

1230: crosslegged figures are common on the Mesopotamian
currency of the thirteenth century.

7. DEEr SaLver.—Brass infaid with silver. No date.
[Thirteenth century.]

On a ground of key-pattern, a band of hunting-scenes, and cross-
legged figures holding crescent moon, alternately, with occasional
water-fowl, and a border of hounds. The hunting-scenes depict a
horseman attacking, with drawn sword, a leopard on horse's rump,
another shooting a hare with bow and arrow, a third cut-
ting down a deer in front of the horse, and three pairs of
seated Byzantine-looking figures, two of these holding cups and
the third a hawk, while the companions hold sword or spear.
Meaningless Kufic inscription la)lilal, &c, Within the curve
of the rim, a border of medallions enclosing figures holding
wine-cups, &cc., and also pairs of figures resembling the Madonna
and Child. The central and chief device consists of a seated
cross-legged figure on high-backed throne, attended by two
squires, holding cup and sword (other cups sprinkled in the
field) ; at the foot of the throne two lions couchant, and beneath
them a two-headed eaple, closely resembling that of Beysary,
between two bowmen shooting each at one of its heads.

[B. M., Henderson, 706.]
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8. Ewer.—Brass inlaid with sifber. No date. [ Thirteenth
century. |

The decoration on the body is arranged in a series of zones on
an arabesque ground.

The topmost zone consists of a band of falcons, back to back,
with silver eyes, tails crossed, and heads standing out in very bold
relief, 50 as to form a sort of parapet of knobs.

Second zone : Arabic benedictory inscription, tops of alifs, kims,
d&c., terminating in chased human faces.

Third zone: Beasts of the chase.

Fourth or central zone, wider than the rest: Large arabesques
enclosing tw:lvequasi-;neda‘liiuns,ﬁllud with personified signs of the
zodiac combined with the seven planets, viz. (1) Mars on Aries,
warrior holding decapitated human head, and riding ram;
{2) Venus on Taurus, woman (with lute) riding bull; (3) Mercury
and Gemini, two figures linked together with a staff (pen?) between
them, terminating in human faces ; (4) Moon and Cancer, crab
surmounted by human head in crescent wormed by claws:
(5) Sun and Leo, lion surmounted by sun; (3) [Mercury and]
Virgo, woman with two ears of com; (7) Venus and Libra,
balance held up by a woman; (8) Mars and Scorpio, man
holding two scorpions; (9) Jupiter and Sagittarius, centaur
shooting arrow down gaping mouth of dragon (formed out of
his own tail) ; (10) Saturn and Capricomus, bearded man with
long staff, riding goat; (11) Saturn and Aquarius, bearded man
and well-bucket; (12z) Jupiter and Pisces, two fish {Jupiter
covered by handle).

Fifth zone : Beasts of the chase.

Sixth zone : Arabic benedictory inseription.

Seventh zone: Long-necked birds within borders, necks inter-
twined.
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Eighth zone : Arabic benedictory inscription.

On the neck is a zone of Arabic benedictory inscription, with a
fine lion sejant at either side ; a zone of birds with red copper eyes;
the ground consists of beautiful free arabesques. Up the spout
and sides of handle run strings of beasts of the chase, and up the
back of the handle a string of birds ; at the junction of handle
with body is a seated figure, cross-legged, holding two serpents.

(B. M. Engraved in Labarte's Handbook of the Arts of the Middle
Ages, ed. Palliser, p- 423.)

The silver inlay of this ewer is effected by undercutting the
edges, and not by stippling the surface (what stipples there are
belong to a later repairing), and the straight lines are inlaid by
punching all along them with a small oblong-headed punch.

9. BowL.— Bronse inlaid with sifver. No date. [Thirteenth
century.]

The decoration consists witheut, in two zones of Arabic religious
inseriptions divided by key-medallions, and a double row of
medallions enclosing aureoled figures playing musical instruments
and drinking from cups ; within, a zone of medallions enclosing
hunting-scenes, aureoled figures fighting with lions, carrying
falcons, riding an elephant, and a Bedawy on camel, the interstices
filled with key-pattern ; at the bottom, inside, a boatrowed by three
men, while two others shoot wild ducks, another cuts a duck’s
throat, a seventh sits at the mast-head, and another dives beneath,
pursued by an alligator; three zones of Arabic religious and
unmeaning inscriptions ; on rim, border of animals of the chase,
elephants, and a winged centaur. Height 8 in., diam. 19 in.

[S. K. M., 2734—1856.]

The foregoing is one of the finest pieces of Masil work in
England. The elephant and camel are specially noteworthy ;
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above all, the spirited scene on the bottom of a shooting par.y on
the water, such as is recorded in the accounts of the sports of
Persian princes,

10. STAND.—Brass fnlaid with silver and godd.  No date.
[Thirteenth century.]

Nine-sided ; chased with representations of nine figures of
aureoled horsemen, holding falcons, fighting with dragon, bran-
dishing bow, spear, and other weapons ; above, nine cross-legged
seated aureoled figures clashing cymbals, blowing pipe, holding
candles, and putting wine-glass to lips; the interstices filled with
black bituminous enamel ; on a background of silver scroll-work ;
above and below, imitation Arabic inscription (L4 L, &c.).
Height 5§ in., diam. g} in,

[S: K. M., g17.—1884.]

The workmanship of the preceding is unusually delicate and
intricate, and the shape is peculiar. It may have formed the base
of a candlestick. The black enamel, composed really of pitch, is
here well preserved, and it is probable that the majority of the
inlaid works of this period were treated in a similar manner ; s0
that the black composition concealed most of those intervening
portions of brass which the silver plates did not cover.

It is impossible to conclude this section without referring to the
most famous example of figured Mdsil work in Europe, the
so-called * Baptistery of St. Louis,” preserved in the Louvre®
This splendid bowl, which belongs in style to the class of
Masil work of the thirteenth century, measures five feet in cir-

*® It has been fully described by M. de Longpérier, in the Kdwe Archiolo-
Figne (N. 5. vii. 306.9), and the article reappears in the first volume of his
Ewvres (pp. 460-6),
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cumference, and is covered inside and out with bands of
figures richly inlaid with silver, so that little of the copper is
visible. On the band inside are two medallions, each enclosinga
prince seated cross-legged on a throne with a high pinnacled
back and two lions under the feet, and holding a wine-cup,
attended by two servants, one on the left of the prince bearing
a sword, the other on the right holding a casket inscribed 3lss
(“ writingcase™). On the back of the throne is the inscription
“made by Ibn-ez-Zeyn,” or (as it is written elsewhere on the
bowl) & ji& el owl dems Glmgdl Jos, “Made by master
Mohammad ibn-ez-Zeyn, save him 1" The little cups held by
the princes in the medallions are also signed with his name,
as though they represented the vessels actually made in his
workshop. Between the medallions are, on the one hand, six
horsemen fighting with lances, bows, and maces ; on the other,
six huntsmen pursuing beasts and game. One carries a chitah
on the crupper—one of those *leopardi qui sciant equitare ™
which the mighty hunter Frederic 1L loved to see engraved upon
his cups.

On the exterior a frieze of figures, ten centimitres high, is
broken by four medallions, each containing a prince on horse-
back killing a bear, a lion, or a dragon, with lance or arrows.
Between, his servants bring him arms, falcons, a slain ante-
lope, dogs in leash, and leopards; one offers a flask and cup
(inscribed with Ibn-ez-Zeyn's name) ; another, a plate, inscribed
alzbll Jomt jodaes LI, 1 hasten to bring food.” This frieze is
bounded by two borders of beasts of the chase, divided by eight
medallions, containing each a flenr-de-lis—probably a later Euro-
pean addition.

Such, in effect, is M. de Longpérier’s description of this
magnificent work of art, to which the engravings inserted to
illustrate his article do scant justice. Some of the zones are
reproduced from these engravings fig. 82, Mr. W. Burges (in
Sir Digby Wryatt's Melal Work) says that the inlay of this



Rt o 2y

("a1ano)

SINOT IS A0 AHALISILIVE , SHL 40 FTHNVI WIAATIE QIVINI—'Z] "OI4

Th







METAL- IWORK. 183

bowl is effected by sinking the designs, especially deeply towards
the edges, which are under<cut in a rebate, into which the edges
of the inlaid plate are forced.

Before dismissing the Masil work, some reference must be
made to the numerous mirrors which were made in that part, as
well as elsewhere, They have been brought from Mesopotamia,
Egypt, and especially from the South of Russia, where they are
often found buried in the graves of Tartars. They are generally
cast, with a good deal of silver in the bronze; in form they are
round or square, and vary in size from two inches to a foot.
Several are preserved in the British Museum, including those
described by Reinaud, from the Duc de Blacas' Collection. The
ornament is on the back, and generally consists of little more
than benedictory inscriptions; but one has a pair of Assyrian
winged monsters, resembling Kalatin's winged kings.

1I. Earry Syrian Work.

11. CoFvrET.—Brass, inlaid with silver and gold. No date.
[Late thirteenth century ?]

Oblong, with sloping lid and silver chains to support it when
open. It is covered with silver plates, chased with foliage, birds,
and human-headed lions ; and inlaid with medallions of designs
and religious or unmeaning (la/la)la)l) Arabic inscriptions in gold.

On the lid are eight large and small bosses. Height 5§ in.,
L. in., W. 4 in.

L [5. K. M., 459.—18%73.]

Other specimens of the same sort are engraved in Prisse, where
one is stated to have belonged to En Nasir ibn Kalailn,
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12. WRITING-BOX.— Brass, inlaid with silver and copper. With
hinge and hasp. No date. [Late thirteenth century ?]

Oblong, with compartments for pens, ink, sand, &c.

Along the front, sides, and back of lower part, the signs of the
zodiac are represented in combination with the planets, much as
on No. 8, but with copper as well as silver inlay ; the ground is
of closely interwoven arabesques, inlaid and chased on the
surface. On the bottom are four groups of four water-fowls each,
with the heads together. On the lid, three medallions filled
with key-pattern ; arabesque ground ; and border of decorative
Kafy inscription, nearly illegible. Inside the lid is an Arabic
benedictory inscription and a Kify inscription on the top inside,
with a central panel, and arabesque ground.

[B. M., A. W. Franks, 1884.]

13. WriTiNG-BOX.—Brass, inlaid with silver and a little gold.
No date. [Late thirteenth century ?]

Similar to 12, but with rounded ends; seventeen figures, riding,
drinking, or playing on musical instruments, on the lid and bottom,
inside and out ; water-fowl confronted in pairs, back to back, and
also a group of six ; small medallions of key-pattern inlaid with
gold wire.

[B. M., Burges, 19.]

14. WRITING-BOX.—Brass, inlaid with silver and a little gold.
No date. [Late thirteenth century.]

Similar to 1z in shape and general treatment, but the leaves of
the arabesque ground are now frequently converted into birds,
and there are no figures : the two birds fighting beak to beak, in
chased silver inlay, occur repeatedly, and also the key-pattern



METAL-WORK. 185

medallions in gold: Arabic benedictory inscriptions on top and
round sides, and on bottom arabesques on a key-pattern ground :
inside, fine rosettes of flowers and leaves like Damascus tiles,
numerous key-pattern medallions in gold wire, flower-scroll borders,
wild-fowl in panels of six, two Arabic benedictory inscriptions,
and one circular radiating inscription, Viz. :

solet! (gt (Ol (5] (Spelsed] Sl olat

: e Sl

“ His Highness exalted, lordly, great, royal, master, waliant,
Ghiyathy, munificent.”
[B. M., Burges, 20.]

It is dangerous to hazard conjecture as 10 the identity of the
prince Ghiydth-ed-din from whom this Mamliik (retainer) took
his epithet Ghiyithy, for the name is not uncommon. It does
not, however, 0CCUr among the Beny Zenky or the Bahry Mamliks,
and it is not unreasonable to suppose it to refer to either Edh-
Dhihir or El-‘Aziz, son and grandson of Saladin, who both bore
the surname, and ruled Aleppo from 1186 to 1236. A retainer
of the latter might easily be living in the second half of the
thirteenth century.

15. Box.—Brass inlaid with silver and a little gold. No date.
[Late thirteenth century ?]

Oblong, curved outline. Gold inlay chiefly distributed in
key-pattern medallions and stars; silver in the confronted
birds &c.; two groups of four birds within eightfoils on top;
on front, two birds confronted and two beasts confronted
within eightfoil, four times repeated, in alternation with ara-
besques likewise enclosed in eightfoils; ground of key-pattern;

border of beasts of the chase.
[B. M., Henderson, 6771
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The last three pieces were in all probability made by the same
school of artists. They began with the Masil-like system of zodiacal
and other figures (butin a much more finished and delicate man-
ner), adding the characteristic mark of this group—the gold-inlaid
key-pattern medallions—and then omitted the figures and intro-
duced more of the waterfowl that afterwards became most
prominent on Mamliik work, and also added the typical Damascus
rosette ornament. These boxes constitute a class by them-
selves, and arguing from the Damascus omament and the
{probably) Aleppo epithet, I have provisionally termed it Syrdan.
A similar writing-box in the South Kensington Museum (8993—
1863) has a long series of Mamlik titles, none of which identify
its provenance,

II1. MamrLug Work.

The rule of the Mamliks in Egypt extended from the middle
of the 13th to the beginning of the 16th century; but there
are hardly any examples of their metal-work of the 13th century,
and the finest and most numerous class is that of the Nasiry
Amirs, or courtiers of the Sultan En-Nisir Mohammad, in the
14th century : this is the style which is meant when the term
Mamliik work is employed. Of the earlier century, besides the
perfume-burner of Masil style already described bearing the name
of Beysary, the chiel specimen of r3th century work made in
Cairo is the bronze plating of the doors of Beybars' mosque
exira mures.

16. Door-PLATING OF THE MosquE oF Bevears L, a.p. 1268.

These plagues are now in the South Kensington Museum,
having been acquired in 1884 from M. de St. Maurice. They
consist of a central boss, bearing the crest of Beybars, a lion
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passant (fig. 83), with twelve geometrically shaped plaques
arranged round it, each of which contains an arabesque design
in open filigree-work (fig. 84); a smaller boss surrounded by
nine similar plaques ; a knocker (fig. 85); and a border of open
arabesque-work (fig. 86) and a portion of an Arabic inscription
(g alladi uf.L..li u’i‘.,uli‘j!} also in open work. Two other sets
consist of 2 knocker, bosses, and geometrical plaques filled with
arabesque designs in open work, arabesque borders, and a portion
of a Kordin inscription. The plaques form systems of 10 in these
sets; of 12 and g in the first set. All these pieces are arsf, not

no. B3

- B4,

rics. B384 —BRONIE PLAQUES FROM DOOR OF EEVRARS 1
(Seuth Kemsingfon Museuw,)

cut, and are therefore identical each with its fellows in the same
system, in contrast to the usual character of Cairene work, where
we seldom find two patterns alike. The arabesques are, how-
ever, very free and flowing, and the appearance of the numerous
plaques, fastened all over the door by ribbed studs, must have
been highly effective. The mosque where these doors once
hung was built by Sultan Beybars, in the Huseyniya quarter of
Cairo, in 665-7 (a.D. 1266-8), and contains many remarkable
features.
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These bronze-plaque doors of Beybars are of a different
character from the bronze doors of the later Mamliks® The
mosques of Cairo present many splendid examples of this later
style, which usually consists in covering the doors with large
plates of thin bronze (about } inch), cut out in various arabesque
patterns, or cast in embossed designs, and chased on the surface,
and generally distributed in the form of a central circle or oval
and four comer-pieces, or spandrils, with a border round the
four sides, secured by ribbed-headed nails. The door itself is
of wooden planks nailed on to a frame-work behind, and
strengthened by bronze bands near the top and bottom, which
run through, according to Mr. Wild, and tum round at the
edges, being formed into panels by the arabesque border on
the front side: it turns on pivots, not hinges. Some of these
doors are admirably represented in Prisse d'Avenne's L'A#f
Arabe : for example, the beautiful door of Almas (vol. ii. plate 100),
where the whole surface is covered with bronze plaques, more
like the style of Beybars than is common on later mosques ; that
of Sultan Barkak (pl. 96) with a central circular plaque, pointed at
top and bottom, four corner-pieces, and narrow border; that of
Sultan Kansih ELGhory (pl. 102) armanged somewhat similarly ;
and that of Taldi‘ibn Ruzeyk, as sestored by Bektemir in the 14th
century (pl. 95). There is a splendid bronze door to the mosque
of El-Muayyad (.5, 818-23), which was taken from the mosque
of Sultan Hasan, where, however, the entrance to the tomb
chamber is still closed by a magnificent gate of bronze inlaid
with silver.

From the bronze doors of Beybars, the history of metal-work in
Cairo leaps over four Sultans to En-Nasir Mohammad ibn Kalagn,

* Tbm Batita (i. 75) tells us that the monastery attached to the mosque
where Huseyn's head was buried at Cairo had doors plated with silver, and
silver rings, En-Nisir Mohammad, in 733, furnished a door for the Ka'ba
at Mekka, which was made of ebony, covered with silver plates of great
weight.
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who reigned A.p. 1293-4, 1299—1309, and 1310-41, or (omitting
the first brief rule) during most of the first half of the 14th
century. En-Nisir built two noble mosques, and the number of
works in metal bearing his name and those of his courtiers is
very large. Among the finest is the beautiful table preserved
in the Arab Museum at Cairo.

17. TaBLe (Kursy).—Brass, inlaid with silper. Made for the
Mamlik Sultan En-Nasir Mohammad. Fourteenth century.

It is made of filigree brass inlaid with arabesques, flowers, water-
fowl, and Arabic inscriptions in silver, and is chased all over
in elaborate profusion. One of the panels, forming a folding
door, through which no doubt a pan of live charcoal was intro-
duced, to warm the tray of food which was placed upon the table,
is represented in fig. 75, where the inscriptions on the top border
read, o2ally WAl ol oWl Sl el LYeed jo
& ‘J-.J-Lnﬂ Pary S v | RRRROR-S N | | L | BRI N O i T P

oylaail
& Glory to our lord the Sultan, the king, En-Nisir [the Succourer
or Helper], Aid of the church and state, Mohammad, son of the
Sultan, the king, El-Mansir [the victorious], the martyr [f.e. defunct]
Kalaiin, [liegeman] of Es-Silih [Ayyib], be his triumphs magni-
fied ! "™ The inscriptions in the three other narrow borders are prac-
tically identical with the above. The large inscription in the upper
panel is Sualls Liadl 30U | eodlall | 4 Jaall caws “Upholder
of justice in the world, Aid of the state and church ;" while in the
circular medallions is distributed the inscription, * Glory to our
master the Sultan | El-Melik En-Nisir Mohammad ibn | El-
Melik El-Mansiur Kalain.”* [Musée Arabe.]

* An engraving of the top of the table, showing the Arabic inscriptions in
Kify and Naskhy, and the ornament of ducks, &c., may be seen in my Sacial
Life in Egypt, p. 35-
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18, Another brass and silver filigree Table (fursy), preserved
in the same museum, and stated to have belonged to the
Miristin of Kalafin, is represented in fig. 74. It has no
inscriptions, but undoubtedly belongs to the same period as the
first.

The characteristic designs of the Cairo metal-workers under
En-Nisir Mohammad may, however, best be seen in the large
bowl or tank described below. As a rule, but not without
exceptions, we may set down, as characteristic of 14th century
Cairo work, the absence of figures (except on vessels having
astrological uses), the prevalence of ducks or other birds in the
ground decoration, the medallions (enclosing a sort of fess
bearing the name of the Sultan,) surrounded by a rosette of
flowers and leaves resembling the patterns of Damascus tiles,
the shoals of fish at the bottom of bowls, the broad bands of tall
bold silver-inlaid letters, the large surfaces of inlay, and the little

whorl ormament which takes the place of the key-

pattern medallion already noticed.

19. LarGE axp DEEP BowL.—DBrass, inlaid with silver. Made
for the Sultan En-Nisir Mohammad ibn Kalaiin (A.D. 1293—
1341). :

Ornamented with broad bold zomes of Arabic inscriptions,
filled in with waterfowl and flowers and leaves (which seem to be
conventionalized ducks' wings), and divided at regular intervals
by medallions, enclosing titles on a fess, and enclosed in rosette
of flowers and leaves,

Large inscription round the outside :—

O wslae!l (la)l Juldll ;old O S Gl Bl o

O O3 O deme Clls Wall psl
“Glory to our lord the Sultan, the king, the helper [El-Melik
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En-Nisir), ruler, leonine, fighter for the Faith, Aid of the state
and church, Mohammad son of Kalatin,” The medallions enclosed
in rosettes of flowers indicated by O contain, on a fess, G¥se! j&
IoMalodt “ Glory to our master the Sultan the ™ (s&).

Above and below the large inscription, on a floral ground, six
little medallions contain yUaldl UNeod 3= “Glory to our
master the Sultan,” twelve times repeated.

Scratched under rim by later hand 3sle pall * Patience is
worship."

Large inscription inside :—

O Toaslawe!! g3lall Jalall_latl O olil Sl skl UNged &
O oy j& 03W L dems lls DI 0l ulied “ Glory
to our lord the Sultan El-Melik En-Nisir, wise, ruler, leonine,
fighter for the Faith, warden of Islam, Aid of the state and
church, Mohammad son of Kalalin, be his triumph magnified |
The medallions marked O are filled as on the outside: but there are
no small medallions in the floral border beneath, or in the double
scroll border above inscription ; but the last is divided by six
whorls.

The bottom is covered with a shoal of fish, in a circular spiked
border. [B. M., 51. 1. 4.]

These large inscriptions offer a good example of the method of
inlaying silver plates. Each letter was scooped out and deepened
towards the edges, which were slightly under-cut and very delicately
serrated.  As the weak hold thus obtained let the silver escape, a
later workman seems to have repaired the tank, and re-inlaid it
by stippling the surfaces with a triangular point and rudely
serrating the edges. Very little of the silver now remains: what
there is shows that the surface was delicately chased when the
subject required it (e.g. birds’ wings).

The South Kensington Museum possesses a large tray of the
same Sultan, of the sort that is used to carry a meal, splendidly
engraved and inlaid, as follows :—
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20. TrAV.—Brass, inlaid with gold and silver. Made for the
Sultan En-Nisir ibn Kalaiin (A.D. 1293—1341).

The principal inseription (2) occupies a large zone on the upper
surface, and is composed of bold Naskhy letters :—

() 8300 55 33La31 ket o () Ll o8 o) 23 () | S UtV o) 6
“ Glory to our lord, the Sultan, the king, wise, just, ruler, be
his triumph magmnified ! ™

At (m) the inscription is broken by medallions containing the
words poldl 20 El-Melik El-Nigir, on a fess; and round each
medallion runs an inseription (#) similar to (a), but adding, after
salwll, aubell jelidl bulue)! salagll; the whole enclosed in
a belt of leaves and flowers.

An inner zone of inscription is similar to (#), but continued with
the words opes j& Cpeed—ells oV lbhe jeaildl, “The
victorious, Sultan of lslam and the Muslims: be his triumph
magnified,” and divided by three similar pairs of medallions joined
together by a panel of flowers and leaves. The right-hand medallion
of each pair contains on a fess the words () Uakdl GNeed 35, the
left, on a shield, an antelope in an enclosure.

A third innermost zone of inscription is similar to @, but
substitutes salame!l for opal 3=

On the outer surface of the rim is the following inscription,

divided at O by sets of three medallions like (¢), joined by panels
of flowers :—

O flowers O Jslall Jelall_Jlall poldl Ul bl BYae! jo
Laall ol el sudedl il byl aala il jslalt O flowers
B Al e eplillly 5401 BB 0 Ofl. Al.O Wl
seasell AN el dl sSlity O fl Ol O Liilly Seellall
Ofl OR O oually Lol job
“ Glory to our lord the Sultan, El-Melik En-Nisir,” &c.
Diam. 31 in. [S. K. M. 420—1854].
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21. Box.—Brass, infaid with sifper. Made for the Overseer
Ahmad. [Fourteenth century.]

The lid is hinged and fastens with a hasp: on the top is a
radiate Arabic inscription surrounding a shield (on a fess a
lozenge) :—

JE[1] el ol e Ol cm ] il Aaall gy Job Lo
hadl kbl (0 dome peatl j 0 Soal

“ Of what was made by order of the humble servant, hoping for

forgiveness from the benevolent Lord, the Overseer Ahmad, Over-

seer to the Amir Mohammad son of Sitilmish, the Gelily.”

On the hollowed rim of the lid is a border of flower-scrolls
divided by whorls, and below this a border of beasts of the chase
divided by shields : on a fess, a lozenge.

On the lower part, divided by four medallions containing
water-fowl, on a ground of large arabesques of early style, are
the Amabic benedictory verses :

Hlably ey el | 2w (S ALY Mo Sapy Vs
W Je ob I (e Sl | o3 (B Smes Lo Ol 25 Y
Cease not through all thy days to dwell at ease,

Where comforts solace thee, and pleasure charms:
While breath shall last, my Master, cherish peace ;
High rest thy heart above the world's alarms.
On the bottom, a beautiful arabesque border surrounds a whorl.
[B. M., Blacas. Reinaud, ii. 422.]

The name of the Amir Mohammad ibn Sitilmish has not
yet been identified; but a Mamlok called Sitilmish is mentioned
in the latter half of the thirteenth century as taking part in the court
at Cairo ; and the style of arabesques on the box, the character,
of the inscriptions, the whorls and shields, undoubtedly indicate
a Cairo fabric. The title Miktir, or Overseer, was given to the
officers who presided over the different departments of a princely

household.
0
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22. BowL.—Brass, inlaid with silver. Made for a Courtier
of En-Nasir. [Fourteenth century.] (Fig. 87.)

Qutside, whorl at bottom surrounded by sort of sixfoil, round
which a lozenge-diaper ormament; ground of Damascus flowers
and water-fowl ; border inscription divided by six whorls enclosed
in a ring of flying ducks .—

O oWl (501 O (5l (Sodaell (J Ol 2,00 a0
O (ol I O1 bl (ganlasll O (ol  Lalall
“His Excellency, generous, exalted, lordly, gréat Amir, wise,

ruler, leonine, fighter for the Faith, warden of Islim [liegeman]
of El-Melik En-Nasir.”

On the bottom, inside, a shoal of fish round a whorl,
[B. M., Henderson, 686.]

23. Cawprestick witH THrREE Feer.—Brass, fnlaid with silver.
Made for a Centurion of En-Nasir. [Fourteenth century.]

Engraved with birds and arabesques, the interstices filled
with black enamel. Round central band, inscriptions in silver
inlay, recording fourteenth century Mamlik titles, (including
that of Captain over 100,) divided by three medallions enclosing
birds and whorls of eight rays. Height 12 in., diam. 10} in.

[5. K. M., g12.—1884.]

Another candlestick in the South Kensington Museum (4505—
1858), is engraved in fig. 88.

24. STAND FOR TRAV.—Brass (with an alley of silver). Made
for a Chief Secretary, [Fourteenth century.]

Dice-box shape ; engraved with Arabic inseriptions, divided by

medallions containing coats of arms in floral borders; the spaces
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filled with floral ornaments outlined with black enamel. The in-
scription reads :
sylail jo 2LUI jlslas pesl il O 1 slsed! Jl wliadl
“ His Highness, exalted, lordly, [liegeman] of Seyf-ed-din, Chief
Secretary, Atdbek : be his triumphs magnified!"
Height ¢} in., diam. 7§ in. [5. K. M., 934.—1884.]

The floral omaments are of the kind already described,
the Damascus-like leaves and flowers; and the medallions and
floral borders form a kind of rosette very characteristic of the
Nasiry period. The coats of arms consist of a fess bearing a
large goblet between two smaller ones ; above the fess is a hiero-
glyphic inscription (| 2 [} = » denoting “lord of the Upper
and Lower country "—which the Mamliks must have constantly
seen on the ancient monuments, but were undoubtedly unable to
interpret—and beneath is a lozenge. The subject of heraldic
bearings on Mamlak works of art has been extensively discussed
by the late Rogers Bey in a paper published in the Bullefin de
P Institut Egyptien. This particular coat of arms is not described
by Mr. Rogers; but several nearly resembling it belong to the
Amirs of the fourteenth century. The cup, as a charge, indicates
that the bearer held the post of Siky, or cupbearer, to the Sultan
or to some great noble.

25. BATH VEesseL.—Bronze, inlaid with siver. Made for a
Courtier of En-Nasir. [Fourleenth century.]

Round edge, Arabic inscription, divided by four shields, con-
taining a bend between two stars:

Nl el aladl | Jalad] O O (seleell Jladl ji

S O T W Gl el sl O (si)

O el S

#His Excellence, exalted, lordly, royal, just, worker, wise,

0 2
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fighting for the Faith, warden of Islim, powerful, royal, just,
[liegeman] of El-Melik En-Nasir."
[B. M., Burges, 22.]

The intention of the next bowl is certainly magicals the planets
are to be used astrologically, to secure auspicious results. The
bowl would be filled with water, which became imbued with the
mysterious influences of the planets, and then the water would be
drunk off, or sprinkled on the person. These cups were often
made at Mekka, in view of the Ka'ba, which is sometimes
represented : so much is stated on a cup in the Vatican.

26, BowL or Cup.—Brass, inlaid with silver. Made for a
Courtier of En-Nasir. [Fourteenth century.]

Outside, on bottom, seated figures of the planets: the moon, a
crowned human figure, holding a crescent in two uplifted hands ;
Mars, helmeted and holding sword and bleeding head ; Mercury,
holding a carpenter’s square ; Jupiter, seated judge-like, between
two fish ; Venus with pear-shaped lute and wine-cup ; Saturn with
raised staff and purse; the sun should have occupied the centre,
but is worn off. Ground of arabesques. An inscription round the
side, divided by three seated aureoled figures holding wine-cups,
records usual Mamlik titles of El-Nisir's court.

Inside, at bottom, a shoal of fish, arranged in form of whorl.

[B. M., Blacas. Reinaud, ii. 359, fi., and pl. vii.]

27. Trav.—Brass inlaid with sifoer. Made for Sultan Sha‘bdn,
who reigned A.H. 746-7 (AD. 1345-6)

Omamented somewhat in the Nisiry style, with rosettes and

geometrical designs, on a ground of bold and rather coarse

arabesques.
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A. Large zone of inscription :

O Jsladt Jelxdl Jladl Lol O 13U GUaldl UNsS! o

O spai 3o Ut Crpalls Bl her blaell 53t
“Glory to our lord the Sultan, the king, perfect, wise, ruler,
just, lenient, fighter for the Faith, sword of the state and church,
Sha'bdn : be his triumph magnified !

B. At O, medallions : — JwlOl 2U )l surrounded by a cir-
cular inscription, C, similar to that above, but omitting  Jel=ll
Jaledl and sy jo; the whole enclosed in border of boldly
drawn flowers and leaves,

In the centre of the tray is a sixfoil enclosed in ring of inscrip-
tion (same as C) within double trefoil, outside which a ring of
inscription similar to A (omitting eysd js), divided into three
parts by panels of flowers between whorls,

The rim is covered with floral borders and whorls.

[B. M., Blacas. Reinaud ii. 439]-

A beantiful writing-box, with the name of the same Sultan, and
decorated with ducks, whorls, and key-pattern, is engraved, in
Prisse,

Reinaud (ii. 447, #.) describes a tray, nearly four feet in
diameter, which he saw in Paris, and which bore the name of
Farag son of Barkik, second of the Burgy or Circassian Mamlaks,
who reigned (with a year's interruption) from a.H. Bor to 315
(A.D. 1398—1412). Unfortunately he does not tell us the style
of decoration, the metal or metals, or other details, nor does he
mention what has become of the tray. The inscriplion in the
midst ran: Ge¥p (w E_,.i poldl U Hlbldl UNael &
sy j&; while a larger inscription included a long string of titles.
These long and sounding titles are often clearly regulated by the
space at the artist’s command, and even the words themselves are
apparently varied to suit the taste. It is probable that ;slait,
o\l &c., are merely fanciful alterations of _gj\all.
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Fig. 89 represents the back of a very beautiful brass bowl of
the Mamlok Sultan Kait-Bey (A.n. 1468-96), which is preserved in
the South Kensington Museum (no. 1325—1856). It is specially
noteworthy for the back being omamented with a repoussé
arabesque design of great beauty, covered with delicate chasing.
The inscription on the side, inlaid with silver, runs: U%sdd &
gpaiedl audel O 1 lubell salaell Jslall © 2lgdl Ul
GLSB padl ot AN S Ceedelly O S ke

0 oy jo

“ Glory to our master the Sultan, the king, just, fighter for the
Faith, warden of Islim, God-aided, victorious, Sultan of Islim
and the Muslims, the most noble king [El-Melik El-Ashraf],
Father of Victory, Kiit Bey: be his triumph magnified.” AtQOare
four medallions, characteristic of Kiit Bey's monuments and all
his works ; they contain his name and style, as below :—

wld gl

a3 el I )

Among the purposes to which metal-work was applied was the
manufacture of large chandeliers or lanterns for mosques. Some
of these are still hanging before the niches but most of them
have been taken away. Coste illustrates a bronze lamp of Sultan
Hasan (pl. 23), and two are seen hanging in his representation
of that mosque (pl. 25), besides the usual small plain glass lamps:
but Coste wag quite capable of inserting such details for the sake
of artistic effect, and their presence in his drawing is hardly a
proof that they really existed. Coste also gives a large lamp
to the mosque of Kiit-Bey ; and in Prisse there is an illustration



FiG, 89, —BRASS DOWL OF KAIT EEY.
Fifteenth Century. (South Kensington Muscum.

Farew o 153



- dj'l

.-
..._
¥




METAL-WORK. 199

(reproduced in fig. 76) of a silver lamp of Beybars IL of the
shape of the usual enamelled glass lamps, but made of filigree
work, hung by fine metal straps, which, however, are imper-
fectly rendered in the woodeut. An engraving of an early
undated metal lamp of the same form, which comes from Jerusalem,
and is now in the Louvre, is reproduced (fig. go) from M. de Long-
périer's (Bwpres. Another form is that of a chandelier, of a
conical shape, surrounded by numerous little glass globes to hold
oil and wicks. An example of this kind (from the mosque of
‘Abd-el-Basit, and now in the Arab Museum at Cairo), made of
filigree iron with a bright copper band, is shown in fig. 77, and
fig. 78 represents a bronze tray (intended to be suspended
beneath a chandelier), covered with chasing, and bearing the
name and titles of the last of the Mamlik Sultans, Kansih El-
Ghary (A.D. 1501—1516),

The art of metal-working survives in Cairo, as has been said,
to the present day. The finer style of bronze door was made in
perfection so late as last century, as may be seen from M. Prisse’s
engraving of the door of "Abd-er-Rahmin Kikhya (a.n. 1760),
which is as delicately wrought as any earlier example. In the
present day the coppersmiths of Cairo make trays and ewers and
. other common utensils decorated with considerable skill in the
style of the Mamliik work, and sometimes with much elaboration
of ornament, including inlay of gold wire.

The results of the foregoing examination of the history of
Saracenic metal-work may be roughly summarized in the follow-
ing genealogical tree :—



200 ART OF THE S4ARACENS.

MOSIL WORK.

[Duamﬂublutf&m the Assyrian metal-workers,

and probably existing in early times and

in continuous develop “rgu;m;mudm

mllecl;:g:nutmhﬂw;thm thirteenth cen-

tury, apparently ceasing to uce the

best work in the same or th??:mmh
mrr]

FATIMY WORK.

[Probably the offspring of
Masil, but at a very e:.r];

peﬂud.pethnpsnmhur
The art rests on

h:ﬂmu:a]endmm baut there
hall.nknl'umpl:ﬁ in metal-
work in the collections. ]

‘ EARLY SYRIAN WOREK.
[Containing Misil elements

with certain local chamc-
teristi
ics, pmhhly peculiar

toa
school. Examp lu belo
I probably to Iue thirteent
century ]

SICILIAN WORK. \
x\ /

MAMLUK WORK.

[Containing Fitimy (or
Masil) and S cha.
racteristics, Numerons
examples, chiefly of
the fourteenth century.]

o

~
SARACENIC WORK
OF VENICE.

[D:nvedfmSmlng

n:rlu dllcﬂlifmm the
century.]
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2. Goldsmith's work and Jewellery.

The Prophet Mohammad entertained a religious dislike to the
luxury of gold ornament, and cantioned the women of Arabia
against the use of tinkling anklets. Nature, however, was occa-
sionally too strong for the Prophet, and although the mass of the
male Muslims observe a strict sobriety in their dress, weave cotton
with their silk, and prefer silver to gold for their sole ornament,
the signet ring, there are always some whose passion for display
overcomes the scruples of conscience ; and the women, of course,
. cannot exist without a little jewellery. We read in the annals of
Egypt of extraordinary quantities of precious stones preserved in
thie treasuries of princesses and khalifs. ‘Abda, the daughter of
the Fitimy Khalif El-Mufizz, left at her death five bushels of
emeralds and a prodigious amount of rubies and precious stones
of all sorts, The Khalif El-Mustansir, this lady's nephew, pos-
sessed quantities of emeralds, pearl necklaces, gold and silver and
amber rings, caskets set with jewels, figures of birds and animals
adorned with precious stones, a table of sardonyx, and a jewelled
turban. As a rule, however, we read more of large objects
set with jewels than of small omaments of attire, and this
is explained by the fact that jewellery is principally em-
ployed by women, and therefore cannot be deseribed in detail
by Mohammadan historians, who are bound in delicacy to ignore
the fair sex. Thus the seclusion of ladies in the East makes
it difficult to trace the history of Saracenic jewellery, and the
difficulty becomes insuperable when it is discovered that no speci-
mens of the mediaeval jewellery of the Egyptian ladies have come
down to us with a certain date.

In the absence of dated examples of mediaeval Egyptian
jewellery, we are forced to work backwards from the existing
productions of the jeweller's market at Cairo, and endeavour to
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deduce the probable character of the earlier work. There can be
little doubt that many of the omaments now manufactured in
Cairo represent ancient patterns, which have been handed from
father to son in the goldsmiths’ traditions for several centuries,
The ordinary bracelet, composed of two plain bands enclosing a
double or single twisted band is certainly an old design, and has
wom the same shape and shown the same character of ornament
for many generations, So, no doubt, have the anklets with square
heads cut in facets. A description of the ornaments now
made at Cairo—which is all that is attainable—may therefore not
improbably represent the same general character of jewellery as
that worn by the famous Queen Sheger-ed-durr, “Tree of Pearls,”
who repulsed 5t. Louis with her gallant Mamlik troops.

The modem jewellery of Cairo has been so exhaustively described
and illustrated by Mr. Lane, in an Appendix to his Modern
Egyptians, that it is only necessary to summarize his account and
refer to his engravings. A Cairo lady’s ornaments consist in various
additions to her head-dress and hair, in ear-rings, necklace, bracelets,
anklets, and amulets. The head-dress is composed of a tarbfish or
fez,round which is wound a kerchief (ruffa). To the crown of the
tarbiish is sewn the boss-like ornament called a Aurs, about five
inches in diameter, and omamented with diamonds set in gold
filigree-work. In the present day the diamonds and gold are alike
of poor quality, and a good 4wryis not worth more than L150.
Even the wives of tradesmen, who are usually devoted to diamonds,
manage to buy some sort of kurs, though it is a heavy, uncomfort-
able ornament, and produces headache when put on, and also when
taken off, 5o that many ladies, when once their heads are hardened
to its weight, wear it night and day. A common kind of Aurs is
made of a thin gold plate, embossed with a pattern, and having a
false emerald set in the middle.

Attached to the kerchief, over the forehead, is worn the kursa,
a band of diamonds, emeralds, or rubies, set in gold, generally
with pendants, about seven inches long. On either side of the
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kerchief hang festoons of pearls, connected together by a pierced
emerald, and fastened at the front to the &ursa, and at the other
end to the back of the kerchief, or to the ear-ring. Sometimes a
sprig (riska) or crescent (#al) of diamonds set in gold or silver is
wormn, instead of the Aursa and pearls, on the front or side of
the kerchief; and another favourite omament is the £amara, or
pear-shaped gold plate, embossed with Arabic letters or a pattern,
and having flat gold pendants hanging beneath. There are several
varieties of this ornament, in the shape of a sakiya, or water-wheel,
a comb, &c., with distinctive names, the most curious of which is
“Td-es-Salth, " Wood of the Cross,” which is clearly of Coptic
origin.

The ear-rings (halak) are not remarkable. They consist of
ditmonds, pearls, emeralds, rubies, &c., set in gold, with some.
times a sprig of floral filigree-work above the drop. The necklace
(‘#kd) is seen in great variety, but with this peculiarity, that it
does not completely encircle the neck, being but ten inches long;
the connecting piece of string is covered by the hair, which is
generally ornamented with strings of gold ornaments and coins.
There is usually a bead or link larger than the rest in the middle,
or also at fixed intervals. Pearls strung, diamonds set in gold, and
hollow gold beads, form the usual links of the necklace.

Cairene jewellers do not cut their diamonds and emeralds in
facets, as this would induce a belief that they were false ; but they
commonly pierce the emeralds. Both customs, of course, destroy
the beauty of the jewels.

More characteristic than the necklaces are the bracelets (asdwir)
and anklets (&%ulkal), which are commonly of solid silver, or even
gold. Simple twist for gold, and a twist set in plain bands for
silver, are the most usual patterns of bracelets, and are doubtless
of high antiquity. The anklets are heavy, and clank together as
the lady walks, so that the poet says:

#The clink of thine anklets has bereft me of reason.”
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The amulet (Aigaé) is a little silver or gold box, embossed and
adorned with pendants, containing a chapter from the Kordn or

FiG. gl .~ARKMS FOR LION HONTING,

other charm, covered with waxed cloth, and is suspcnt]cd at the
right side above the girdle by a cord passing over the left shoulder,

There is another branch of metal-work of which nothing has
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been said: we know almost nothing of Mamlik armour; and
although there is undoubtedly a * Market of Arms " in Cairo which
once plied a busy trade, it is doubtful whether their work did not
chiefly consist in fitting and adapting the weapons and armour of
Persia and the Indies. Two helmets in the Tower of London
have indeed an Egyptian look, and I should be inclined to ascribe
them to Cairo workmen of the period of Kalain (end of the
thirteenth century). These are, however, quite exceptional; and
most of the arms attributed to Egypt are undoubtedly Syrian or
Persian. It must not be forgotten that, to the Mamliiks, Damascus
was almost as much their capital as Cairo ; and while Damascus
blades were to be had there was little inducement for the establish-
ment of an Egyptian school of armourers. The list of Beybars'
presents (p. 28) includes Damascus weapons, and pikes tempered
by the Arabs, butno Cairo armour is mentioned.



CHAPTER VIIL

GLASS,

It is interesting to remark that the Saracens, while they had to
begin with no art of their own, and leamed all their aesthetic
training from their foreign subjects, yet contrived to introduce
some element of distinctive originality into almost every branch
of artistic work. Thus the carved panels of the Cairo pulpits are
a genus by themselves; only in Cairo can such work be seen.
The metal-work of Mesopotamia, Damascus, and Cairo, is wholly
unlike any other metal-work in the world, except that which was
avowedly an imitation of it. It is not merely that the designs
are varied, or new shapes introduced ; the whole character of the
work is distinct from any other style. The chased inlay of silver
in the metal-work, and the self-contained arabesques and geome-
trical panelling of doors, ceilings, and stone-work, are features
which we may seek in vain to match in Europe. A

So is it with their glass; it is absolutely unique in character.
Without prejudging the question whether some of the mosque
lamps were imitated in Italy or not, at least no one will dispute
that they form a distinct class by themselves, and that no other
glass resembles them in the shape, the general style, or the
details of the ornament. Nor do the stained glass windows of
the mosques and houses of Cairo offer any analogy to the windows
of our cathedrals, or any other windows at all. In glass, as in
most other artistic industries, the differentiating genius of the
Saracen artist displays itself in a special character persistently
maintained through many centuries,

The oldest glass in the world belongs to Egypt. The dull
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green and opaque blue glass of the Pharaohs is well known, and
there can be little doubt that the art was not suffered to die out
under the Greek and Roman governors, though examples of these
periods are not numerous. The Arab and other Mohammadan
rulers of this province of the Muslim empire encouraged the
manufacture of glass, at least in the insignificant form of small
weights for testing the accuracy of coins. The British Museum
possesses a large collection of these glass weights, bearing inscrip-
tions which assign them to definite dates. Some have the names
of the early Egyptian governors under the Damascus and Baghdad
K halifs, of the eighth and ninth centuries, but most of them present
the names of the Fatimy Khalifs of the tenth and especially of the
eleventh century, more rarely the twelfth. These coin weights
prove at least that the making of glass had not become a lost art
in Egypt. We read in the life of St. Odilo, bishop of Fulda, of a
vas prefiosissimunt vifreum Alexandrini generds, which was on the
table of the Emperor Henry in the first half of the eleventh
century. There is a vase in the treasury of St. Mark's, at Venice,
of nearly opaque turquoise paste, inscribed with Arabic characters,
which may probably be of the tenth century. *The bowl is five-
sided, and on each side is the rude figure of a hare. These
figures, as well as the inscription, are in low relief, and were
probably cut with the wheel, The setting is in filigree, with stones
and omaments of cloissonné enamels."* Cups of rock crystal of
the same century are in existence and are frequently mentioned
by the Arab historians, who even deseribe thrones and other
large objects made of this mineral, which offers some analogy to
glass in the process of cutting on the wheel, and which must have
induced imitations in the cheaper substance.

Most of the existing glass-work of Egypt, however, belongs
to the fourteenth century, and consists of lamps intended to
be suspended in the mosques of Cairo. * All show that the

® A, Neshitt, Descriptive Catalopue of the Glass Fessels in the South Nemring-
tore MMicsesm, Lxiv., &c.
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makers were tolerably expert glass-blowers, and could produce
vessels of considerable size ; but the glass is of bad colour and
full of bubbles and imperfections. The makers had learnt,
probably from the Byzantines, the art of gilding and enamelling
glass, and made much use of it. Inscriptions in large characters
are favourite oraments ; figures of birds, animals, sphinxes, and
other monsters, are found. The outlines are generally put on in
red enamel, the spaces between being often gilt. The enamels
are used sometimes as grounds and sometimes for the ornaments ;
the usual colours are blue, green, yellow, red, pale red, and
white." ®

There is every reason to believe that these mosque lamps were
made at Cairo, or at all events that the best and oldest specimens
were made there,} though the coarser and more modem sort has
been attributed to imitators at Murano (Venice), who are believed
to have worked for the Mamlok Sultans. It is true that Damascus
and Tyre had a greater name for glass-working ; Nasiri-Khusrau,
remarks that Tyre exported glass vessels worked on the wheel ;
William of Tyre writes to the same effect ; and Benjamin of Tudela,
in the twelfth century, speaks of ten glassmanufacturers at Antioch,
and four hundred Jews at Tyre(Sir) *shipowners and manufactarers,
of the celebrated Tyrian glass.” In the Royal Inventories of France
are motices of several pglass vessels, among the possessions of
Charles V., in 1380, described as *of the Damascus style,”
among others une lampe de voirre owlrée en fagor de Damas sans
awcun garnison. It was, however, the custom among our mediaeval
chroniclers to regard Damascus as the centre of Saracenic art,
and to call everything Oriental a4 fa fapon de Damas, and the
term must not be pressed too far. Some lamps may, indeed, be the
product of the glass-workers of Tyre or Damascus ; and one in the
South Kensington Museum is stated to have come from a mosque

® A. Neshitt, Descriptfre Catolopue of the Glass Fessels in the Sowurh
Kensinmplon Musewm, Ixiv., &c.
+ They were called Kendi! Kala@iny, * Kalaiin's lamp."”
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which seems to be near Damascus, and another believed to be from
Damascus is in the British Museum. Most of the Cairo lamps,
however, were doubtless made in the city where they were destined
to hang, orat the not far distant Mansiira, famous for its glass-works.
It must always be remembered that the probability of fragile
objects, such as glass and pottery, being made in the immediate
neighbourhood of their destination is very strong, in the absence
of distinct evidence of importation. We know that there were
glass-works at Cairo. Nasir-i-Khusrau® states that a transparent
glass of great purity was, in his time, made at Misr, by which he
means Fustit, or Old Cairo; and if he had not said this, the
numerous fragments which are constantly picked up on the
mounds of rubbish which lie between Cairo and the site of Fustat
would be proof enough, It is curious, however, that lamps should
be almost the only objects of glass that seem to have been made
at Cairo. It is recorded that the Mamliks used glass drinking-
vessels, and so much might be inferred from the representation of
cnps on their metal-work, which are plainly intended for glass or
horn vessels. Nevertheless, there is a complete absence of
mediaeval glass cups, or other vessels of undoubted Egyptian
manufacture; and the only glass objects besides the lamps are a
few bottles, decorated with enamel like the lamps, but in maore
delicate lines, chiefly of red and gold ; and the coin weights, to
which we have already referred.

Of the enamelled glass mosque lamps there are five examples
of the finest kind at the British Museum, three equally superb
specimens belong to the South Kensington Museum, besides four
others exhibited there on loan by the Khedive. A few are to be
found in private collections, of which that of M. Charles Schefer,
at Paris, is among the most remarkable : Mr, Magniac has a
lamp of Sultan Hasan, and Linant Pasha had others of the Amirs
Sheykhtt and Almds. So few now come into the market that the

* Sefer Nomeek, ed. C. Schefer, 152,
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price of such examples as are offered for sale is absurd. Very few
of these lamps are now seen hanging in their proper places in the
sanctuary of the mosques ; I only noticed two or three in all the
mosques of Cairo in 1883. This is partly due to the risk of
their being carried off by enterprising collectors, to whom the
guardians of the mosques, who have long known the market
value of their treasures, are not indisposed to sell them for an
adequate bribe ; and partly to the circumstance that the Commis-
sion for the Preservation of the Mopuments of Cairo, alive to the
dangers to which these magnificent objects were exposed, by
the cupidity of travellers and the venality of natives, instituted
a rigorous search and removed all the lamps they could find to
the safety of the Museum of Arab Art. Here, when I examined
the collection in 1883, were about eighty glass lamps, chiefly
derived from the mosques of Sultan Hasan, Barkak, and Kait
Bey. As there were several lamps which were precise duplicates
of others in the collection, I suggested to the Khedive that
four of these duplicates should be sent on loan to South
Kensington, and his Highness readily gave the necessary
authorisation.* The following description of these four lamps
will show the general character of this branch of Saracenic
glass-work.

The first lamp (Arab Museum, No. 24) bears the name and
titles of Sultan Hasan, who reigned from 1347 to 1361, with briel
intervals of deposition. It is ornamented with Arabic inscrip-
tions, medallions, and other decorations, in enamelled colours,
and had six loops for suspension, one of which is broken off,
leaving a small hole. The colours of the enamel are chiefly
cobalt and red, with a touch here and there of pale green and
white. The glass is thick and muddy, with numerous striae, as
is the case with all Saracenic lamps, The decoration is arranged

® An engraviog of one of them was published in the Adrt Fournal, and alter-
wards in my Secial Life in Egypt, 98,
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in a series of five bands, the position of which is indicated in the
accompanying skeleton outline :—

A, on the neck, interrupted
by three medallions, &, 7, a;
B, at the junction of the
neck and body of the lamp ;
C, surrounding the body
and containing the main
inscription, interrupted by
the glass loops for attach-
ing the silver chains that
attached the lamp to the
beams or ceiling of the
mosque ; 2, on the lower
curve of the body; and £,
on the foot. This division
is common to most of the
lamps with which I am
acquainted, but the oma-

E

ment of course varies i, ga.
gleﬂ.tlj" in different exam- LHAGKAM OF GLASS LAMF,
ples.

The inscriptions on the five bands are as follows :—

A. (3) L ISES 0e Jie (a) Uiyl Slgemdl 4o 4l
() t'-:-ﬂ-“ :L..n-

“ God is the Light of the heavens and the earth ; His light is asa
niche in which is a lamp, the lamp :” here the inscription breaks
off, it should continue L_:;;a. —s l,.‘nl‘ﬁ- dalonjll danlenj e
*“in a glass, the glass as it were a glittering star."—Kordn, xxiv.
35. 'The Arabic letters are in cobalt, the shading lines and
ornaments, which are very delicately traced, are in red.

a, 4, a. Three medallions, each bearing, on a fess indieated in

P2



212 ART OF THE SARACENS.

outline by thin red lines, the inscription thrice repeated:
UM bl GNaeo! j= “Glory to our lord the Sultan the
king,” written in thin red lines,
B. Six fleurs-delis, in green and red, with red line ornament
between.
C yob ol (1) 1} Shell (1) OMakt (l0p) U¥yed jo
(£) 2y j& domma (32 Gmim (L) Suily W (1)1

 Glory to our lord the Sultan the king, the helper [En Nasir], Aid
of the state and church, Hasan son of Mohammad: be his
triumph magnified ! * These words are formed by the glass being
left plain in the midst of a ground of cobalt enamel, In earlier
examples the plain portions would have been gilt.

D). Three medallions similar to &, a, a, but the inscriptions
slightly imperfect, divided by floral omaments in red, green,
and blue,

E. Omament in fine red ootline, within blue border.

The second lamp (Arab Museum, No. 40) is similar to this in
the inscriptions, the arrangement, and the colours, and differs only
in substituting for the fleurs-delis of band B, six ornaments in
blue, divided by red outline tracings.

The third lamp (Arab Museum, No. 47), which has lost its foot,
has much less inscriptional ornament, and more floral decoration.
Band A has, instead of the Arabic inscription, arabesque scroll-
work in blue, divided by medallions similar to those (a, a, a) of
the first lamp, and bearing the same inscription. & is decorated
with three red and three green circular splashes, arranged alter-
nately : these daubs are very common on lamps of this period.
€ has no inscription, but a conventional floral design repeated
six times with slight variations, and divided by the six loops
for suspension. D has three medallions like @, a, a, with
the same inscription, divided by red outline ornamentation
enclosed in blue border within outer border of red. E is broken
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off. The inscriptions, it will be observed, do not give the name
of any Sultan, but the lamp is stated to have been taken, like the
other two, from the mosque of Hasan,

The fourth of the Khedive's lamps (Arab Museum, No. 11)
belonged to the mosque of Sultan Barkik, (in the Coppersmiths’
Market at Cairo,) who ruled in the last two decades of the four-
teenth century. The inseriptions and ornament are arranged in
much the same manner as on the first lamp of Sultan Hasan.
Band A presents the same inscription as that lamp, but perfect
to the words |63 S35, “glittering star.” The medallions
d, a, @, however, contain the following inscription thus arranged,
written in fine red lines within a blue border, outside which is
another border of fine red line ornamentation :—

i the Illustrious
L‘,'Jn;l....}'. Lae) 3= Glory to our lord the Sultan
S the King

& is decorated with six splashes of pale green and red alter-
nately, as on the third lamp.

C has the inscription—

(L) demes 921 5 (L) WaJ (L) U (1) OUabad) (oop) UNaed st
(£} addl opail

“Glory to our lord the Sultan, the king, the Illustrious [Edh-

Dhahir] Abu-Sa‘id, whom God assist.” The letters are in plain

glass, defined by the blue ground, as on the first lamp.

L. Three fleurs-de-lis and three double fleurs-de-lis arranged
alternately in blue borders; the single fleur-de-lis also enclosed
in outer red border as on the first lamp. On the foot, £, are
coarse flowers in red and greenish white in blue scroll borders.

These are good examples of the most ordinary type of Saracenic
glass lamp, with the usual mode of decoration. The three other
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lamps in the South Kensington Museum, purchased in 1860, 1869,
and 1875, are all rather exceptional in their inscriptions and
ornament, though these are arranged in the same manner as in the
Khedive's lamps. They are more choice, and the small one,
of Kifir Es-Silihy, from its unusually small size, and from its
probably early date, is the gem of the collection.

Glass lamp*® of Kafiir Es-Safiky, probably of the thirteenth
century, enamelled in colours and gilt, the latter unusually well-
preserved. Height, 1o} in. [S. K. M., 6820.—186c.]

“ The ornament appears to have been traced in fine lines of
red enamel, and the spaces between the lines filled in some
cases with eoloured enamels, in others with gilding. The whole
work is carelessly executed, but very effective.” On the neck is
a broad band on which is an inscription in blue divided into
three parts by three medallions, the centres of which are occupied
by a white sixfoil flower on a red ground.

This inscription (A4) reads—

S (Salse O N1 Jll O liadl yoyp Jos Lo
“Of what was made by order of his Highness the exalted, the
Lord, the Bey."

On the body of the lamp (C), divided by three loops for
suspension, is the following inscription, originally gilt on a blue
groun:l, in continuation of A :—

ol ()1 KA (60 () yadl gl jp3lS
(1) ket o

* Kafur Er-Rimy, El-Haridy, [liegeman] of El-Melik Es-Salih : be
his triumphs magnified 1"

* The descriptions of this and the two following lamps are taken partly from
Mr. Neshitt's Catalogwe of Glass in the South Kensington Musenme, to which
1 contributed the interpretation of the Ambic inscriptions. T have, however,
after an interval of ten years, made a second examination of the lamps, which
has resulted in some important corrections of my earlier readings of the
inscriptions, and 1 have also amplified Mr, Neshitt's descriptions.
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On the under-side of the body the devices in medallions are
repeated, separated by floral ornament, chiefly gilt on a blue
ground ; on the foot are three twelve-foiled medallions in blue, in
which are arabesques in blue, white, yellow, green, and red, on a
gilt ground.

Glass lamp of the Mamilik Awir Akbugha, fourteenth century,
enamelled with circular disks and medallions in white, red, and
blue, with three suspending chains of silver. Height, 13 in
[S. K. M., 1o56.—1869.] Fig. 93.

“ This very fine specimen resembles the preceding very closely
as regards the character both of the glass and of the ornamenta-
tion.” On the neck, three medallions divide an inscription in
blue enamel :—

A & oy del b Sduy 35 OV W) OM Sigw P

3R LS
% In the houses which God hath permitted Lo be raised for His
name to be commemorated therein, men celebrate his praises
mormning " [and evening].—Kordn, xxiv. 36.

In the centre of the medallions is a device: on a fess gules, a
lozenge argent ; the ground of the medallion is also white.

% On the upper part of the body are eleven sixfoil medallions
formed by a blue line, the grounds within which were probably
gil. On these are lines very carelessly sketched in red, some of
which show some resemblance to the outlines of birds.” There
weré six loops for suspension, one of which is broken, dividing the
inscription €, which is in blue characters with red edges on a gilt
ground :—

C (g gt (L) s sell (L) Sladl gupy Jub oo

(L) e Shotl (1) ammlgll ae R3] () L . . el e (4)
# Of what was made by order of his Highness, exalted, Lord, the
Great Amir, Seyl-ed-din Alfy, "Abd-El-Wihid Akbugha, [liegeman)
of El-Melik En-Nisir,”
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On the under part of the body the medallions with devices are
repeated ; between them are spaces filled with arabesque omament
in white, red, green, yellow, and blue, on a gilt ground.

- Akbughd was a well-known Mamlik of the great Sultan En-
Nisir Mohammad ibn Ealain. He died in 1343.

Glass lamp of Kahlfis, a Mamlik of El-Melk En-Nisir,
fourteenth century; described, but probably erroneously, as
having been brought from the mosque * Devi Saidenaya™ at
Cairo, which is not known, though a convent of a similar name
exists near Damascus. Height, 11fin.  [S. K. M., 580.—1875.]

This is rather better and more carefully made than the others,
and the enamel is in excellent preservation. The inscription on
the neck, in gold on a blue ground, is divided by three medallions ;
the centre of each shows on a red ground a gold fess, on which
is a scimitar in black with white mountings.

A. )i.'l'.DJl agly a.:'l..]l.- ._..ar s O ! it pot (0% ]
O hall 451y
# He only shall visit the mosques of God who believeth in God
and the Last Day, and is instant in prayer.,"—~Kopran, ix. 18.

On the body are six loops for suspension, dividing an inscription
in blue on a gold ground :—

C. a5 &l J (1) pedddl ol (fogp) aids) Lo s
(1) el () Sl jhad o2 (L) A Al ks el (L) S
“'This is what was dedicated by the humble servant of God
Almighty, hoping for the forgiveness of God the generous, Kablis,
[liegeman] of El-Melik En-Nasir.”

On the lower part of the body the medallions are repeated, the
spaces between are filled with arabesque ornament, showing blue
enamel on a gold ground, lines of red on gold, and three small
omaments in white, blue, red, and green enamel.

Of the lamps in the British Musenm, the following are the most
interesting :—

Glass lamp of Sheykhii, a Mamlik of El-Melik En-Nisir, four-
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teenth century. The inscriptions run rcund the neck () and
the body (C), and (as usual) are formed of blue enamel on a
plain glass ground in (4), and in plain glass (outlined in red) on a
blue enamel ground in (C): the plain glass was probably gilt when
new. The neck inscription contains the ordinary Kerdn verse,
“ God is the light of the heavens (s) and the earth : his light is as
(s) a niche in which is a lamp (s)"” : here it breaks off.

At the points marked (s) is an armorial medallion: per fess,
gules and sable, on a fess or, a cup gules; within a belt of
delicate red tracery.

The body inscription (), divided by six loops, runs:—

(1) sosamall (1) (Stae (L) SR By (£) W i iy
(L) oyas aNI o (Gpaldl (L) paam ghee)

“ By order of his excellency, the most noble, the exalted, the lord,

the master, Seyf-ed-din Sheykhil, [the liegeman] of En-Nasir, God

magnify his triumph! "

On the lower curve of the body (D) are three armorial medal-
lions, as on (), but divided by three medallions of arabesques,
drawh in delicate red outline on a blue enamel ground, within a
belt of red tracery.

Glass lamp of Twkusdemir, Councillor of En-Nasir, fourteenth
century.

On A, the same inscription as on the preceding lamp, break-
ing off at the same point; but divided by three shields, pear-
shaped : gules, in chief an eagle displayed or, in base a cup
of the last.

00 C: ezl ghedl GV Sploell eyt Jos Lee
S (ol S ko el
« Of what was made by order of the lord, the Amir, Seyfed-din
Tukuzdemir, Sitting Councillor of El-Melik En-Nasir, the Bey."
On D, three shields as on A, alternating with beautiful ara-
besques in red, white, blue, and yellow.
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On E, JWl “ the wise,” repeated all round.

The border ornament consists chiefly of fine red tracery.

As before, the upper inscription is blue on gold, the lower gold
(outlined with red) on blue : but in this lamp the gold is excep-
tionally well-preserved. The “Sitting Councillor,” Admir Meglis,
had control over the doctors and surgeons of the Court (see
p- 31); and this Tukuzdemir is mentioned by the contemporary
traveller, 1bn-Batiita, as one of the chief nobles of the day.

A third lamp of exceptional interest, in the British Museum,
must be referred to here, although it is believed to be of Damascus
manufacture. It is quite different in style from the ordinary
Cairo lamps : neither medallions nor shields appear upon it, nor
the name of any Sultan or lord. The neck inscription (A4) contains
the beginning of the formula “ God is the light,” &c., down to
dglej)l, and the body inscription (C) continues it to JiZs™;
the whole reads :—

(). * God is the light of the heavens and the earth; his light
i5 as a niche in which is a lamp, and the lamp in a glass; the
glass | (C) as it were a glittering star; it is lit from a blessed tree,
an olive neither of the east nor of the west, the oil thereol would
well-nigh shine though no fire touched it—light upon light: God
guideth to his light whom He pleaseth; and God strikes out
parables [for mankind, and God is mighty over all.]* As before
the neck inscription is blue on a gold ground, and the body
inscription gold upon blue: the gold is unusually well preserved.
Fine red tracery forms the borders. On the three loops for
suspension the following inscription is distributed :—

Vil dealall | 3530 Davmdl! | ompy Joo Lo

“ Of what was made for the mosque at the grave of the lady
Et-Takina.” The meaning as well as the position of this
curious inscription is unique: and the mosque and the lady
Takina, or Takwiya, or whatever her name may be, has not yet
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been identified. Over the word Jme—e!l are signs which look
like 114, and may be a date reversed, 891 (A.D. 1486).

A lamp exhibited by Mr. J. Dixon at the Burlington Fine Arts
Club, in the summer of 1885, bore the inscription round the neck
O 71 (55061 (8 peoV [(]9) gull 71 1 JW oty yio!
| sendiyl!

continued round the body,

dds el el el el e ey IJ“‘; alll L-‘L: ui.‘.ll
« His excellency the generous, exalted, lord, great amir, royal,
master, | trusting in God most High, Yelbugha, the retainer of
En-Nasir, lord chamberlain of the royal gates.”

At the points m are medallions bearing a coat of arms : on a fess
a scimitar azure, with brown mountings, chief gules, base brown.

Yelbugha is mentioned by El-Makrizy (in the Aifaf} as a
s wezir " and * ustiddir,” and ““one of the chief mamliks of El-
Melik Edh-Dhihir Barkik," in reference to his restoration of the
mosque El-Akmar in 1397. The lamp may have come from this
very mosque ; but it must have been made after the death of
Barkiik, since Yelbughi styles himself, not Edh-Dhihiry, but En-
Nasiry, i.e. mamlik of En-Nasir Farag, Barkik's son and suc-
cessor. This will give the lamp a date of about 1405-10.

No two lamps are really alike; the designs are infinite, and
only in the inscriptions do we find any trace of monotony. The
appropriateness of the passage from the Koran about “the light
of the heavens and the earth,” seems to have made it very
popular with the glass-workers, and it recurs with almost the
persistency of the still more celebrated “Throne Verse,” which
meets the eye in nearly every mosque and tomb in Cawo.
Besides variety in ormnament, the lamps sometimes differ widely
in substance. The transparent glass, covered with inscriptions and
designs in blue and red enamel, is certainly the ordinary material,
but some lamps are of plain glass with no enamel at all ; such is the
lamp of the church of Abu-Sarga, engraved in Mr. Butler's Coptic
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Churches, which has the form of the lamps already described, but is
perfectly plain, and has only three loops for suspension. A similar
lamp is preserved in the Coptic church of Sitt Maryam hard by.
Some of the lamps in the Arab Museum at Cairo are of pale green

Fifi g— VASE OF BULTAN REVRAEF 11

or blue glass, and semi-opaque, and I have seen one, of a rich
deep blue, still hanging in a mosque. Lamps of the same shape
and purpose were also made of pottery, but not, so far as we
know, in Egypt. ‘The earthenware lamps are chiefly of Damascus
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and Rhodian ware, and belong to the sixteenth century; some
of them reach very large sizes, and not a few are open to
suspicion of owing their existence to the modern forger's desire to
satisfy the passion of the collector. The Saracenic glass lamps
do not appear to have been made much later than the fourteenth
century, nor do we hear much of Eastern glass from travellers
after this period. Venice had then taken up the rile of glass-
making.

The mode in which the lamps were used was this: they were
suspended by chains of silver or brass to the wooden beams that
generally run across the span of the smaller arches in a mosque,
or else to the ceiling, or to the gallows brackets that stand out from
the walls, as at Sultan Hasan. A small glass vessel containing
oil was hung inside the lamp by means of wires hitched on to the
rim, and a wick was soaked in the oil and lighted. The effect of
the yellow light shining through the gold and the blue and red
enamel, and showing off the inscriptions and ornament, must
have been magnificent: the true Oriental delight in softened
light, which we notice in the shady meshrebiyas, the subdued
tones of the windows, the dull red and blue of the ceilings,
is exhibited in this manner of introducing light into the mosques.

Besides the mosque lamps, the most prominent use of glass in
Cairo was for the windows of both mosques and houses. Over
the niche of a mosque, and over the lattice wood-work of
.a ‘meshrebiya in a house, one generally sees examples of the
characteristic stained glass windows of Cairo. In houses they
are generally set in a row, in slight wooden frames, over the lattice,
to the number of eight or more. The Cairo room in the South
Eensington Museum (no. 1193—1883), has eleven of these stained
windows, which are called in Armbic kemariyas or shemsiyas,
“moonlike” or “sunlike.” They consist of a rectangular frame
of wood, about two inches broad by one thick, and forming an
oblong about thirty inches high by twenty broad. The frame is
filled with an arabesque, floral, architectural, or inscripiional
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design in open stucco-work, the perforations being filled with
stained glass. The mode of making these windows is the
simplest. A bed of plaster is poured into the frame and suffered
to set, and the design is then cut out with a gouge or other tool,
after which the stained glass is fixed with more plaster on the
outside of the window, which is then put up in its place, flush
with the inside of the wall, and set in a slight wooden frame with
a flat architrave round it forming a margin which conceals the

STAINED GLARE WINE

L

(sl Kewsimpton Musram.)
joints between the several windows. A couple of buttons keep
the window from falling inwards, while the architrave SECHReS
it on the outside. It will be seen that no special skill is
required for most of this work. The plaster is easily cut—as
any one may prove who cares to make the experiment of carving
a kamariya out of plaster of Paris—and the glass requires no
fitting, for its superfluous edges are concealed by the plaster,
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The material is fragile, no doubt, as those who have tried 1o
bring it to England know, but moderate care on the part
of the workman would ensure the safety of the kamariya
between its cutting and its placing in the window. Where the
art comes in is in the shaping of the perforations which
form the design. The shape and slant of these holes are
skilfully regulated according to the height they are to be raised
above the spectator; and the thick plaster setting of the bright
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(it Nouning dom Afiienm.)

little facets of glass gives the light that comes through the latter a
shaded appearance which is singularly charming. It is difficult
to give in words any clear idea of the exquisite effect which is
obtained by a skilful management of the plaster rims ; and, unfor-
tunately, in our climate one cannot reckon on seeing the sun's
rays streaming through the stained glass of those kamariyas which
are exhibited in the South Kensington Museum.
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With all the ingenuity of moulding that is noticeable in the
plaster designs of these kamariyas, it must be admitted that the
designs themselves are somewhat monotonous. Certain well-
known types recur again and again, and it scems as if the artist
had satisfied himself that no other design could be so successiul
and suited to the character of the light that was strained through.
The South Kensington Museum contains thirty-seven of these
windows, including the eleven belonging to the Cairo room,
and the following is an analysis of the designs presented by this
series -—
Pinks and other flowers growing from a vase—ten examples,
varied of course in colours and slight details, but actually
of the same design, which is the commonest of all. (Fig. 98.)

Cypress entwined with flower-stem—six examples. The spirals
of the flower-stem are made to twist in opposite directions in
a pair of these designs.

Cypress along, one; or within a qua.irtfoi], surrounded by
flowers, two. Two cypresses under an arch, one; or be-
neath a palm, one example. (Fig. 97.)

Kiosk between two cypresses or two buds (fig. 95.), or alone, six
examples.

Scroll or sprig of flowers and leaves, three examples. (Fig. 96.)

Thus thirty of the thirty-seven windows are accounted for by five
designs. The remainder consist of two Solomon's Seals, one
rosette, and four portions of Arabic inscriptions, of which two or
three form parts of Christian formulas. Examples of the kiosk,
the palm spreading over two cypresses, the flowers growing out
of a vase, and the scroll or sprig of flowers, are given in the
illustrations (figs. 95—03).

The position of the row of kamariyas overa mieshrebiya is almost
always just beneath the eave of the window, above the lattice-
work ; butthere is one exception in the South Kensington Museum.
The Cairo room there has its eleven famariyas in an intermediate
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position, with a panel of lattice-work above as well as below the
glass. This is so unusual, that competent authorities have
asserted that the meshrebiya has been wrongly put together; but
apart from the fact that the sketch I made of the window before
it was taken down in Cairo shows the same arrangement, the
joints of the wood-work prove that the window is in its original
position, and could not have been set up in any other way.



CHAPTER IX.

HERALDRY ON GLASS AND METAL.

Ix describing various objects in brass, bronze, and glass,
especially the glass mosque-lamps, several coats of arms have
been noticed. The subject deserves a section to itself, partly
on account of its unexpectedness, and partly because it has a
bearing upon the origin of our own heraldry. It is probable
that the Crusaders brought back to Europe, together with
lessons in chivalry and civilization, the germ of our system
of heraldic bearings which has since been so carefully developed.
The circumstance that coats of arms do not seem to have been
borne in Europe before the end of the eleventh century, and
were then very rudimentary, favours the conclusion that they
had their source in the devices carried by the Saracen adversaries
of the Crusaders. It is true, we are mot able to point to any
decided use of armorial badges in the East before the year
1190,* when the coins of ‘Imid-ed-din Zenky, Prince of Singar,
present the two-headed eagle which soon afierwards becomes
common on the coinage of the Urtuky rulers of Amid, and is
found sculptured on the walls of that city. This is early enough

as regards the emblem in question, for the Imperial Eagle was

® The badges on the Gate of Cairo, called the * Bib-en-Nasr," may,
perhaps, be the arms of the builder, El-Gemaly, and, if so, the use of armorial
bearings in Egypt in the eleventh century is proved. They consist of a
circular shield sculptured with a sixfoil srnament, and crossed behind by a
straight sword ; and of a pear.shaped shicld with four studs or bosses and a
serrated edge.
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not adopted in Europe before 1345, but it cannot be regarded as
satisfactory for all coats of arms. If other armorial bearings were
known in Europe in the eleventh century, it is possible that they
were carried to the East by the Crusaders, instead of being
brought thence to the West. Several considerations, however,
militate against this view. One is the Eastern origin of many of
our heraldic terms : thus gu/es is the Persian g/, a rose ; asure is
also Persian /asurd, blue; ermine is the fur of an Armenian
beast; the pelican, ibis, griffin, and other charges of our coats of
arms are clearly of Oriental derivation, Moreover, we know,
from the researches of H. Brugsch Pasha, that the ancient Egyptian
nomes had each their sign or badge, and that the temples were
distinguished by separate devices on their banners. Various
animals and birds were used for these purposes, and we even
find the Star and Crescent, which, with the Lion and Sun, forms
the sole remnant of heraldry among the modern Muslims. There
is thus reason to believe that the heraldic bearings, which, as we
shall see, were of common application during the 13th, 14th, and
15th centuries, were of Oriental descent, and though probably
their frequency was a part of the general revival of the arts which
accompanied the irruption of Turkish tribes into Syria and Egypt
in the 12th and 13th centuries, they doubtless represent a custom
that may have fallen into desuetude, but was never entirely
forgotten, in the East,

The cause of the sudden abundance of these armorial shields,
especially in the 14th century, was the military constitution of the
Mamlik empire. The various corps of the Mamlik army were
distinguished each by its separate banner, with its individual
device. The Arabic and Persian word for a heraldic badge, or
arms, renk, meant originally “ colour,” and then came to mean,
like our own expression, the “ colours ” of a regiment, and hence
any distinguishing * badge " or “ bearing,” * coat of arms.” In the
history of the Mamliks we constantly meet with references to the
renks of various Amirs and Sultans, and of such remés being

Q2
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assigned by the Sultan to a given Amir. When EsSilih Ayyab
made Aybek his Taster (Jashenkir), he gave him for his armorial
badge a small table, in allusion to his office, which consisted in
tasting all the food destined for the Sultan's table. This was the
usual origin of these badges; they were not hereditary,and itis only
by accident that the same renk is found to have been bomne by two
persons. Among the historical references to specific arms, we
may mention the description of the lon passant, which was the
crest or bearing first of Ibn-Tilin in the ninth century, and
afterwards of the Sultan Beybars 1., A.D. 1260-77, and which gave
its name to the * Bridge of Lions,” and also the “ Garden of the
Lion and Hyaena,” which were ornamented by two lions carved
in stone on the gateway. Abu-l-Mahisin mentions another coat
of arms, argent, on a fess vert, a scimitar gules, and adds that
this elegant coat was much beloved by the ladies of Cairo, who
used to tattoo their fingers with it. The same historian says
that the arms of the Amir Salir were black and white.

Saladin's crest was probably an eagle ; Barkik bore a white
Sunkur, or falcon, which is the king of birds among the Arabs;
and Kalaton bore a “ canting " coat, the representation of his own
name, a dick. ¢

Two finely sculptured single-headed eagles in the Arab
Museum at Cairo, with well-chiselled wing and breast feathers,
and spreading tails, set in pear-shaped shields, with a cup in
the base, may have been Tukuzdemir's arms (see above, p. 217).

A great many coats of arms have come down to us, some in
metal, when the colours are of course uncertain, others in glass,
when the enamel preserves the original tinctures. Some few
devices are also preserved in mosaic, wood, and ivory, or in-
scribed on the walls of buildings. The circular medallions
sculptured on the edifices of Kiit Bey and other Sultans may
almost be regarded as blazons, and so may the similar medallions
on glass lamps. The late E. T. Rogers Bey, whose long residence
in the East and intimate acquaintance with Arabic literature
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rendered him a high authority on all branches of Saracenic art,
devoted considerable research to this subject, and collected a
large number of Mamliik coats of arms in a valuable memoir
published in the Budletin de I Institut Egyptien, 1880. The follow-
ing rdrumé of his discoveries, together with a few additions from
my own observation, will be useful to those who do not possess
the original monograph.

The general character of Saracenic armorial bearings is mono-
tonous, The shield is almost always a circle, divided by a broad
fess; though a glass lamp at the British Museum has the true
shield form, and no fess. The usual charges are a cup (most
frequent of all, and indicating that the bearer held the office of
cup-bearer to the Sultan), a lozenge, a sword, a pair of cornu-
copias, a pair of polo sticks (indicating the office of Jakendir, or
polo-master), keys (the badge of a chamberlain or governor),
an eagle, and a target. These are often combined in various
modes, of which the commonest consists in placing a cup on the
fess, a second cup in the base, and a lozenge in the chief. The
cornucopias are generally arranged on either side of one or
other of the preceding charges. A very frequent bearing, which
suggests curious speculations, is the hieroglyphic formula already
referred to, p. 195. It is found as a sole charge, or in chief with
other emblems, or inscribed upon the body of a cup, and its
meaning is “ Lord of the Upper and Lower country.” Rogers Bey
was of opinion that the Mamliiks who employed this coat must have
been aware of its meaning, and that perhaps the interpretation of
hieroglyphics had not become extinct in the fourteenth century,
It is possible that, while the general hieroglyphic inscriptions
were no longer understood, the particular title, which is of
frequent occurrence on the temple walls, may have been pre-
served by the Copts; or the Mamliks, without knowing the
meaning, may have inferred from its frequency that it was a
title of honour. In any case, its common appearance upon
Saracenic objects is sufficiently surprising.



230 ART OF THE SARACENS.

The following are some of the principal coats of arms belong-
ing to historical Amirs and Sultans, in addition to the badges
(lions, eagles, &c.) already mentioned :—

Sheykht + a.5. 758 (1357)- Per fess, gules and sable, on a
fess or, a cup gules. (British Museum, and Linant Pasha's Col-
lection.)

Bahidur, + 739 (1339). Two horizontal bars.

El-Maridany, 1 744 (1343). Gules, on a fess argent, a lozenge
of the first.

Kahlis, an Amir of En-Nasir (14th century). Gules, on a fess
argent, a scimitar sable, mounted of the second. (S. K. M.)

Tukuzdemir, + 746 (1345). Gules, in chief an eagle displayed
or, in base a cup of the last. (British Museum.)

Almis, +734 (1334). Argent, a target or, with a bull's eye
gules. (Linant Pasha's Collection.)

Arkatdy, + 750 (1349) (Governor of Safad). Two keys.

Ezbek, A.H. o5 (1499). On afess, a cup supported by dag-
gers (?) ; chief, a lozenge between cornucopias ; base a cup
between lozenges.

Beshtik, a.5. 736 (1335). On a fess, a cup inscribed with the
usual hieroglyphics, in chief diamond, in base a cup. 'This occurs
ona bronze plate, and is consequently without tinctures; it is also
seen on the ruin known as the “Bath of Beshtdk,” near the
~ mosque of Sultan Hasan.

Sultan Kait Bey, toor (1495). ©On a fess, a cop between
comucopias ; above a lozenge; beneath a second cup. The
same coat was borne by the Amir Janbalit, one of Kait Bey's
officers, and afterwards Sultan.

Many other combinations’ of cups and lozenges and the like
might be enumerated, but these have not been identified with
historical personages, and the student may refer for them to
Rogers Bey's memoir. Among the more remarkable combina-
tions, however, may be noted a flag upon the body of a cup,
which probably refers to some military or court office; and in
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colours, a rare arrangement is seen of Bektuman En-Nasiry, azure
on a fess argent, a cup gules. A common badge is the fleur-de-
lis, generally very distinctly represented. It was borne, among
others, by El-Ashraf Sha'bdn, El-Mansir "Aly, and Es-Silih Hajjy,
Sultans who all reigned in the second half of the fourteenth
century, and it also occurs on the Miristin of Kalidin at the
beginning of the same century.

Two coats of arms preserved in the South Kensington Museum
are different in details from any of those collected by Rogers
Bey. The first occurs on a brass stand (see p. 195) which
bears the title of a chief secretary of the fourteenth century;
the second is from a scale-pan (no. g2g, 1884), with no
name, but is probably of the fifteenth century ; the arms show
the usual hieroglyphics on a fess, with a lozenge between trefoils
in the chief, and a cup between trefoils in the base,



CHAPTER X.
POTTERY.

THE only pottery now made in Egypt is the porous un-
glazed ware, made principally at Ballasa, King, and Semenhiid,
which is used for water-bottles and utensils for the kitchen,
and the roughly glazed variety of Asyiit, which is chiefly
made for coffee-cups and ornaments, pipes, ash-trays, &c. Both
are of red earth (or, the latter, sometimes black, as fig. gg), and
are turned on the ordinary wheel. The ornament, when there is
any, is coarse, but the forms are generally simple and graceful.
Some of the shapes of the common porous drinking-bottles are
singularly pure, and might serve as models to the most finished
potter of Europe.®

No fine pottery is now made in Egypt with the floral decora-
tion and pure siliceous glaze, such as we see in the well-known
Damascus and Rhodian pottery. It is even a disputed point
whether any of the tiles which adom the mosques and houses of
Cairo were made there, and some critics would have all fine
earthenware to have been imported from Damascos and Persia.
The mere fact that no fine pottery is now made in Cairo is no
argument against its having been made there formerly, Anyone
who will wander among the rubbish mounds of Old Cairo (Fustit),
after a high wind has disturbed the sand, will be rewarded by
picking up fragments of glazed earthenware of a great variety of
styles. These are the potsherds of former centuries, for no ware

® Ser the engravings in Lane's Modern Epypiians.
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like these can be discovered in the present day. That these frag-
ments represent wares actually made at Fustat, is proved by the
fact that the “cockspurs” or clay tripods, upon which they were
placed during the firing, are found with them ; and that they were
made before the almost total destruction of Fustit by fire in 1168
*is at least probable, from their abundance and the absence of any
similar ware made in Cairo at
later periods. Many of these
fragments have a gold or cop-
per lustre ; others are deco-
rated with streaks of red and
white; and a large propor-
tion show coarse black designs
on a turquoise or blue-green
ground, resembling the ancient
black and blue ware of Syria.
It is only natural to conclude
that the Saracens (or their
subjects), who cultivated the
potter's art with remarkable
success in Persia and Syria,
should have carried the same
proficiency to so important
a city of their empire as Cairo.
Fortunately there are a few
references to Egyptian pottery
scattered among the works of
the historians and travellers of
the East, though much fewer
than could be desired. The
most important is the statement of Nasir--Khusrau, who wvisited
Egypt in the middle of the eleventh century of our Era. © At
Misr " (i.e. Fustit), he writes, * they make earthenware of all kinds,
so fine and diaphanous that one can see one's hand throogh it

FiG: 90 ASY0T COFFEE-POT.
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They make bowls, cups, plates, and other vessels ; decorate them
with colours resembling [the iridescent stuff called] Bakalaman,
so that the shades change according to the position in which the
vessel is held.”* This can only refer to an iridescent ware like
the fragments found among the rubbish mounds of Fustit, which
have the metallic lustre described by Nasiri-Khusrau, and are
painted with arabesque designs, inscriptions (unhappily not indi-
cative of date), and sometimes with figures of animals. The
fragments, however, are not translucent, as was the ware deseribed
by the Persian traveller; but this may be explained by the
likelihood of the more fragile ware having been reduced
almost to powder, and thus escaping observation. The fact
remains that fine pottery was manufactured at or near Cairo in
the eleventh century ; and this point once established, there is no
reason to seek for a different source for many of the tiles that
are found in the decoration of the mosques and houses.

Tiles were the Saracenic substitute for mosaic. The last was
used in mosques and palaces, though not to cover the upper
portions of the walls; but for private houses, and sometimes
for mosques, a cheaper substitute was found in siliceous glazed
tiles, We find them commonly in the dados of the reception-
rooms in the better class of houses, How early they were intro-
duced is not known, but the coating of the remarkable minarets
of the mosque of En-Nisir Mohammad in the citadel of Cairo is
of glazed blue tiles, and this carries them back to the first quarter
of the fourteenth century. It is worth noting that the Egyptians
call wall-tiles Kiiskany, “ pertaining to Kishdn,” a Persian city,
and the name points to the possible derivation of Syrian and
Cairene faience from the early lustred earthenware of Persia.

| The fragments picked up at Fustat, however, bear little resem-

blance to the early Persian ware, nor have the devices of the later

. Damascus and Cairo tiles much in common with the golden

arabesques of the true Persian. There is nothing to prove

* Sefer Nawmek, ed, C. Schefer.
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that the Persian pottery was the parent of the Cairene: it isequally
possible that the Fustit fragments represent the origin of the
Persian wares. But wherever the art originated, it is reason-
able to assume that the Tartar invaders of Egypt in the twelfth
and thirteenth centuries brought with them the idea of coating the
walls of a tomb or house with tiles, such as they had seen on
their route through Persia. The usual dates of the Persian
star-shaped tiles are of the thirteenth century. This would give
sufficient time for the art to be carried to Cairo by the Mamliiks,
and used for the decoration of En-Nisir's mosque in 1318. Itis
true that the Cairo tiles are not star-shaped, nor do they resemble
their Persian contemporaries in colour or general treatment ; they
are not lustred, nor have they inscriptions or dates. More-
over, the potter's art was practised successfully in Egypt in
the days of the Pharachs. Still, the notion of wsing files as
wall coverings may have come from the Persian tombs, though the
material and process had long been familiar. It was in the
adaptation and revival of old arts that the Saracens excelled.
Which of the numerous varieties of tiles, still to be seen in situ
on the walls of Cairo buildings, are of native manufacture is a
problem which does not appear likely to be solved until we have
discovered tiles inscribed with names or dates, or obtained some
fresh historical evidence. Some of the designs are so obviously
akin to those known to have been made at Damascus, that it
seems difficalt to resist the conclusion that they were imported
from that city. There is, however, another explanation of the
similarity which is equally probable. It was, we know, the
custom of the Mamlik and other princes to send to various
distant cities for artists and workmen, when they contemplated
the erection of a great mosque or palace. We read of painters
brought to Cairo from Basra and Wisit, in Mesopotamia; of
artisans furnished by the Greek Emperor to the Khalifs at
Damascus ; of a Cairo mason, sent in 1287 by Kalaiin, to chisel
that Sultan's name on a mosque then being built by Bamka
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Khan in the Crimea; of an architect of Tebriz, who built the
two minarets of the mosque of Kisiin, at Cairo, on the model of
the minaret set up in Tebriz by Khwija ‘Aly Shih, the Vizir of
the Mongol King of Persia Abii-Sa%id. This principle of collect-
ing workmen from the chief centres of their arts may have operated
in producing the mixed character of the tile-work of Cairo.
Potters may have been brought from Damascus, Briisa, Kutahia,
and the other centres of tile-work, to ornament the mosques and
houses of Cairo, and this would account for the purely Damascus
patterns which we frequently see. Sometimes, no doubt, the tiles
were actually imported. Ibn-Sa‘id tells us that quantities of
asulejos (2 word formed from the Persian fasird, lapis lazuli)
were exported from Andalusia, and the mosque of Sheyka at
Cairo was decorated with these Moorish tiles, some of which are
now in the South Kensington Museum (St. Maurice Collection).
In a similar way, the Lady Chapel of St. Mary Redcliffe, at
Bristol, is paved with asulejos, which formed the cargo of a ship
captured off the coast,

What has now been said will show that it is not easy to decide
which tiles may be ascribed to the native potteries of Cairo,
Some general principles, based on observation of prevailing types,
may however be laid down. It is supposed, with some show of
reason, that the thinner tiles are Cairene ; as distinguished from
the thick ware of Damascus. The Cairo colouring appears to be
chiefly blae, in two shades, dark and turquoise, and the designs
are floral, but simpler than those of Damascus. Puce and sage-
green (typical tints of Damascus) are not among the colours of the
Cairene tile potter. We do not find such large panels of tile-work
at Cairo as in Syria, nor are the individual tiles larger than about
ten inches square. In point of firing, the Cairo tiles are less flat
and more often crackled than those of Damascus, and the tints
often run into one another.

Some fine examples of Cairo tiles, or what are supposed to be
such, are illustrated in Prisse d'Avenne's Z' Ar¢ Arabe. Plates 11g
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and 120 show the magnificent tiled wall of the mosque of
Aksunkur, built in am. 747-8 (1347). El-Makrizy tells us
that this mosque was built of stone, with a vaulted roof, and was
paved with marble. Aksunkur himself took a share in the labour.
In 815 the Amir Tughin added a fountain in the middle of the
court, the water of which was supplied by a wheel turned by an
ox; the fountain was covered by a roof resting on marble
columns, which the Amir took from the mosque of El-Khandak,
which he had pulled down. But the historian provokingly says
nothing about the tiles, and we are forced to believe that,
as he could hardly have omitted to mention so salient and
almost unique a feature if it had existed in his time, the
tiles must have been inserted when Ibrihim Aghd restored the
mosque in 1652, No more splendid example of the use of
tiles in large surfaces can be seen in Cairo. It is impossible to
give any idea of this magnificent wall, covered with tiles from top
to bottom, and displaying the typical Cairene pattern of blue
flowers and leaves in the utmost perfection. The sebils or street
fountains, are also sometimes lined with beautiful tiles; for example,
that of ‘Abd-¢r-Rahmin Kikhya, erected in the eighteenth century.
Other tiles of Cairo style may be seen in the South Kensington
Museum. I succeeded myself in bringing back, in 1883, several
batches of tiles of identical pattern, with a view to showing
their effect when combined in large surfaces ; and there can be
little doubt that these long series were made at the city where
they were found, and probably by native potters. Cairo tiles,
like those of Damascus, are bevelled at the edges, to allow the
thick plaster bed in which they are set to penetrate between them
at the back and thus give a hold, and also to save trouble in
exactly squaring the edges.

We have not attempted to assign dates to any given tiles, except
those of the mosque of En-Nasir, for the sufficient reason that any
such attempt must be entirely hypothetical. It is not easy to
say which tiles are really of Cairo make; but it 15 even more
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difficult to assign any fixed date to them. The Ibrihim Aghd
tiles are, indeed, probably of the date of the restoration in the
seventeenth century ; but the same patterns seem to have been
copied for so long a period that these, even if the date were
absolutely certain, would form no safe guide asto the date of other
tiles of the same pattern.

Of other pottery than tiles, except the fragments found among
the rubbish mounds, there is very little that can be safely attn-
buted to Cairo. An opaque white ware of a creamy glaze, of
which there are specimens in the South Kensington Museum, is
said to be Cairene ; and I am disposed to ascribe certain coarse
blue and white dishes, with floral patterns, of which two are in
the St. Maurice Collection, to Cairo potiers, chiefly because they

came from Cairo, and are unlike any other known ware of the
East.



CHAPTER XI.

TEXTILE FABRICS.

Tre East is the home of sumptuous apparel, and among the
arts of the Saracens the manufacture of the materials of dress
naturally occupied a prominent place. The very names which
we still use for various kinds of silken and other stuffs recall their
Eastern origin. Sarcenet is sargcemafum, muslin is named after
the famous Mosi/ fabric, tabby is the watered or striped stuff,
named, after a street in Baghdid, ‘Attaby or ‘Uttaby ; the silken
canopies called bandeking or baldacchindé were so named from
Baldac, a western corruption of Baghdid ;* Cramoisy is derived
from the dye furnished by the Kermis insect; the German word
for satin, a#/las, means the smooth satin of Syria and Armenia;
samite is probably Shimy, “Syrian” fabric ; the Genoese meszare
and the Spanish a/maisar are but the Arab garment called miszar;
and juge, fupon, giuppa, ate French and Italian descendants of
the gwhbe, which Egyptian gentlemen still wear. European
sovereigns who had a mind to dress in purple and fine linen
natarally took their lessons in regal attire from the rubes of
Eastern princes. [Italian tailors derived much of their materials
and ideas from the superb models brought by merchants from
Damascus, Cairo, and Baghdid ; and Sicily became a noted centre

® See Col. Yule's ddmirable translation of Marco Polo, ** At Baudas
[Baghdid] they weave many different kinds of silk stuffs and gold brocades
. wronght with figures of beasts and binds, "—i. 67.
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of rich textile fabrics under the Saracens and their successors the
Norman kings, Ma‘din,in Armenia, wrought the most beautiful atias
satin ; Baghdad was famous for its tabby silk, Ba‘lbekk supplied the
finest white cotton, Tyre maintained its industrial fame by making
carpets and mats, Riim or Anatolia was celebrated for its silk and
satin—we read of the Rimian silk in the dradian NVighfs—and
wool came from Malatia and Angora. Egypt was not backward
in the arts of adornment.  Cairo and Alexandria indeed imported
many European stuffs, cloth, and other fabrics, from Venice, and
fine linen and silks from Sicily; but they had also their own
looms, and their produce was famous for its excellent quality.
Alexandria had its special silk fabric, and Cairo was renowned for
its manufacture of yellow silk standards : so fine was the texture
of the best Cairene fabric that a whole robe could be passed
through a finger-ring. Some of the smaller towns of Egypt were
well-known centres of textile industry. Ibn Batita joins with all,
Eastern authorities in praising the white woollen cloth of Behnesa,
Debik was famous for its silks. “ At Asyft,” says Nisir-i-Khusrau,
“ they make woollen stuff for turbans which are unequalled in the
whole world. The fine woollens of Persia, called Misry, all come
from Upper Egypt, for they do not weave wool at Misr [Fustit].
I saw at Asyit a woollen waistcloth, such as 1 have not seen
equalled at Lahar or Multin—you might have mistaken it for
silk tssue.” Tinnis was renowned throughout the East for its
fine cambric (4asab) used for turbans, White dasad was made at
Damietta, whence our term ‘dimity ' (Adrabic, dimydty), but that
-of Tinnis was woven of all colours by Coptic weavers, and was
much preferred. Nasir-i-Khusrau tells us that the products (fines)
of the royal factory at Tinnis were reserved exclusively for the
sovereign of Egypt, and could neither be sold nor given to any
one else. “A king of Fars," he adds, “ offered 20,000 pieces of
gold for a complete robe made of the Tinnis stuff at the royal
factory, but, after trying for several years to obtain it, his agent was
compelled to abandon the attempt, A royal turban of this {abric



ICONITM,

100, —SILE FABRIC OF

FIu

SCum.)

Lyons M

Thirteenth Century

Face p.






TEXTILE FABRICS. 241

cost 500 gold pieces.” At Tinnis also was made the wonderful
iridescent fabric called Bizkalamiin,—probably from Abi-Kalamiin,
the chameleon, as Col. Yule sugpests,—which was said to change
colour at different hours of the day, and was used for saddle-cloths
and for covering the royal litters. At Beny Suweyfl was manufac-
tured an excellent sort of linen, called Alexandrian, which was
exported to Europe,

All these manufactures were in great demand during the
centuries of luxurious splendour which the independent rulers of
Egypt enjoyed. The Fitimy Khalifs were fond of display beyond
the dreams of even Oriental potentates, and many records of
their sumptuous attire, their “gloss of satin and glimmer of
pearls,” have come down to uws. There is a piece bearing the
name of the Fitimy El-Hikim preserved at Nitre-Dame at Paris, |
which shows the richness of the materials and the splendour of the
colours ; and El-Makrizy and other historians are full of the
wonderful fabrics in which “the soul of my lord delighted.”
Some of these, like the countless dresses of ‘Abda, daughter of
the Khalif El-Mu‘izz, were of Sicilian manufacture ; but others
were Persian, Anatolian, and native. We read of guantities of
silk, shot with gold, and embroidered with the portraits of kings,
and the tale of their deeds; of a piece of silk made at Tustar, in
Persia, by order of the Khalif El-Mu'izz, in g64, which represented
in gold and colours, on a blue ground, a sort of map of the various
countries in the world, with cities, rivers, roads, and mountains, and
their names embroidered in gold, and it is not surprising that this
work cost 22,000 gold dindrs. Among the objects described in
the celebrated inventory of the possessions of the Fatimy Khalif
El-Mustansir (to-which the preceding example belonged) were
several magnificent tents made of cloth of gold, velvet, satin,
damask and silk; some plain, some covered with representations
of men, elephants, lions, peacocks and horses, and lined within
with velvet or satin, silk from China, Tustar or Riim, shot with
fine gold. One huge pavilion of this kind wag made for the Vizir

R
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Yiziiry ; the pole, which was sixty-five cubits high and six and
two-thirds thick, was a gift from the Greek Emperor; the stuff
was embroidered with figures of animals and the like, and the
making of it is said to have occupied 150 men for nine years,
at a cost of jo,coo dinirs. Another tent of this description,
made at Aleppo, was supported by the mainmast of a Venetian
galley, and it required seventy camels to transport it to the
place where it was set up. A third was named ZE/-Katil, “the
killer,” because a man was sure to be crushed in pitching it
Behnesa was the place where such tents were often made, as
well as many kinds of royal stuffs, embroideries and needlework,
and large carpets, thirty cubits long, which were worth 10,000
grains of gold. The chief weavers and embroiderers of these
magnificent fabrics were Copts, and to their influence may be
ascribed the introduction of figures of animals and portraits of
heroes and princes, a practice against the spirit of Mohammadan
art, but quite in accordance with the traditions of the decorative
work of the Lower Empire. Some concession was, however,
made to Muoslim prejudice by the skilful workmen of the Fitimis.
If they would at times introduce the forbidden portrait of an
animate being—under pain of being ordered on the Day of
Judgment to find & soul for their portrait, or else to be dragged
on their faces to hell—they would oftener depict such fabulous
creatures as the griffin and the winged lion of Assyria, which
fitly portrayed, to the Muslim mind, the fabulous beast Borik
on which the blessed FProphet made his miraculous dream-
journey; or they would represent the harmless form of the Jjom,
or tree of life. The employment of Christians to weave such
unorthodox designs as beasts and even human beings, however,
was in itself a salve to the Muslim conscience : for the Christian
weaver and not the Mohammadan wearer might be expected to
receive the punishment. And the same consolation soothed the
religious mind when it contemplated the rich silk tissues which the
same impious infidel, unmindful of the Prophet's command that
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silk was not permissible to his followers, had wrought for the
believer's attire. A frequent characteristic of Samcen (and
modermn Eastern) weaving is the mixtore of cotton or linen
thread with the silk ; and this was only another mode of evading
the disagreeable ordinance of the tasteless Prophet of Islam.

Nisir-i-Khusrau, who travelled in Egypt during the reign
of El-Mustansir, gives us a glimpse of the magnificence of the
Fitimy Court, in the eleventh century, which, coming from an eye-
witness, is even more valuable than the traditions reported by
El-Makrizy. He describes the Khalil's tent as made of satin of
Rim, covered with gold embroidery, and sown with precious
stones. - The furniture inside was of the same material, and so.
large was the pavilion that a hundred horsemen could stand in it.
The entrance passage was lined with the * chameleon” fabric of
Tinnis. The Khalif's state escort of 1o,000 horsemen had all
saddle-cloths of satin and **chameleon,” and even the trappings
of the camels and asses were covered with gold plates and
precious stones. At the cutting of the Canal, always an im-
posing ceremony at Cairo, the Khalif appeared clad in a white
robe with a large tunic, costing ro,00o dinirs, a turban of white
stuff, and a valuable whip in his hand. Three hundred attendants
preceded him, attired in Rim lrocade, and bearing pikes and
axes, with bandelets on their legs; and the dress of the bearer of
the jewelled parasol over the Khalif cost 10,000 dindrs. These
values are doubtless exaggerated, and the figures run suspiciously
often to ten thousand ; but the main fact is that Nisiri- Khusrau,
a competent and travelled witness, was dazzled with the splen-
dour of the fabrics which he saw at the Fatimy Court.

Although it belongs to a later period, the engraving, fig. 100,
may serve to give some idea of the silk fabric of Ram. Itis
reproduced from an engraving which has been kindly lent
me by M. Giraud, the keeper of the Archaeological Museum at
Lyons, and it has been made the subject of a special essay by
M. Pariset. Like the cope of St. Mexme, preserved in the

R 2
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church of St. Etienne, at Chinon, this silk garment of Lyons
had been converted into a church vestment—a chasuble. The
following is an abridgment of M. Pariset's description of this
remarkable specimen, which, though not itself of Egyptian
manufacture, may nevertheless be held an example of the kind
of silk weaving done by Saracen looms in the first half of the
thirteenth century.®

The warp is of crimson silk, in two parts; one laid on ribands
forms the plain ground, the other makes the pattern. The woof
is also of red silk, of a delicate shade, but fast, and perfectly
preserved, produced with cochineal (or perhaps kermis). The
fabric thus belongs to the class called JAofosersam, because entirely
made of silk, with no mixture of cotton. The present specimen,
however, is enriched by a second woof, of gold, which altemates
with the silk woof, and, traversing the whole breadth of the material,
helps to form the design, while the silk woof makes the red
ground. Such stuff was highly prized in the middle ages under
the name of chrysocdlavum fundatum. The gold thread consists
of a silk core covered with gilt paper. Drawn gold thread was
not used in ancient times, and leaf gold was the ordinary form of
the precious metal employed for embroidery. The Chinese
invented the process of laying thin gold leaf upon paper and
rolling it round silk thread, and the Arabs, always in intimate
trade relations with China, learned the process from the
Celestials, and regularly employed it from the tenth to the
fourteenth centuries. Great strength was attained when thin
cows' hide or other skin was used instead of paper.t Though
the object of the gold paper is of course to economise the

® Note sur un drap dor arabe gue porside le Musfe Tudusiriel de Lyon :
due & I Académic de Lyow, 30 Mai, 1882, par M. Pariset,

+ The gold leaf was attached to the paper or skin by gelatine, and then cut
and rolled round the thread. The carly Italian weavers imported this peculiar
Saracenic gold thread : hence the miysferinm asrd filati of the chroniclers. See

the interesting accoant of gold tissue in Fischbach, Gerchichse der Textil-Kunst,
26, .
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precious metal, the gold used for this example is very pure
and rich. The arrangement of the woof is a proof of Oriental
origin, and the design confirms this conclusion. Simple as it is—
a pair of lions or griffins back to back, in a circular medallion
bordered with flowers—it is characteristically Eastern. We have
seen many instances of such opposed animals and birds on
the metal-work and carving of the thirteenth century, and there
is no doubt that the design is much older than Mohammadan
times, and goes back to the productions of the old artists
of Mesopotamia and Persin. We read in Quintus Curtius of
robes worn by Persian satraps, adormed with birds beak to
beak—aurei accipifres veluti rostri in se irruerent pallam
adornabant. Plautus mentions Alexandrian carpets ormamented
with beasts: Alexandring belluata conchyliata fapetia.® There
is indeed reason to believe that the notion of such pairs of
birds or beasts may have originated with the weavers of
ancient Persia, and have been borrowed from them by the
engravers of metal-work; for the advantage of such double
figures would be specially obvious to a weaver. The symmetrical
repetition of the figure of the bird or animal, reversed, saved both
labour and elaboration of the loom. The old weavers, not yet
masters of mechanical improvements, were obliged to work their
warp up and down by means of strings, and the larger the
design the more numerous became these strings and the more
complicated the loom. Hence, to be able to repeat the pattern
in reverse was a considerable economy of labour, and could be
effected very simply on a loom constructed to work & poinfe of
& reverse. Examples of such repetitions of patterns, especially
of symmetrical pairs of animals within circles, are common in
Byzantine and Sassanian woven work, and the Saracens followed
these models. Finally our piece of silk bears part of an
Arabic inscription, which runs ‘dig-ed-din Abu-i-Feth Kay-

® For other notices, see Col, Yule's notes in his translation of Marco Pelo,
i. 67, 68, &c.
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Kubid, son of Kay Khusraw, witness to the Prince of the Faithful.
This Kay-Kubdd was a Seljik Sultan of Rim, and reigned at
Iconium, &c., from 1214 to 1239 A.D., and the occurrence of his
name on the garment shows that it was a #7is made at a special
royal factory, reserved, like that at Tinnis, for the exclusive use
of the particular sovereign. This factory was no doubt in Rim,
and probably at the capital, Kéniya (Iconium), or perhaps one of
the other large cities.  “ In Turcomania,” says Marco Pole, “ they
weave the finest and handsomest carpets in the world, and also a
great quantity of fine and rich silks of cramoisy and other colours,
and plenty of other stuffs. Their chief cities are Conia, Savast
[Sivas], and Casaria [Kaysariya]l”® At all events there can be
no doubt that this is the silk of Rim of which we read so often
in the records of state ceremonies and robes of honour in the
Arabic histories. ;
An interesting parallel to the royal silk factory, or Diaref-firas,
of Kay-Kubdd, and to that of the Fatimy Khalif at Tinnis,
is found in the similar institution at Palermo, which owed its
foundation to the Kelby Amirs who ruled Sicily as vassals of the
Fitimis in the ninth and tenth centuries, though it maintained its
special character and excellence of work under the Norman kings.
The factory was in the palace, and the weavers were Mohammadans,
as indeed is obvious from a glance at the famous silk cloth
preserved at Vienna, and called the * Mantle of Nirnberg,” where
a long Arabic inscription testifies to the hands that made it, by
order of King Roger, in the year of the Hijra 528, or A.D. 1133.
Just as our piece of silk from Riim is the Jocus dassicus, 50 1o
say, for Anatolian weaving in the thirteenth century, and the
Nétre Dame silk for the Fatimy work of the beginning of the
eleventh century, so this Niimberg mantle gives us the type of
Siculo-Arab work in the twelfth century, and enables us to form
® Col. Yule, 1. 45-6.

t 1o B Giraud, Les Origines de la Seie, son Histoire chez des Peuples e
£ Urdens, p. 6o,
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some conception of what manner of hangings William of Palermo
intended when he described the palace of Roger of Sicily :—
To enter fu encertines
De dras de soie & or ouvres
J'!. eeuvres d'or et & paintures,
A maintes diverses figures
D'olsiax, de bestes, et de gens,
Les chambres furent par dedans.
; Paintes et bien enluminées.®

Of the thirty examples of * Saracenic” fabrics illustrated in
Fischbach's beautiful work, * The Ornament of Textile Fabrics,”
the great majority are Sicilian, and although they are chiefly of the
twelfth and thirteenth centuries, and most of them evidently woven
by artists who were ignorant of Arabic, the designs are unmistak-
ably Saracenic. The medallion arrangement of carlier times gives
place on these Palermo fabrics to bands or rows of fabulous
beasts, birds, and fish, generally in blue and green, on a deep-red
ground, divided by bands of mutilated Arabic inscriptions or
arabesque and geometrical panels.

This description of the silk chasuble of Rim has brought us
nearly to the time of the Mamliiks, and we shall find that these
sumptuous sovereigns were as ardent patrons of the textile art as
the Fatimis. Some of the Mamlik Sultans indeed prided them-
selves on a distinguished simplicity of attire, but the same cannot
be said of their followers. The Amir Saldr, in the time of En-
Nisir, made himselfl famous by (among other services to the
State) introducing a novel style of vest of white Ba‘lbekk linen,
sometimes strewn with precious stones. Another Mamlak lord,
of the court of Beybars, was allowed two gold brocade caps a
month, each worth fiity dinirs, and a turban at forty; and
Beybars himself, though he preferred to dress simply in black
silk with no gold or jewels, made amends for his austerity by the
rich apparel of his suite, and by the portable mosque, entirely

® F. Michel, Recherches sur le Commerce of la Fabrication der Eloffes de
1oie, a'or ef dargent, i 133
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constructed of woven stuffs, attached to his tent. A pavilion of
red satin, with silken cords and pegs of sandalwood, strengthened
with bands of silver gilt, was the Mamlik idea of elegance.
The description in Chapter L of a state pageant under Beybars
shows what display the Mamliks thought suitable to their
dignity ; and the golden silk standards, the dresses of the
pages, and rich housings ‘of the horses, must have made the
silk weavers a very flourishing community at that time. Silk
was a passion with the Mamliks; they lined their cuirasses
with silk, housed their chargers in silk, wrapped their letters in
silken covers, waved it in the air as flags, trod it under foot as
drugget, bung it along the streets and over the shops on gala
days ; they wore it on their heads, and on their bodies; every-
thing must be of silk brocade ; their fairest slaves were exposed
or sale in silken veils shot with gold thread ; and though the
Sultan Ligin tried to put a stop to this bravery of attire, and
issued sumptuary laws against gold embroidery in the caps and
turbans of his Mamliks, the reform was but temporary. The
inventor of the new waistcoat flourished after Ligin's reforms had
been forgotten, and Barkik soon introduced the Cherkis caps,
with their spiral ormament and capacious dimensions.

Apart from royal robes, the most handsome stufis were devoted
to the manufacture of the dresses of honour (&Aifas) which
Mohammadan princes were pleased to bestow on those who
had succeeded in winning their royal approbation. A welcome
ambassador, the bringer of good news, a Court favourite, a newly
appointed official, or a servant who had done something (or
nothing) that pleased his master, would be forthwith presented
with a robe of honour perfumed with amber and musk. There
was a precise etiquette about these dresses, and it was a matter
of deep moment that the robe should be appropriate to the
rank of the person to be thus distinguished. To give the wrong
dress would be like giving the Michael and (George to an Indian
officer, or the C.LLE. to an Australian, El-Makrizy carefully



FIG. 10I.—DAMASKE, WORN BY HENRY THE SAINT.
Eleventh Century. (Bamberg Museum.)

Facre p. 238,
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distinguishes between the Kki*as bestowed on men of the sword
and those given to men of the pen. Of the former, the
Centurions, or captains over 100, who were mighty lords, enjoyed
the finest kind of robes. Red satin of Ram, lined with yellow
satin from the same country, formed the chief material, but the
outer garment was embroidered with gold, and trimmed with
miniver and beaver, A little cap of gold brocade was worn
under the turban, the fine muslin of which was adorned with silk
embroidery, while the extremities were formed by bands of
white silk, bearing the titles of the Sultan. A girdle, enriched
with rubies, emeralds, and pearls; a sword, inlaid with gold ; a
horse and gold housings from the royal stable, completed the
equipment of a person distinguished by a dress of honour of the
first rank. The prince of Hamih, says El-Makrizy, received
such a dress as this, only instead of muslin, the shdsh or turban
was made of silk, shot with gold, manufactured at Alexandria.
Less noble personages received a AdFa of the silk fabric called,
from its designs, fardroaksh,” beast-hunts,” which was also manu-
factured at Alexandria, as well as at Misr [Cairo] and Damascus,
The dress was made of several bands of different colours, inter-
mingled with gold-shot cambric, with embroidery between, and a
border of cambric. The gold cap, girdle, and turban, as before,
completed the dress of honour for a petty lord. The lower the
rank the plainer and simpler became the robe of honour, and
the degrees of difference were finely graduated. Vizirs, and men
of the pen, were arrayed in robes of white Aawgy, or stuff of
Kanga, trimmed with beaver, and lined with miniver. The
under garment was of green Zangy, and the turban of dimily, or
linen of Damietta, embroidered. Lower ranks were deprived of
the miniver lining, and had no fur on their sleeves. Judges and
learned men had their robes of honour made of wool, without
borders, white outside, and green underneath.

The number of specimens of mediaeval textiles made by the
Saracens that have been preserved to this day is unhappily
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very small. Naturally silk is more perishable than stone or
metal, and it was not to be expected that dresses should have
outlived the vicissitudes of wear and fire to which such materials
are exposed. The fine series of **Saracenic” stuffs lithographed
by Fischbach in his “ Omament of Textile Fabrics” are, in my
judgment, very rarely the work of Saracens. Most of them were
probably made by Sarrasinas, or imitators of Saracenic style,
at Palermo, Lucca, and other towns, where enterprising rulers
imported Byzantine, Greek, and Oriental weavers to teach their
own subjects. The mutilation of the Arabic inscriptions and
the European development of the Saracenic ornament are signs of
copyists, who were doubtless the successors of true Saracen artists,
or at least were originally in communication with the chief centres
of loom-industry in the East.®* Nos, 144 and 145 of that work are,
however, exceptions to the generally European character of the
* Saracenic " illustrations. They belong to a cloak at Regensburg
(Ratisbon), said to have been worn by the Emperor Henry VI.,
who died at Messina, and who may have had it as a present from
the Norman King of Sicily. An Arabic inscription worked in the
fabric states that it was made by Ustid (foreman) ‘Abd-el-‘Aziz
for King William IL, who reigned in Sicily from 1169 to 1180,
Another Arabic inscription contains a benedictory formula. This
example is characteristically Saracenic : beasts of the chase,
whorls, rosettes, and medallions, filled with geometrical ormament,

* Mr. Fischbach almost admits as much himself, when he occasionally
notes his hesitation in ascribing a Saracenic stuff to an Eastern loom or to
Sarrasinas at Lucca ; and some of bis ** Saracenic® examples are even vaguely
attributed to * Asia Minor or Greece.” He has enjoyed the scholarly assistance
of Prof. Karabacek, who has made considerable use of Col. Yule's and Sir
George Birdwood's discoveries, and added the resulis of his own researches.
The attribution of no. 13 to Ibrihim of Dehii, however, s not warranted by
the Arabic inscription in the lithograph, which does not show the name of that
Sultan, 88a, again, which “*cannot be read,” shows the name *Abd-Allah
clearly. Fischbach's Gerchickte der Festil-Kunst contains Prof. Karabacek's
il'-fﬂl'ﬂ'lﬂliﬂl‘l, but the Samecnic divisions are unhnppi]}’ full of mlspn.'nl.i. which
detract from the scholarly aspect.



FIG. 102.—SILK FABRIC OF EGYPT OR SICILY.
(NOmberg Musenm.)
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and a large gold band of benedictory inscription, recall Mamlak
decoration. 2

The illustration fig. 101 represents a damask garment, worn
by Henry the Saint, 1062—1024, DOW in the Bamberg Museum,
Here we see the system of ornament in medallions which the
Saracens adopted from the Sassanian weavers of Persia. The
pairs of lions (or chitahs), winged griffins, and parrots, closely
resemble the style of Masil metal-work, and the geometrical
borders are no less characteristic. Wherever the stuff was made
(a point on which information is wanting), there can be no doulbt
that it is a typical example of early Saracenic weaving, which was
founded upon and closely resembled the textile fabrics of the
Sassanians and Byzantines. Fig. 1oo, the Seljuk silk, already
described, preserves the main design of pairs of animals in
medallions, but the surrounding ornament betrays the influence of
the arabesque style. Fig. 102 represents a silk fabric at Nirnberg,
which Fischbach describes as Siculo-Saracenic, and on which the
human-headed sphinxes suggest an Egyptian influence, such as
was exerted by the Fatimy Khalifs upon their Sicilian vassals.
The ground is dark-red, the sphinxes are woven in gold thread,
and the foliage is green. Prisse d’Avennes has also some excellent
illustrations of Saracenic textiles : one from the Utrecht Museum,
with stifilooking green and read peacocks, beak to beak like the
aurel am;or"f’re: of Q. Curtius, may be of the twelfth or thirteenth
century, and an even earlier date may be claimed for the silk
preserved at Toulouse, with its bird decoration, and benedictory
Kufic inscriptions.

The history of textile omament is strikingly illustrated by such
mediaeval fabrics as bave been preserved in royal and ecclesiastical
vestments, formed out of the spoils which the Crusading collector
or the ambassador to Eastern Courts brought home. An attentive
study of the admirable series of 160 plates published by Fischbach
leaves no doubt either of the Sassano- Byzantine origin of Saracenic
weaving, or of the penetrating influence of Saracenic design over the
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early loom-workers of Italy and Sicily. How much Europe owes
to Eastern design in textile fabrics may be judged from the pre-
vailing Saracenic character of all the Italian work of the thirteenth,
fourteenth, and fifteenth centuries ; whence all Europe derived the
artistic impulse.

The art of weaving, if it has languished in some centres
where once it flourished, has not altogether died out in Egypt
and Syna. A large proportion of the beautiful mixed silk
and cotton stuffs that are offered for sale in the bazaars of
Cairo are of native manufacture, though European dyes have
not improved the colours. Kufiyas of yellow, red, and blue
striped silk, shot with gold, familiar to all travellers in the
East, are still made of exquisite beauty and delicacy, and the
striped gudbas still worn by tradespeople, and, till the frock-coat
invaded the East, by gentlemen, in Egypt, are generally made
by Oriental weavers. Damietta indeed no longer manufactures
its famous dimity, but there are plenty of cotton factories in
Egypt, at Demenhur, Ikhmim and Cairo, and silk is still woven
at the capital. Beny Suweyf, once famous for its linen, now
makes only a coarse kind for the common people, besides
woollen carpets ; and linen and cotton factories are still seen at
Mansiira.



CHAPTER XII.

ILLUMINATED MANUSCRIPTS.

AsmoxG the minor arts of the Mohammadans, none is more
individual and characteristic than that of illuminating manuscripts,
Possessing in the Naskhy or cursive hand a script unrivalled in
flexuous elegance, the art of calligraphy may be said to have been
forced upon the Saracens. Penmanship soon took its place next
to scholarship in the estimation of the wise, and the names of
great calligraphists, like Tbn-Mukla and Yakit Er-Rimy, became
almost as famous as those of the poets and historians who
provided them with the materials upon which to exercise their
art. Many of the ordinary books of reference, such as dictionaries
and annals, were transcribed with fastidious care in the fine bold
Naskhy character, and a further step was taken when illumination
was added to the beauty of penmanship. This embellishment
was, however, reserved for the book of books, the *“mnoble
Koran,” alone.® Ordinary manuscripts might be beautifully
written, but the Korin only was omamented with the rich
illuminated title-pages and marginal medallions which form the
chief points of decoration in Arabic manuscripts. It is only
necessary to turn over the leaves of the thirteenth century Korin,
preserved in the British Museum (Orient. 1009), to realise what

® The curious figures in certain MSS. of El-Hariry's Makamit are quite_
exceptional, and probably the work of Christians.
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infinite pains, what elaboration of the few decorative elements at
their disposal, what skill in the arrangement and application of
gold and colours, the Mohammadan illuminators expended upon
their sacred book. The first two and last two pages are the
subjects of specially rich decoration. They form each a nch
panel, resembling 2 magnificent carpet. A central ornament-of
intricate geometrical or arabesque design, with the usual inscrip-
tion, “ Let none touch it save the purified,” (by which the Muslim
wamns those who would handle the sacred volume to first perform
the prescribed religious ablutions,) is surrounded by three bord?rs,
composed (1) of a sort of key-pattern, like what we have seen
on Mosil metal-work, on a gold ground, (2) of flowers in various
colours on a prevailing blue ground, and (3) of free scroll-work,
showing the simple elements of the arabesque, which afterwards
received such manifold elaboration. There are generally four
or five such full-page illuminations in the best Korins, two or
three at each end of the volume. The remaining pages are less
richly ornamented : the headings of chapters alone are framed
in gold and eolours, with arabesque and geometrical borders, and
the outer margins of the leaves are enriched with numerous
medallions, filled with ambesques and other designs. In the
example referred to, these medallions are exceptionally numerous
and waried. There are about three to each page, and their
designs, notwithstanding their small compass—for a floral border
enclosing a gold rosette is the prevailing type—present every
change and contrast that the illuminator's ingenuity could suggest.
The colours are chiefly carmine, deep blue, black and gold, but
green and yellow sometimes appear. The bold writing—
called Zhuluth, or * Thrice-Naskhy”"—of the text is lightened by
gold rosettes and other ornaments, to indicate the punctuation
and other directions to the person who chanted the Koran, The
character of the flowers and arabesques, and the scarceness of
pure geometrical ornament, lead to the impression that this
beautiful manuscript was illuminated at Damascus ; but it may
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‘have been the work of Cairo artists, trained in the Syrian school.
Its date can hardly be later than the thirteenth century.

Another very splendid copy of the Korin in the British
Museum (Add. 22,406) bears inscriptions which prove that it was
written for Beybars Gashenkir in the years 7o4-5, or A.D. 1304-5,
while he was still Iwaddar, or major-domo, to the Sultan En-
Nasir ibn Kalaiin, and had not yet ascended the throne himself.
It was no doubt prepared for his Khingih, or conventual
mosque, which was completed in 706, and is still standing. This
magnificent manuscript is in seven volumes, and is written from
begioning to end in gold letters (within a delicate ink outline) on
a ground resembling the key-pattern of the early metal-work. The
first two pages are, as usual, fully illuminated, and covered with
splendid arabesques in gold, on blue and red ground, with the
inscription “ Let none touch it save the purified " in white. The
next two pages are framed with interlaced borders; but the rest °
of the volume, except the last page, has only the customary
medallions, to mark the divisions of the text, and the rosettes

“and whorls, of red, blue, and gold, which are inserted in the
writing for purposes of punctuation and accent. The marginal
medallions are much less frequent than in the previously described
Korin, and the designs are more monotonous. On the last page,
within a gold frame with interlaced border, is the inscription
(Slgell (Sl o201 HRH lamly Chppll mall Lin UG el
iy i alll el AIW I Sl | SN (el (Gpea

Sumeall U demes
% The writing of this noble Seventh and its sisters was ordered by
his excellency, the generous, the exalted, the lord, the great
Amir, Rukn-ed-din, major domo altissimo, God magnify his
trinmphs ; and Mohammad ibn El-Wahid wrote it." In the
marginal medallions of the same page are the words Jems a8}
aie all e b o, “ Mohammad ibn Mubddir gilded it, God
assoil him |” Another of the seven volumes, or ® sisters,” opens
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with magnificent geometrical panels filled with arabesques within
a free scroll border; the pages are literally stiff with gold. At
the end is an inscription similar to that already translated, but
with the addition “and he finished the whole of it in the
year 7o5." A portion of the margin of another volume gives
the name of Sandal as the gilder, Jaso —ehd5; and the
seventh part has the further information that this volume “was
incrusted (2lej) by Aydaghdy ibn ‘Abd-Allah el-Bedry,”
which raises a difficulty as to what this * incrustation ” was. The
word is frequently employed to designate the laying on both of
ink and of gold on a manuscript; but the previous use of
the words =5 and a3 for these two processes seems
to suggest some different operation in the case of Aydaghdy.
Dr. Rien thinks it may refer to the delicate outlining of the
characters, but this would more probably be termed .
Perhaps the lej was the laying on of the colours, as distin-
guished from the —-#J43, or gilding. It should be noticed that
in this example the colours of the medallions, &c., are painfed
over the gold, which gives them a peculiar brilliancy.

A third Korin in the British Museum (Orient. 1401) is later—
probably of the end of the fifteenth or beginning of the sixteenth
century—and the decoration is very inferior to that of the two
preceding examples. The rosettes and medallions are compara-
tively few, and the ornament is overintricate, with something of
the Alhambra effect. The headings of chapters are good, but
the execution is coarse ; the full pages at the beginning and end
present some fine arabesques, but none of the designs approach
in delicacy those of the first Korin described above. The colours
are again laid over gold.

In the South Kensington Museum are the first two pages of a
magnificent Korin, belonging to the fourteenth century. They
contain the first chapter and the beginning of the second chapter
of the Kordn, in gold letters on a ground shaded with red lines,
and covered with beautiful scrolls in two shades of blue; the



FlG. 104. SILLUMINATED KORAX OF 5ULT AN SHA'BAX,

¥ourieenth Century.  (Viceregal Libmry, Cairo.)
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border is of gold arabesque scroll-work on a blue ground, with
here and there a red flower-like ornament. In the same Museum
are a pair of fine leather boards, forming the binding of a Korin,
upon which little less skill has been expended than upon the
illumination of the manuscript itsell One of these is covered
with gold tooling, and has a border containing *the Beautiful
Names " of God; the other is tooled with a floral design with an
oval centre. These are fine specimens of Saracenic book-binding,
and probably date from the fourteenth or fifteenth century.

The finest illuminated Korins in the world, however, are still
preserved in Cairo, where the Khedive's library contains the
volumes which have been rescued from the chief mosques of the
city. Like the glass lamps, these precious manuscripts were no
longer safe in the custody of the mosque guardians ; enterprising
collectors proved dangerous to mosque treasures ; and the score
of splendid mushafs, or copies of the Korin, now stored in the
Darb-el-Gemimiz, were prudently saved in time. The earliest
of these is said to date from the second century of the flight,
and thus to be nearly twelve hundred years old ; but the tradition
is somewhat apocryphal. The best examples, from the point of
view of illumination, belong to the period of the Mamliik Sultans,
like most other works of art in Egypt. Three specimens of
these Mamlik manuscripts are given in figs. 103-5, after Pro-
fessor Ebers' “ Egypt,” but the size of the present volume
unfortunately precludes the possibility of representing more than
a quarter of each page. The designs are, however, sufficiently
shown even in this mutilated form, and perfect justice could not
be done to them without reproduction in the true colours and
gilt. The following is the description of the chief Korins in the
Khedive’s library, as described by Spitta Bey, the late librarian :*—
The first is a Korin of Sultan Mohammad En-Nisir ibn Kaladn
(1293—1341), 21 by 14 inches, written by Ahmad Yasuf, a Turk,

® Baedeker's Loter Egypt, 268.
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in 730 of the Higra. It is written entirely in gilded characters,
and there is also a second copy of a similar description. Several
other Korins date from the reign of Sultan Sha‘bin (A.p. 1363-77),
grandson of the last named, to whose mosque they were dedi-
cated. The first of these, dating from 769, 271 by 19} inches,
has not its titles written in the usual Cufic character, and the
headings “ in the name of God the all-merciful” are in gold. Of
the same date and similar size is the Koran of Khawend Baraka,
mother of Sha'bdn. The first two pages are written in gilded
and coloured characters, blue being the prevailing colour, and
are illuminated with stars and arabesques; the next two are in
gold, embellished with faint arabesques; and the whole work is
written in a bold and excellent style. Another copy of Sultan
Sha'ban, dating from 770, of the same width, but a little longer,
contains. some beautiful workmanship on the early pages. The
text is wider than that of the last, and the book is bound in two
volumes. Another and still larger copy, dating from the same
year, measures 32§ by 21 inches. All these last were destined
for the school in the Khutt et-Tabbineh (street of the straw-
sellers), founded by Baraka, the Sultan’s mother. Lastly we
may mention another copy written in 778 (1377), by order of the
same prince, by ‘Aly ibn Mohammad El-Mukettib, and gilded by
Ibrahim El-Amidy. This copy measures 28 by g0} inches, and
above each sra is recorded the number of words and letters it
contains. All these masihif are written on thick and strong
paper, and vie with each other in magnificence. The designs
exhibit no great variety, but they are executed with the most
élaborate care and neatness. The text of these Korins is pro-
vided with red letters written above certain passages to ‘indicite
where the tone of the reader’s voice is to be raised, lowered, or
prolonged.

The collection contains three Korins of the reign of Sultan
Barkiik (1382-99), the oldest of which measures 41 by 32 inches.
It was written by order of Mohammad ibn Mohammad, sur-
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named Ibn-el-Butiit, by ‘Abderrahmin EsSaigh, with one pen,
in sixty days, and revised by Mohammad ibn Ahmad ibn ‘Aly,
surnamed El-Kufty. A second copy, of the same Sultan’s reign,
and of similar size, has its first and last pages restored in the
same style as those of other copies, but the modern workman-
ship is inferior to the ancient. A smaller Korin, of the year
Sor, measuring 23 by 19} inches, is written entirely in gilded
characters.

To Sultan Farag (1399—1412), the son of Barkik, once belonged
a copy of the Korir dating from 814, and brought to the library
from the mosque of El-Muayyad. It measures 37 by 29} inches,
and was also written by ‘Abderrahmin Es-Sdigh, the same skilful
penman who had been previously employed by Barkiik, and the
author of a pamphlet, entitled “Sand-at el-Kitaba" (*the art of
writing "), and now preserved in this library. From the year 810
dates a fine copy, 38} by 27 inches, written by Misa ibn Isma‘il
¢l-Kindny, surnamed Gaginy, fo Sultan El-Muayyad (1412-21).

A copy which once belonged to the mosque of Kait-Bey,
dating from the year gog, or a century later than the last, and
unfortunately in a very injured condition, is the largest Kordn in
the collection, measuring 44] by 35 inches. To the period of
the Ottoman Sultans belongs the small mushaf of Safiya, mother
of Sultan Mohammad Khin, who caused fifty-two copies to be
written by Mohammad ibn Ahmad ElKhalil Et-Tebrizy. It dates
from 988, and measures 14 by g} inches. In it, as in one of the
other copies, a black line alternates with a gilded one, and the
first few pages are very beautifully executed. A copy of Huseyn-
Bey Khemashargy, 21} by 16} inches, is written in a smaller
character.

The description of such manuscripts fitly concludes a book on
Saracenic art. In illumination, as in other branches of decoration,
the peculiar character of Saracen ornament is clearly expressed.
The effect is that of rich embroidery, or gold brocade ; in other
words, illumination, like mosaic, plaster, wood, and ivory, shows

. 52
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the tapestry motives of Saracenic art. In the sanctuary of a
mosque, or the ki‘a of a house, in the complicated panelling of
pulpit or ceiling, and in the chasing of vessels of silver,—every-
where the same carpet-like effect strikes one. Another salient
feature of Saracenic work is exhibited in these manuscripts : rich
as they are,—as rich even as the exquisite Book of Kells,—they
suffer from the inevitable restrictions of religion. Mohammad
forbade portraits of animate things; and though we have some-
times seen the prohibition evaded or defied, as a rule Moham-
madan art is figureless, and the illuminated- Kordns exhibit this
peculiarity. Yet, without this same arid creed, the special features
of Saracenic decoration would never have been developed for the
beneifit and example of Europe.
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Edition, &vg, o : 2 0



CHAPMAN & HALIL, LIMITED. 9

D' HAUSSONVILLE (VICOMTE)—
SALON OF MADAME NECKER. Translated by H. M.

Teotrore. 2vols. Crown Bve, 18s

DE KONINCK (L. L) axd DIETZ (E.}—

PRACTICAL MANUAL OF CHEMICAL ASSAYING,
a8 applied to the Manufacture of Iron. Edited, with notes, by Rosgat Matier.
Poat Evo, cloth, s

DICKENS (CHARLES)—5e pages 52—30
THE LETTERS OF CHARLES DICKENS. Edited
by his Sisterin-Law and his Eldest Damghter. Two vals, uniform with © The
Charles THckens Edition ™ of his Works,  Crown 8vo, Bs.
THE CHARLES DICKENS BI RTHDAY BOOK.

Compiled and Edited by his Eldest Dapghter. 'With Five Ilhstrations by his
Youngest Danghter, In a handsome feap. g2 volume, 12

DRAGE (GEQOFFREY}—
CRIMINAL CODE OF THE GERMAN EMPIRE.
Transiared with Prolegomena, and & Coanmentary, by G. Duase.  Crown &vo, 5.

DRAYSON (LIEUT.-COL A. W.—
THE CAUSE OF THE SUPPOSED PROPER MOTION
0OF THE FIXED STARS. Dﬂ!rﬂmr.hﬂ:, T

PRACTICAL MILITARY SURVEYING AND
SKETCHING. Fifth Edition. Post v, cloth, 45, &4

DREAMS BY A FRENCH FIRESIDE. Translated from the
German by Many O'CALLAGIAR. Illastrated by Fred Roe. Crown Svo, 75 6d.

DUPANLOUP, MONSEIGNEUR (BISHOP OF ORLEANS),
LIFE OF. By Awnd F, LaGuance Translated from the Freach by Lauw
_ Hexpgnr. With Two Portraits, = vals, Sve, 325

DYCE'S COLLECTION. A Catalogue of Printed Books and
Manuscripts bequeathed by the Rav. Avcxaspex Dyce to the South Kensing-
ton Museum. = voli. Royal Svo half-morocco, 143 4
A Collection of Paintings, Miniatures, Drawings, Engravings,
mwm&mﬂﬂmﬂmmuhdwmm. Avzxaxpan Do
ta the South Kensington Muscom. Rayal §vo, hatf-marocco, &, &d.

DYCE | WILLIAM], Rod—
DRAWING-EOOK OF THE GCOVERNMENT SCHOOL
OF DESIGN ; OR, ELEMENTARY OUTLINES OF ORNAMENT. Fifliy
selected Plaves.  Folio, sewed, 25.§ 181
Text to Ding.  Sewed, &d.
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EDWARDS, H, SUTHERLAND—

FAMOUS FIRST-NIGHT REPRESENTATIONS.
[Fm fhe Prevs.
EGYPTIAN ART—

A HISTORY OF ART IN ANCIENT EGYPT. By -

G. Peenot and C. Cetrmez.  Tronslnted by Wartee Anwsteoxc. With over
foo Ilhmtrations. = vols. Imperial Bvo, 3 ==

ELLIS (A. B., Mafor 1t West fudia Regiment)—
WEST AFRICAN ISLANDS. Demy 8vo. 145
THE HISTORY OF THE WEST INDIA: REGI-
MENT. With Mapsand Cologred Frontispicce and Title-page. - Demy Svo.  18s
THE LAND OF FETISH. Demy 8vo. 128,

ENGEL (CARL)—

A DESCRIPTIVE axp ILLUSTRATED CATALOGUE
OF THE MUSICAL INSTRUMENTS i the SOUTH KENSINGTON

MUSEUDM, preceded by an Essay on the History of Mosical Im Secand
Edition. Royal Bvo, hall-moreccn, 135,

MUSICAL INSTRUMENTS. With numerous Woodeuts.

Large crown 8vo, cloth, ss &,

ESCOTT\T. H. 8)—
ENGLAND. ITS PEOPLE, POLITY, axp PURSUITS.
New and Hevised Edition.  Fifth Thousand.  Evo, 5.

PILLARS OF THE EMPIRE: Short Biographical
Sketches. Bvo, 108, 6d.

EWALD [ALEXANDER CHARLES), F.5.4.—
REPRESENTATIVE STATESMEN : Political Studies.
= vols. . Large enown Bvo, Lr gs.
SIR. ROEERT WALPOLE. A Political Biography,
afirf-1g45. Demy Bvo, 28,
FANE (VIOLET)—

QUEEN OF THE FAIRIES (A Village Story), and other
Fosms. Crown Bve, G5

ANTHONY BABINGTON: a Drama. Crown 8vo, 6s.

FEARNLEY [W.)—

LESSONS IN HORSE JUDGING, AND THE SUM.
MERING OF HUNTERS, With Illustrations. Crown Svo, 4x,
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FLEMING |GEORGE), F.R.C.5.—

ANIMAL PLAGUES: THEIR HISTORY, NATURE,
AND PREVENTION. &vo, cloth, 15t

PRACTICAL HORSE-SHOEING. With 37 Illustrations.
Fifik Editjon, enlarged. 8vo, sewed, =%

RABIES AND HYDROPHOBIA: THEIR HISTORY,
MATURE, CAUSES, SYMPTOMS, AND PREVENTION. With § Ilinstra-
tons,  Bvo, cloth, 155

FORSTER |FOHN), M.P. for Berwick—

THE CHRONICLE or JAMES I, KING or ARAGON,

SURNAMED THE CONQUEROR. Written by Himseld Transtated from
the Catalan by the late Jowx ForsTER, MLE, for Berwick, With an Historical
Introduction by Do Pascral pE Gavarcos. =vole Royal ve, =bs.

FORSTER (FOHN)—

THE LIFE OF CHARLES DICKENS. With Portraits
and ather Iustrations. 3 vols. Eva, cloth, £z =5

THE LIFE OF CHARLES DICKENS., Uniform with
:h:mmzwduh:ﬂ'ﬂhimofnklwu’l“'mn gvols, Demy Bvoy Lo Ba

THE LIFE OF CHARLES DICKENS. Uniform with
{he Libeary Edition. Past Bvo, 1os. 64

THE LIFE OF CHARLES DICKENS. Uniform with
tha *C. D.” Edition. With Namerots Jlostrations. avole, 75

THE LIFE OF CHARLES DICKENS. Uniform with
tha Houschold Edition. With Ilustrations by F. Bawsano, Crown 4to, cloth, .

WALTER SAVAGE LANDOR: a Biography, 1775-1864
With Portralt. A New and Revised Editica. Demy Gvo, 1.

FORTNIGHTLY REVIEW—
FORTNIGHTLY REVIEW.—First Series, May, 1865, to
Dec, 1856, & vols Cloth, 238, each. i
New Series, 1867 to 1872. In Half-yearly Volumes. Cloth,
135 each,
From January, 1873, to the present time, in Half-yearly
Volumes, Cloth, 16s. cach.

CONTENTS OF FORTNIGHTLY REVIEW. From
the commencement to ead of 1878, Bewed, a5,
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FORTNUM (C. D, E)— .

A DESCRIPTIVE anp ILLUSTRATED CATALOGUE
OF THE BRONZES OF EUROPEAN ORIGIN in the SOUTH KEN-
SINGTON MUSEUM, withan Introductory Notice. Royal Svo, half:marocco,

L s,

A DESCRIPTIVE axp ILLUSTRATED CATALOGUE
OF MAIOLICA, HISPANO-MORESCO, PERSIAN, DAMASCUS, AND
RHODIAN WARES in the SOUTH EENSINGTON MUSEUM. Royal
Bvo, half-morocen, £z,

MAIOLICA. With numerous Woodcuts. Large crown
Bvo, cloth, = 6d.

BRONZES, With numerous Woodcuts. Large crown
Bvo, cloth, = &4,

FRANCATELLI |C. E)—

ROYAL CONFECTIONER: English and Foreign. A
Practical Treatise. Fourth Ediion. With llustrations, Crown Evo, 58

FRANKS (4. W.)—

JAPANESE POTTERY. Beinga Native Report. Nume-
rous Tlastrations and Marks. Large crown Bve, cloth, ss. &d,

GALLENGA [{ANTONIO)—
EPISODES OF MY SECOND LIFE. 2 vols. Demy 8vo,

2l

IBERIAN REMINISCENCES. Tifteen Years' Travelling
Impressions of Spain and Pertugal. Witha Map. = vels, Demy Svo, jou

GASNAULT |PAUL) and GARNIER (ED.)—
FRENCH POTTERY. With Illustrations. Crown 8vo, 38

GORDON [GENERAL)Y—

LETTERS FROM THE CRIMEA, THE DANUBE,

AND ARMENIA. Edited by Drsermvs C. Bovioes. Second Edition
Crown Bvo, 5. =

GORST |¥. £), O.C. M.F—
An ELECTION MANUAL. Containing the

P'.uliuuentary
Elections (Cormupt and Ilegal Practices) Act, 1833, with ¥, i i
Crown Evo, 1. 6d. b L Hlotes, * Third Edition,
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GRESWELL (WILLIAM), M.A., F.R.Cf—

OUR SOUTH AFRICAN EMPIRE. With Map. =z vols.
Crown Bvo, 215

JGRIFFIN (S/R LEPEL HENRY) K.C51—

THE GREAT REPUBLIC. Second Edition.  Crown 3vo,
s,

GRIEFITHS (MAYOR ARTHUR), H.M. Inspector of Prisns—
CHRONICLES OF NEWGATE. Illustrated. New
Edition. Demy Svo, 164,

MEMORIALS OF MILLBANK: or, Chapters in Prison
Histery. With Ilustrations by R. Goff and Author. New Edition. Deny 8vo,
Tk

HALL (SIDNEY)—~

A TRAVELLING ATLAS OF THE ENGLISH COUN-
TIES. Fifty Maps, coloured.  New Edition, including the Railways, comected
up to the preseat date. Demy &vo, in roan tuck, o8, Gd.

HARDY (LADY DUFFUS}—
DOWN SOUTH. Demy 8vo. 145

THROUGH CITIES axD PRAIRIE LANDS, Sketches
of an American Toar. Demy 8vo, 145

HATTON (FOSEFPH) and HARVEY (REV. M.}—
NEWFOUNDLAND. The Oldest British Colony. Its
History, Past and Present, and i3 Prospects in the Foture Iluostrated from
Photagraphs and Sketches specially made for this work. Demy ivo, s,
TO-DAY IN AMERICA. Studies for the Old World and

the New, @ vols, Crown Bvo, 188

HAWKINS |(FREDERICK—
ANNALS OF THE FRENCH STAGE: FROM ITS
ORIGIN TO THE DEATH OF RACINE. 4 Portraits. 2 vole Demy 8vo,
=bs.

HILDEBRAND (HANS/—
INDUSTRIAL ARTS OF SCANDINAVIA IN THE
 PAGAN TIME. IMustrated. Crown Bvo, =8 &d.
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HILL [MISS G.)—

_THE PLEASURES AND PROFITS OF OUR LITTLE
POULTRY FARM. Small v, 55

HOLBEIN—

TWELVE HEADS AFTER HOLBEIN. Selected from
Drawings in Her Majesty’s Collection st Windsor, Reproduced in Autotype, in

portiolio. L1 16s,
HOLLINGEHEAD (FOHRN)—
FOOTLIGHTS. Crown 8vo. 7= 6d

HOVELACQUE (ABEL)—

THE SCIENCE OF LANGUAGE: LINGUISTICS,
PHILOLOGY, AND ETYMOLOGY. With Maps. Large crown Svo, clath, ss,

HUMPHRIS (H, D)=

PRINCIPLES OF PERSPECTIVE. Illustrated in a
Series of Examples. Oblong folio, knlf-bound, and Text Bvo, cloth, £1 15

INTERNATIONAL POLICY : Essay on the Foreign Relations

of England. By FrEnemc Hasmison, Peor. Bresiey, Ricuaxn Conoreve,
and others, New Editicn, Crown Bvo, 25, &1

IRON (RALPH)—

THE STORY OF AN AFRICAN FARM. New Edition.
Crown Bvo, 55

FARRY (GENERALY—

OUTPOST DUTY. Translated, with TREATISES ON
MILITARY RECONNAISSANCE AND ON ROAD-MAKING, By Major-
Gen. W, C.E. Narum., Third Edition.  Crown Bvo, 5.

FEANS (W, T.)—

CREATORS OF THE AGE OF STEEL. Memoirs of

Sir W. Siemens, Sir H. Besamer, Sic J. Whitworth, Sir J. Brown, and atber
Ioventors, Second Edithon. Ceown Bvo, 7a, £d.

FOHNSON (DR. SAMUEL—

LIFE AND CONVERSATIONS OF DR. SAMUEL
JOHRS0MN. By A. Mane, Crown Sve, os &4,
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JONES [CAPTAIN DOUGLAS), B.A.—
NOTES ON MILITARY LAW. Crown 8vo, 4s.

JONES COLLECTION (HANDBOOK OF THE) IN THE S0UTH
EENSINGTON MUSEUM. Ilastrated. Large crown 8vo, as. &d.

N EMPIS (THOMAS A—

OF THE IMITATION OF CHRIST. Four Books.
Beantifully Illustrated Edition. Demy Bvo, 16

KENNARD (MES. EDWARD)—

TWILIGHT TALES., Illustrated by Epita Eivisox.
Crown Bvo, 75 Gd.

KENT (CHARLES)—

HUMOUR AND PATHOS OF CHARLES DICKENS,
WITH ILLUSTRATIONS OF HIS MASTERY OF THE TERRIBLE
AND PICTURESQUE. Portmit. Crown Bvo, fs.

KLACZRO (M, FULIAN)—

TWO CHANCELLORS : PRINCE GORTCHAKOF axp
FRINCE BISMARCK. Translated byMgs. Tarr. Newand cheaper Editica, 6.

LACORDAIRE'S JESUS CHRIST; GOD; AND GOD AND
MAN. Confesances delivered at Notre Dame in Paris. New Edition in 1 vol.
Crown Bvo, 65

LAING |5.)—

MODERN SCIENCE AND MODERN THOUGHT.

Third Edition. With a Supplementary Chapter on Gladsone'’s * Dawn of Creation
and Drummend'’s ** Natural Law of the Spiritual Warld." Demy v, 73, 6d.

LAVELEYE |EMILE DE)—

THE ELEMENTS OF POLITICAL ECONOMY.
Translated by W. PorLaxn, B.A., St. Johu's College, Oxford.  Crows Bvo, 6.

LANDOR'S WORKS. 8vols. Demy 8vo, 14s. each volume.
All the Volames can be supplied excepting Vol IL, mdich s ond of prind.

LECTURES ON AGRICULTURAL SCIENCE, axp OTHER
PROCEEDINGS OF THE INSTITUTE OF AGRICULTURE, SOUTH
KENSINGTON, 1883=4. Crown v, sevwed,



1% HOOKS PUBLISHED BY

LEFEVRE (ANDRE)—

PHILOSOPHY, Historical and Critical. Translated, with
an Introdection, by A. W. Keane, B.A. Large crown 8va, 75. 6d.
LESLIE (R C)—

A SEA PAINTER'S LOG. With Ilustrations by the
Asthor.  Crown Bvo, Ui phe Press,

LETOURNEAU |DR. CHARLES)—
SOCIOLOGY. Based upon Ethnology. Translated by

Hexwy M. Teortore. Large crown ve, 1od.

BIOLOGY. Translated by WiLrias MacCarr. With Illus-

trations.  Large crown Bvo, 65

LILLY (W, 5.)=—

SOME CHAPTERS ON EUROPEAN HISTORY. With
an Introductery Dialogue on the Philosophy of History, - = vols, . Demy Bvo, 215

ANCIENT RELIGION AND MODERN THOUGHT.
A New and Revised Edition.  Demy Svo, 135,

LONG (JAMES}—

DAIRY FARMING. To which is added a Description of
the Chief Continental Systema, With namerous Ilustrations.  Crown Bve, ga

LOW (C. R.)—

SOLDIERS OF THE VICTORIAN AGE. 2 vols. Demy
Bvo, £ zos.

LYTTON (ROBERT, EARL)—
POETICAL WORKS—

FABLES IN SONG. svale Feap Bvo, 128,
THE WANDERER. Feap. Bvo, &,

POEMS, HISTORICAL AND CHARACTERISTIC, Feap. fa,
MALLET (ROBERT|—
PRACTICAL MANUAL OF CHEMICAL ASSAYING,

a3 applied to the Manufacturs of Iron. By L[_D;]{,nm&“d B Doive.
Edited, with notes, by Roasrr Matrzr, Post Bvo, cloth, s
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MASKELL (ALFRED)—

RUSSIAN ART AND ART OBJECTS IN RUSSIA.
A Handbook to the Reproduction of Goldsmiths” Work, e, from that
Country. Crown Bvo, 4o 54,

MASKELL (WILLIAM)—

A DESCRIPTION OF THE IVORIES, ANCIENT AND
MEDLEVAL, in the SOUTH KENSINGTON MUSEUM, with s Preface
With numerous Photographs and Woodents.  Royal Bvo, halfmorocss, £ ta

IVORIES: ANCIENT AND MEDIEVAL With nume-
roats Woodcuts.,  Large crown Bvo, cloth, == 6d.

HANDBOOE TO THE DYCE AND FORSTER COL-
LECTIONS. With ustrations.  Large crown 8ve, cloth, =5, 64,
MEREDNTH (GEORGE)—

MODERN LOVE AND POEMS OF THE ENGLISH
ROADSIDE, WITH POEMS AND BALLADS. Feap. cloth, fs.

GEORGE MEREDITH'S WORKS.

A New and Ewiform Edition. In Six-Shilling Volumes., Crows Swo:

DIANA OF THE CROSSWAYS. [ Keady,
EVAN HARRINGTON. (X eadr:
THE ORDEAL OF RICHARD FEVEREL. A History

of a Father and Son. [ K ey,

THE ADVENTURES OF HAREY RICHMOND. [Keadr.
SANDRA BELLONI. Originally Emiiia 1x ENGLAND.

| Rewly.
VITTORIA. e ed
RHODA FLEMING.
BEAUCHAMP'S CAREER.

THE EGOIST.

MERIVALE (HERMAN CHARLES)—

BINKO'S BLUES. A Tale for Children of all Growths
Disstrated by Epcar Ginznwe,  Small crown Bvo, s

THE WHITE PILGRIM, and other Poems. Crown 8vo, gs.
FAUCIT OF BALLIOL. Crown 8vo, 6s.
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MILITARY EBIOGRAPHIES—

FREDERICK THE GREAT. By CoL.C.B. BRACKENBURT;
with Maps and Portraft. Large crown 3vo, 45

LOUDON. A Sketch of the Military Life of Gideon
Emest, Freicherr von Loudon, somstime Generalissimo of the Austrian Forces,
By Cou, G. B. MALLESON, C.S.I. With Fortrait and Maps. Large crown
Bvo, 4u =

TURENNE, By H. M. Hoznigr. With Portmit and Two

o Mapa, ' Large crown 8vo, 45,

PARLTAMENTARY GENERALS OF THE GREAT

CIVIL WAR. Ry Majox Warrorp, B.A. With Maps. Crown Bvo, 45,

MOLESWORTH (W. NASSAU}—

HISTORY OF ENGLAND FROM THE YEAR 1830
TO THE RESIGNATION OF THE GLADSTONE MINISTRY, 874
Twelith Thousand. 3wols. Crown fvo, 185,

ABRIDGED EDITION. Large crown, js. 6d.

MOLTRKE (FIELD-MARSHAL COUNT VON)—
POLAND : AN HISTORICAL SKETCH. An Authorised

Translation, with Biographical Notize by E. 5. Bucumune, -Crowa fvo, as. &d,

MORLEY (HENRY)—

TABLES OF ENGLISH LITERATURE. Containing
2o Charts. Second Edition, with Index. Royal gto, choth, 121,
In Thre= Parts. FParts L. and 1L, containing Three Charts, each 1. 6.
Part 11l. in Secti y 3y and &d, each; 3 asd 4 together,
. The Charts schl scpmabely, i %

WORLEY (FOHN}—

LIFE AND CORRESPONDENCE  OF RICHARD
COBDEN. Founth Thowsand. = vole Demy fve L1 1as,

Popular Edition. With Portrait. 4to, sewed, rs. Bound
fn cloth, ax.
MUNTZ (BUGENE), From the French of—

RAPHAEL: HIS LIFE, WORKS, AND TIMES.
fd‘md hyh\:;;uwmw. With 135 Wood Engravings and 42 Full-page Plates

MURPHY (7. M)—
RAMBLES IN NORTH-WEST AME £
Ficiagioos acd Mags | s, H6a RICA.  With
URRAY (ANDREW), F.LS—
ECONOMIC ENTOMOLOGY. Aerems. With nume.

roas Mlustragions, Large crown Bvo, 7o 6d,
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NAPIER (MAY-GEN. W. L E)—
TRANSLATION OF GEN. JARRY'S OUTPOST DUTY.
With TREATISES ON MILITARY RECONNAISSANCE AND ON
ROAD-MAKING. Third Edition. Crown 8vo, 55
NAPOLEON. A Selection from the Letters and Despatches of
the First Napoleem. With Explanatory Notes by Captain the Hon. D, Bivouase.
gvols. Demy Svo, L3 ==

NECKER (MADAME—
THE SALON OF MADAME NECEKER. By VicomTE
oHavssoxviits. Transtated by H. M. Trortore. = vols, Crowns Svo 185

NESBITT (ALEXANDER|—
GLASS. [Illustrated. Crown Svo, cloth, 2s. 6d.

NEVINSON |HENRY)—
A SKETCH OF HERDER AND HIS TIMES. With

& Portrait, Demy Ivo, 4.

NEWTON |E. TULLEY), F.G.5.—
THE TYPICAL PARTS IN THE SKELETONS OF
A CAT, DUCK, AND CODFISH, bzing a Catalogue with Comparative
Description arrznged &n a Tabular form. Demy §vo, clath, 3%

NOBMAN (€ B, fate of the gtk Light Infoniry and Bemgal Staf Corps—
TONKIN ; or, FRANCE IN THE FAR EAST. With
Maps., Demy Bvo, 145

O GRADY (STANDISHI—
TORYISM AND THE TORY DEMOCRACY. Crown

Bvo, 1

OLIVER (PROFESSOR), F.R.S., &~
ILLUSTRATIONS OF THE PRINCIPAL NATURAL

ORDERS OF THE VEGETARLE KINGDOM, FREPARED FOR THE
SCIENCE AND ART DEPARTMENT, S0UTH KENSINGTON. With

teg Plates. Oblaag Bvo, plain, 168} coloured, £1 G

OXENHARM (REV. H. N.}—
MEMOIR OF LIEUTENANT RUDOLPH DE LISLE,

R.N., OF THE NAVAL BRIGADE. £ the Fress.
SHORT STUDIES, ETHICAL AND RELIGIOUS.
Demy Bvo. 138,
SHORT STUDIES IN ECCLESIASTICAL HISTORY

AND BIOGRAPHY. Demy Svo, 135,
B 2
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PERROT (GEORGES) and CHIPIEZ (CHARLES)—

A HISTORY OF ANCIENT ART IN PH(ENICIA
AND ITS DEPENDENCIES, Trmelated from the Freoch by WaLtew

ArusTRong, B.A. Oxon. Costaining &4 1lestrations in the text, pod 10 Steel
and Coloured Plates. 2 vols. Imperial Bvo, 4os.

A HISTORY OF ART IN CHALD/EA AND ASSYRIA.
Translated by WarTer ArmsTeons, LA, Oxon. With 452 [lustmtions. = vals.
Impesial Svo, 425

A HISTORY OF ART IN ANCIENT EGYPT. Trmans-
lated from the French by W. Axssteoxd, B A Ozoa. With over oo Llustra-
tions. @ vols. [mperial fvo, 4u

PIASSETSKEY [P.)—

RUSSIAN TRAVELLERS IN MONGOLIA AND

CHINA, Transtated by Gomvox-Cumsuxc,. With 75 Hloamtiond. 2 wols.
Crown Evo, 348, '

PITT TAYLOR (FRANK}—

THE CANTERBURY TALES. Seleciions from the Tales
of Grorrasy Chavcen rendered into Modern English, with close adherence
to the language of the Poct.  With Frontispices, Crown Evo, 6

POLLEN (7. H.)—

ANCIENT AND MODERN FURNITURE AND

WOODWORK IN THE S0UTH KENSINGTON MUSEUM. With an
Introduction, and Tlustrated with namerous Celoured Fhotegraphs and Woodcuts.
Royal 8vo, half-morocco, L1 15

GOLD AND SILVER. SMITH'S WORK. With nume-
rous Woodents,  Large crown 8vo, cloth, = &L

ANCIENT AND MODERN FURNITURE AND
WOODWORK. With pumercus Weodcuts.  Large crown Bvo, cloth, a3, 6d.

POYNTER \E. 7.), 84— _
TEN LECTURES ON ART. Third Edition, /st Press
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FPRAED (MRS, CAMPEELL)—
AUSTRALIAN LIFE: Black and White. With Illustra-
tion.  Crown Bvo, Bs.

AN AUSTRALIAN HEROINE. Crown 8vo, 0s
MOLOCH. A Storyof Sacrifice, Crown 3vo, 65

FRINSEP (FAL), A.B.A.— ;
IMPERIAL INDIA. Containing numerous Illustrations
and Maps, Second Edition.  Demy Bvo, £1 15

PYTCHLEY COOKERY BOOERK—
. THE PYTCHLEY BOOK OF REFINED COOKERY AND
BILLS OF FARE. By Majox L—. Second Edition. Large crown Evo, Bs.

RADICAL PROGRAMME, THE. From the Fortmighily
Revfew, with additions.  'With a Preface by the Rigur How. J. Crasmexian,
MLP. Thireenth Thousand, Crown Bvo, = 6d.

FRAMSDEN (LADY GWENDOLEN)—

A BIRTHDAY BOOK. Illustrated. Containing 46 Illustra-
tions from Original Dirawings, and sumerous other Illustrations. Royal 8vo, 18,

REDGRAVE (GILBERT|—
QOUTLINES OF HISTORIC ORNAMENT. Translated
from the German,  Edited by Gitnent REDGRAVE. 'With pumerous Hustrations,
Crown Bvo, 45,

KEDGRAVE (GILBERT R.)—
MANUAL OF DESIGN, compiled from the Writings and
Aditresses of Racuann Reocrave, R.A. With Weodcnts,  Large crown Bvo, cloth,
s b

REDGRAVE (RICHARD}—
ELEMENTARY MANUAL OF COLOUR, with a
Catechism on Colowr, 2qmo, cloth, gd.

REDGRAVE [SAMUEL)—
A DESCRIPTIVE CATALOGUE OF THE HIS-
TORICAL COLLECTION OF WATER-COLOUR PAINTINGS IN THE
S0UTH KENSINGTON MUSEUM. With nimerous Chrome-lithographs and
other Mustrations, Royal Gve, £1 =
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RENAN (ERNEST|—

RECOLLECTIONS OF MY YOUTH. Trnslated from
the criginal French, and revised by Mapaug Rexax, Crown Evo, B,

RIANO (JUAN F)—
THE INDUSTRIAL ARTS IN SPAIN. Ilustrated. Large

crown Svo, cloth, 45

ROBINSON (YAMES F}—

BRITISH BEE FARMING Its Profits and Pleasures,
Large crown 8vo, 55

ROBINSON (. €.)—

ITALIAN SCULPTURE OF THE MIDDLE AGES
AND PERIOD OF THE REVIVAL OF ART. With o Engravings. Beyal
8vo, cloth, ya. 6.

ROBSON (GEORGE—

ELEMENTARY BUILDING CONSTRUCTION. Ilius-

trated by a Design for an Entrance Lodge and Gate. 13 Plates, Oblong folio,
sewed, Bs.

ROBSON (REV. . H), M.A., LLM —

AN ELEMENTARY TREATISE ON ALGEERA.
Post Gvo, 6.

ROCK (THE VERY REV. CANON), D.D.—

ON TEXTILE FABRICS. A Descriptive and Illustrated

Catalogue of the Collection of Church Vestments, Dircsses, Silk Stuffs, Needlework,

and Tapestries in the Souwth Kensington Musenm. Hoyal 8vo, half-moroccs,
FAgi o H

TEXTILE FABRICS. With numerous Woodcuts. Crown
Bvo, cloth, =5 64,
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ROLAND |ARTHUR|— v
FARMING FOR PLEASURE AND PROFIT. Edited
by WiLtiaM ABLETT. 8 wols, Crown Bvo, 53, each,
DAIRY-FARMING, MANAGEMENT OF COWS, &=
POULTRY-KEEPING.
TREE-FLANTING, FOR ORNAMENTATION OR PROFIT.
STOCK-EEEPING AND CATTLE-REARING.
DRAINAGE OF LAND, IRRIGATION, MANURES, Re
ROOT-GROWING, HOPS, &c
MANAGEMENT OF GRASS LANDS, LAYING DOWN GRASS,
ARTIFICIAL GRASSES, &c.

MAREET GARDENING, HUSBANDRY FOR FARMERS AND
GENERAL CULTIVATORS.

RUSDEN (G. W.), for many years {."f:rl' of the Parligment in Ficforia—
A HISTORY OF AUSTRALIA. With a Coloured Map.
3 vals, Demy 8w, so8.
© A HISTORY OF NEW ZEALAND. With Maps. 3 vols.
Dy Eva, sos.

SCOTT (4. DE €., MAJOR-GENERAL, late Royal Engineers}—

LONDON WATER : a Review of the Present Condition and
Suggested Improvements of the Metropolitan Water Supply. Crown Svo, sewed, 25

SCOTT-STEVENSON (MRS.)—

ON SUMMER SEAS. Including the Mediterranean, the
JEgean, the Tonian, and the Euxite, and a voyage down the Danabe. With &
Map., Demy bvo, 165

OUR HOME IN CYPRUS. With a Map and Illustra-

" tiops, Third Edition. Demy Bvo, 145,

OUR RIDE THROUGH ASIA MINOR. With Map.
Demy Bvo, 185

SHEPHERD \MAJOR), R.E.—
PRAIRIE EXPERIENCES IN HANDLING CATTLE
AND SHEEP. With Illustrations and Map. Demy 8vo, 0. 6d.

SHIRREFF |MIS5)—
HOME EDUCATION IN RELATION TO THE
KINDERGARTEN. Two Lectures. Crown Evo, s, Gd,
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SIMMONDS |T. L)—
ANIMAL PRODUCTS: their Preparation, Commercial

Uses, and Value. With numerons Hlestrations. Large crown Evo, 7. 6d.

SINNETT (d. P)j—
ESOTERIC BUDDHISM. Annotated and enlarged by

the Author.  Fifth Edition. Crown Bvo, £a,

KARMA. A Novel. New Edition. Crown 8vo, 3= 6d.

SINNETT (MRS.)—
THE PURPOSE OF THEOSOPHY. Crown 8vo, 35

SMART (HAWEEY)—
TIE AND TRICE. Crown 8vo, 6s,

SMITH (MAYOR E. MURDOCK), §.E.—
PERSIAN ART. Second Edition, with additional Illustra-
tions,  Large erown Bvo, =
STORY (W. Wi)—

ROBA DI ROMA. Seventh Edition, with Additions and
Poremait. Crown Bwa, cloth, 1om. £d,
CASTLE ST. ANGELO. With Illustrations. Crown
Bvo, tea. 8d.
SUTCLIFFE (FOHN)—

THE SCULPTOR AND ART STUDENT'S GUIDE
to the Proportions of the Human Form, with Messurements in feet apd fnches of
Full-Grown Figures of Poth Sexcs and of Various Ager. By Dr, G, ScHapow, |
Member of the Academics, Stockhalm, Diresden, Rome, &c. &e. Translated by
Jo J. Wrigur.  Plates reproduced by ], Surciirre, Oblapg folie; grs. &d.

TAINE (H, A.)—

NOTES ON ENGLAND. Translated, with Introduction,
by W. Fraszn Rae Eighth Edition. ‘With Portralt, Crown Bvo, 5.

TANNER |PROFESSOR), F.C.5.—

HOLT CASTLE; or, Threefold Interest in Land. Crown
Bvo, gu Bd

JACK'S EDUCATION; OR, HOW HE LEARNT
FARMING. Second Edition. Crown Bvo, 1. £d.
TEMPLE (SIR RICHARD), BART, M.P,, G.C.5.1—
COSMOPOLITAN ESSAYS. - With Maps. Demy 8vo.

[Fm fhe Prves,
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TOPINARD (DR. PAUL)—

ANTHROPOLOGY. With a Preface by Professor PAUL
_Broca. With somerous Iflustrations.  Large crown Svo, 75, &d,

TOVEY (LIEUT.-COL,, R.E.}— :
MARTIAL LAW AND CUSTOM OF WAR ; or, Military
Law and Jurisdiction in Troublons Times. Crown 8vo, s,
TRAILL (H. D.)—
THE NEW LUCIAN. Being a Series of Dmlugues of the
Dead. Demy Bvo, r2s.

TROLLOPE (ANTHONY)}—
AYALA'S ANGEL. Crown 8vo. 6s.
LIFE OF CICERO. =zvols. 8vo. A£r 4s
THE CHRONICLES OF BARSETSHIRE. A Uniform
Edition, in 8 vole, large crown Svo, handsomely printed, each vol. ¢ontaining

Frontispiece. 6s, each, .
THE WARDEN and BAR- THE SMALL HOUSE AT

CHESTER TOWERS. awvaols, ALLINGTON. = vols.

DE. THORNE. LAST CHROXNICLE OF

FRAMLEY PARSONAGE. BARSET. # vols
UNIVERSAL—

UNIVERSAL CATALOGUE OF BOOKS ON ART.
Compiled for the pse of the National Art Library, and the Schools of Art in the
Usnited Kingdom. In 2 vols. Crown 4to, halfmarocco, £z ==,

Supplemental Volume to Ditto. Crown 8vo, 8s. nett.

VERON |EUGENE}—
JESTHETICS. Translated by W. H. AnmsTronc. Large
crown Bvo, 7a. fd.

WALE (REV, HENRY FOHN), M.A—
MY GRANDFATHER'S POCKET BOOK, from 1701 to
rrgh.  Auther of * Sword and Sorplice.”  Demy 8vo, 225

WALKER (MRS, )—
EASTERN LIFE AND SCENERY, with Excursions to

Asia Minor, Mitylene, Crets, and Roumania, = vols, crown 8va
[fm fhe Press.

WESTWOOD (. O.), M.A., F.LS., &v.—
CATALOGUE OF THE FICTILE IVORIES IN THE
SOUTH EENSINGTON MUSEUM. With an Account of the Continental
Colleetions of Classical and Medizval Ivories.  Royal Svo, hali-merocco, £1 45
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WHIST HANDBOOKS. By AQUARITS—
THE HANDS AT WHIST. 3z2mo, cloth gilt, 15.
EASY WHIST. 32mo, cloth gilt, 1s.
ADVANCED WHIST. * 32mo, cloth gilt, 1s.

WHITE (WALTER)—

A MONTH IN YORKSHIRE. With a Map. Fifth:
Edition. Post Svo, 45 4

A LONDONER'S WALK TO THE LAND'S END, AND
ATRIP TO THE SCILLY ISLES, Withg Maps. Third Edition. Fout Bvo, 4.

WICKEN (K. F)—

THE KINGSWOOD COOKERY BOOK. Crown 8vo, 2s.

WILL-O~THE-WISPS, THE. Translated from the German

of Marie Petersen by Cuarrorte J. Hanr. With Ilastrations. Crown Bve,
. 6d.

WORNUM (R, N.—
ANALYSIS OF ORNAMENT: THE CHARACTER-

ISTICS OF STYLES. An Introduction to the History of Omamental Art,
With many Ilostrations, Ninth Edition.  Royal 8vo, cloth, B

WORSAAE(F. . A)—
INDUSTRIAL ARTS OF DENMARK, FROM THE

EARLIEST TIMES TO THE DANISH EbHQUEET 0OF ENGLAND.
With Maps and Illestrations, Crown &vo, 38, &L

YEO (DR. ¥. BURNEY)—

CLIMATE AND HEALTH RESORTS. New Edition.
Crown Bvo, 108, &d.

YOUNGE(C. D.}—

PARALLEL LIVES OF ANCIENT AND MODERN
HEROES., New Edition, emo, cloth, 4. 54,
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SOUTH KENSINGTON MUSEUM

DESCRIPTIVE AND ILLUSTRATED CATALOGUES.
Royal 8op, half-bound,

BRONEES OF EUROPEAN ORIGIN. ByC.D.E. ForTvuM.
I ros,

DYCE'S COLLECTION OF PRINTED BOOKES AND
MANUSCRIPTS. 2 wols. qn

DYCES COLLECTION OF PAI‘\ETINGS ENGRAVINGS,

B, fs 6d.

FURNITURE AND WOODWOREK, ANCIENT AND
MODERN, PBr J. H, Pocten. £1 1o

GLASS VESSELS. By A, Nesarrr, 18s.
GOLD Eﬂn}i D SILVER SMITH'S WORK, By J. G. PoLLEN.
1 s

IVORIES, ANCIENT AND MEDIEVAL. By W. MASKELL.

=3,
IVORIES, FICTILE. By J. O. Wesrwoop. £1 45,

MAIOLICA, HISPANO-MORESCO, PERSIAN, DAMAS-
CUS AND RHODIAN WARES. By C. D. E Fowrwus, £z

MUSICAL INSTRUMENTS., ByC. ExceEL. 128

SCULPTURE, ITALIAN SCULPTURE OF THE MIDDLE
AGES. By 1, C Romixson. Clesh, 75 6.

SWISS COINS. By R. 5. PooLe. £z 105
TEXTILE FABRICS. By Rev.D. Rock. L1 113 6d
WATER-COLOUR PAINTING. ByS. RepGRave. L1 1s

UNIVERSAL CATALOGUE OF BOOKS ON ART. 2 vols.
Small 4to, £1 15 each.

UNIVERSAL CATALOGUE OF BOOEKS ON ART. Supple-

mentary vol.  Bs. nett.
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SOUTH KENSINGTON MUSEUM SCIENCE AND ART
HANDBOOKS.

Handsomely printed in large erown Svo.
Publiched for the Committee of the Council on Educaiion,

THE ART OF THE SARACENS IN EGYPT. By STANLEY
Laxe Poore. With Ilestrations. 1/ the Prees,

ENGLISH PORCELAIN. By A. H. Caurce, M.A. With

vumerons Dlestrations. 3s,

RUSSIAN ART AND ART OBJECTS IN RUSSIA. By

Avrien MaskErs, With 1lostrations. i 6.

FRENCH POTTERY. By Paur Gassavtt and EDOUARD
Ganmter, With [lostrasions and marks, -8

ENGLISH EARTHENWARE: A Handbook to the Wares

mads in England during the 7th and 18th Centurjes, By Paor. Criumcw.,  With
lestrations, 3

INDUSTRIAL ARTS OF DENMARK. From the Earljest

Times to the Danish Conquest of England. By J. J. A. Worsaax, Hon. F.5.A.,
&c. &c.  With Wostrations, 1 Gl

INDUSTRIAL ARTS OF SCANDINAVIA IN THE PAGAN
E’gf. By Haxs Hicozenasxn, Royal Antigeary of Sweden, With Ilastrations.,

FRECIOUS STONES. By ProrFessor CrurcH. With Illus-

trations. s 8d, *

INDUSTRIAL ARTS OF INDIA. Bﬁmﬁir Georce C. M.
¥

Bmowoon, C.5.1. With Map and Illustrations, Bvo, 1ga.

HANDBOOK TO THE DYCE AND FORSTER COLLEC-
TIONS. By W. Maskmie. With Ilustrations. 5 e,

INDUSTRIAL ARTS IN SPAIN. By Juan F. Riaxo.

With Ilustrations, 4s.
GLASS. By Avexanper NEsprrr. With Illustrations. 2s. 6d.
GOLD AND SILVER SMITH'S WORK. By Jonx HuKGER-

ron Potiew. With Ulostrations, 23, 64,
TAPESTRY. By ALFRED CHAMPEAUX. With Illustrations. 2s. 6d.
BRONZFfd. By C. Drury E. Forrxum, F.8.A. With Illustrations.
25 el

PLAIN WORDS ABOUT WATER. By A, H. CHURcH, M.A.
&l

Cxon.  With THostrations, Sened,
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SOUTH EENSINGTON MUSEUM SCIENCE & ART HANDBOOKS—Continged.

ANIMAT PRODUCTS: their Preparation, Commercial Uses,
and Valae, By T. L. SiMMONDS. With Ulustratigns, 7. 6d.

FOOD : A Short Account of the Sources, Constituents, and Uses
of Food. By A H. Cuvecs, M-A: Oxan. 35

ECONOMIC ENTOMOLOGY. By Axprew MURRAY, F.L.5.
AFTERA.

With Minstrasicns,” s 6d.

JAPANESE POTTERY. Being a Native Report. Edited by
A. W, Framks,  With Ilustrazions and Marks, = 6d,

HANDBOOK TO THE SPECIAL LOAN COLLECTION
of Sdentific Apparates 35

INDUSTRIAL ARTS: Historical Sketches. With Illus-
trations, 3%

TEXTILE FABRICS. By the Very Rev. DavieL Rock; D.D.
With Ilhustrations.  as, 64,

JONES COLLECTION IN THE SOUTH KENSINGTON

MUSEUM. With Pertrait and Illustrations. 5. 6d.

COLLEGE AND CORPORATION PLATE. By WiLrreD

Curprs,  With Ilhtratdons.  Cloth, 5. 6.
[VORIES: ANCIENT AND MEDLEVAL By WiLLiam

Masxmie, With Dlleserasions. =3 &

ANCIENT AND MODERN FURNITURE AND "-LCIOI)-

WOREK. By Jous HuNcEsFoRD Powrss., With Ilostrations, =a 8d.

MAIOLICA. By C. Drury E. Forrnuym, F.5A.  With Tllus-

trations, =% 6d.

THE CHEMISTRY OF FOODS.  With Microscopic Illus-
mﬂm:._T lt:aniu:s _Brr.:...s[;riafiﬁ:ﬂ :::éﬂmm House Laboratory.
m h.—ﬁ-"dk, l!u.:n:n-, l:cmtln'f‘r’eputﬁ Searches, e 35

MUSICAL INSTRUMENTS. By CarL ExceEr.  With Tllus-
frations.  =s. &L

MANUAL OF DESIGN, mmKﬂed from the Writings and
,\ﬂm.:{;m:f n:unn Reoceave, R.A, By Guuesr R. REepgrave. With

PERSIAN ART. By Major R. Murpock SurrH, R.E. Second

Edition, with ndditional Iestrations, =5
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CARLYLE'S (THOMAS) WORKS.

THE ASHBURTON EDITION.

An entirely New Edition of the Writings of Mr. CARLYLE, to be completed
in Beventeen Volumes, demy 8vo, Is now publishing, For Partieulsrs
ste page 2.

CHEAP AND UNIFORM EDITION.
a7 volr, Crowon Soo, clnk, L7 5r
THE FRENCH REVOLUTION: | LATTER-DAY PAMPHLETS.

A History. = vols, 135, x vol.; &,
OLIVER CROMWELL'S LET. | CHARTISM AND FAST AND
TERS AND SPEECHES, with Eluci- PRESENT. =wal, s
tntiong; &e, |3 Tobk, I8 TRANSLATIONS FROM THE
. “ GERMAN OF MUSAUS, TIECK,
LIVES OF SCHILLER AND |  GREMSYSEMVSES,
- WILHELM MEISTER, by Giethe.
CRLTEI((]:L"'!LSLEEJ&E %E '!"'H‘_S%[::E"Lﬁ' | A Translation, o vole., Irl-.hT
; | HISTORY OF FRIEDRICH THE
SARTOR RESARTUS AND SECOND, called Frederick the Grese,
LECTURES ON HEROES. 1val, & 7 vole., £age

LIBERARY EDITION COMPLETE.

Handsomely printed in 84 wvols, demy Bvo, cloth, £15 8s.

SARTOR RESARTUS., With a Portrait, 5. 6d.

THE FRENCH REVOLUTION. A History. 3 vols, each gs.
LIFE OF FREDERICK SCHILLER AND EXAMINATION
OF HIS WORKS. With Supplement of 472, Portrait and Plates, g,
CRITICAL AND MISCELLANEOUS ESSAYS. With Portrait.

& vols., each ga,

ON HEROES, HERO WORSHIP, AND THE HEROIC
IN HISTORY. . 64

PAST AND PRESENT. gs,
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CARLYLE'S (THOMAS) WORKS.—LisrARY EDITION—Confinued.

OLIVER CROMWELL'S LETTERS AND SPEECHES. With
Portraits. 5 vaols., each gs.

LATTER-DAY PAMPHLETS. g¢s.

LIFE OF JOHN STERLING. With Portrait, gs.

HISTORY OF FREDERICK THE SECOND. 1o vols,
each ga.

TRANSLATIONS FROM THE GERMAN. 3 vols, each gs.

EARLY KINGS OF NORWAY; ESSAY ON THE POR.-
TRAITS OF JOHN KNOX; AND GENERAL INDEX., With Portrait
Tustrations., Bvo, cloth, ¢

FPEOPLE'S EDITION.
37 wlr., rmail Svey 21, eack vol.; or in selt, 37 vols, in rg, cloth gilt, L3 ren

SARTOR RESARTUS. | LATTER-DAY PAMPHLETS.
FRENCH REVOLUTION, 3vols. | LIFE OF SCHILLER.

LIFE OF JOHN STERLING. | FREDERICK THE GREAT.
OLIVER CROMWELL'S LET-| ™=

TERS AND SPEECHES. 5wvols. WILHELM MEISTER. 3 vols

ON HEROES AND HERO | TRANSLATIONS FROM MU.
WORSHIP. | Sﬁs‘. TIECK, AND RICHTER.
PRESENT. e
PAST AND | THE EARLY KINGS OF NOR-
CRITICAL AND MISCELLA- w.ﬁ‘f;lmlumithwtﬂdthun:;
NEOUS ESSAYS. 7wl J pnd General Index.,

SARTOR RESARTUS. Cheap Edition, crown Svo, sewed, 1s.

SIXPENNY EDITION.
o, sewed,
SARTOR RESARTUS. Eightieth Thousand.
HEROES AND HERO WORSHIP.
ESSAYS : Burxs, JOHNSON, ScorT, THE Diamoxp NECRLACE
. The abore in 1 vol,, clofh, 2r. 6,
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DICKENS'S (CHARLES) WORKS.

ORIGINAL EDITIONS.
i1 demey Soo,

THE MYSTERY OF EDWIN DROOD. With Illustrations
by 5. L., Fildes, and a Portrait engraved by Baker. Cloth, 75, &,

OUR MUTUAL FRIEND. With Forty Illustrations by Marcus
Swome, Cloth, L1 s,

THE PICKWICK PAPERS. With Forty-three Illustrations
by Seymeur and Phiz. Cloth, £1 15,

NICHOLAS NICKLEBY. With Forty Illustrations by Phiz.
Cloth, Lr s,

SKETCHES BY “BOZ” With Forty Illustrations by George
Cruilshank., Cloth, £r 15, i

MARTIN CHUZZLEWIT. With Forty Ilustrations by Phiz
Cloth, L3 15

DOMBEY AND SON. With Forty Illustrations by Phiz
Clath, L1 15,

DAVID COPPERFIELD., With Forty Illustrations by Phiz.
Cloth, £1

BLEAK HOUSE. With Forty Tllustrations by Phiz. Cloth,
£ 1

LITTLE DORRIT. With Forty Illustrations by Phiz. Cloth,
FASES

THE OLD CURIOSITY SHOP. With Seventy-five Illus-

trationa by George Cattermole and H. K. Browne. A New Editica. Usniform with
the other volumes, £1 .

BARNABY RUDGE: a Tale of the Riots of ’Eigh?. With

Seventy-cight [ustrations by George Cattermole and H. K. Browne, iform with
the other volumes, L1 13,

CHRISTMAS BOOKS: Containing—The Christmas Carol ;

The Cricket on the Hunh:mﬂim:mmu.aw;mmm 3
With all the original Ilustrasions, Cloth, 125, : A

OLIVER TWIST and TALE OF TWO CITIES. In one
volume, Cloth, £1 .

OLIVER TWIST. Separately. With Twenty-four Illustrations
by George Cruilahank  Cloth, 118

A TALE OF TWO CITIES. Separately. With Sixteen Illus-
trations by Phiz,  Cloh, ga,

*a"* The remainder of Dickens's Works were ol origimally primted in demy Soo.
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DICKENS'S (CHARLES) WORKS.
LIBRARY EDITION.

In post Svo,  With the Original Illustrations, 50 vols., cloth, £12,

e

PICKWICK PAPERS ... .. .. .« .o 43 0insiros,avols, 16 o
NICHOLAS NICKLEBY .. e 30 5 zvols. 16 o
MARTIN CHUZZLEWIT .. - e 40 w Evols 16 ©
OLD CURIOSITY SHOP & REPRINTED PIECES 35 » @Ak 16 o
BARNABY RUDGE and HARD TIMES .. .. 36 w =wolk 16 o
BLEAK HOUSE... L s ity T i avols, 16 O
LITTLE DORRIT ver 40 - avols 16 O
DOMBEY AND SON ... .. e 30 o zvols. 16 o
DAVID COPPERFIELD .. .. . .38 .  svis 16 o
QUR MUTUAL FRIEND .. ] 0 avols, 15 o
SKETCHES BY *BOZ" S B SEREE e w Ivol. - B o
OLIVER TWIST ke e s 2 s tvol., 8 o
CHRISTMASBOOKS .. .. .. o 137 . 1wl B o
A TALE OF TWO CITIES .. e 16 = tvol, 8 o
GREAT EXPECTATIONS .. . .. .. B w vol, B o
PICTURES FROM ITALY & AMERICAN NOTES B w Ivol B o
UNCOMMERCIAL TRAVELLER .. .. .. 8 w Iwl B o
CHILD'S HISTORY OF ENGLAND s LB " 1 vol B o
EDWIN DROOD and MISCELLANIES .. res BE " 1 vol B o
CHRISTMAS STORIES from ** Houschold Words," &c. 14 ,, 1vol 8 o

THE LIFE OF CHARLES DICKENS. By Joux ForsTeR. With llustrations.
Uniform with this Edition, 108 6d.

A NEW EDITION OF ABOVE, WITH THE ORIGINAL ILLUSTRA-

TIONS, IN CROWN #v, 3o VOLS. IN SETS ONLY.
L
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DICKENS'S . (CHARLES) WORKS.

THE “CHARLES DICKENS" EDITION.

In Crown Sve. w21 vols., cloth, with Jifurirations, £3 161,

5

PICKWICK PAPERS st - omn e g _nee B Ihostrations .
MARTIN CHUZZILEWIT ...
DOMBEY AND S0N
NICHOLAS NICKLEBY ..
DAVID COPPERFIELD
BLEAK HOUSE ...
LITTLE DORRIT ...
OUR MUTUAL FRIEND...
BARNABY RUDGE...

e . wm-m % & o W o .0

OLD CURIOSITY SHOP ...

A CHILD'S HISTORY OF ENGLAND
EDWIN DROOD and OTHER STORIES .. ..
CHRISTMAS STORIES, from * Honsshold Words " ...
SEETCHPS BY "BOZY ' o i v aw
AMERICAN NOTES and REPRINTED PIECES
CHRISTMAS BOOKS
OLIVER TWIST
GREAT EXPECTATIONS...
TALE OF TWO CITIES ...

H

L d was e

e un asy e

i

T PO T TR TR Y N 1T TR ) YN ™ N M R R

HARD TIMES and PICTURES FROM ITALY
UNCOMMERCIAL TRAVELLER =1 ety
THE LIFE'OF CHARLES DICKENS. Numerous Ilinsirations. zvols. 7
THE LETTERS OF CHARLES DICKENS..,

B

A& W.o@-m-m @eow- @ W Bk
! -
% -
(™

s 2 vols B
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DICKENS'S (CHARLES) WORKS.

THE ILLUSTRATED LIERARY EDITION.
L | Complete in 30 Volumes. 'Dewsy 806, sos. cacky or sel, Lis.

This Edition is printed on a fiser paper and in a larger type than has Leen :
employed in any previous edition. The type has been cast especially for it, and
the page is of a size to ndmit of the introduction of all the original illustrations,

No such attraclive issue has been'made of the writings of Mr. Dickens, which,
various as have been the forms of publication adapted to the demands of an e er
widely-increasing popularity, have never yet been worthily preseated in a really

handsome library form.
The collection comprises all the minor writings it was Mr, Dickens’s wish to

preserve.

SKETCHES BY “BOZ" "With 4o lllustrations by George Cruikshank.

PICKWICK FAPERS. avola With 42 [llustrations by Phiz.

OLIVER TWIST. With 24 lllustrations by Cruikshank.

NICHOLAS NICKLEBY. zvols. With 4o Illustrations by Dhir,

QLD CURIDSITY SHOP and REPRINTED PIECES. =2 wols. ' With Nlus-
trations by Cattermole, &e.

BARNABY RUDGE and HARD TIMES, =2 vols. With IMustrations by
Cauermole, &c.

MARTIN CHUZZLEWIT. = vols.| With 4o Tllustrations by Phlz

AMERICAN NOTES and PICTURES FROM ITALY, x wol. Wik 8
llustrations. ) c

DOMBEY AND SON. =2 vols, With 40 Hlustrations by Phix,

DAVID COPPERFIELD, =vols. Wiith 4o Hlustrations by Phiz

BLEAK HOUSE. 2vols. With 4o lllustrations by Phiz.

LITTLE DORRIT. =2 vols.  With 4o Ilustrations by Phiz,

A TALE OF TWO CITIES., 'With 156 THustrations by Phiz,

THEUNCOMMERCIAL TRAVELLER. 'With 8 IMustratiohs by Marcus Stone,

GREAT EXPECTATIONS. With 8 Mustrations by Marcus Stonk,

OUR MUTUAL FRIEND. 2 vols,) With 40 Musirations by Marcas Stone,

CHRISTMAS BOOKS., With 17 llustrations by Sir Edwin Landsesr, R.A,
Maclise, R.A., &c. &c.

HISTORY OF ENGLAND. With 8 Iiustrations by Marcus Stone,

CHRISTMAS STORIES. - (From * Housthold Words™ and **All the Year
Round.") With 14 Illustrations, .

EDWIN DROOD AND OTHER STORIES., With 12 Mustrations by 5. 1.

Fildes.
cC 2
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DICKENS'S (CHARLES) WORKS.

THE POPULAR LIBRARY EDITION

OF THE WORKS OF

CHARLES DICKENS,

fu 30 Folr, large crown Bve, price £6; separate Vols, g1, eack.

An Edition printed on good paper, each volume containing 16 full-page
Tllustrations, selected from the Household Edition, on Plate Paper.

SKETCHES BY “BOZ.”

PICKWICK. 2 vols.

OLIVER TWIST.

NICHOLAS NICKLEBY, 2 wvols

MARTIN CHUZZLEWIT. z vols,

DOMBEY AND SON. 2z vols,

CAVID COPPERFIELD. 2 vols,

CHRISTMAS BOOKS.

OUR MUTUAL FRIEND, 2vels

CHRISTMAS STORIES,

BLEAK HOUSE. = z vols,

LITTLE DORRIT. 2 vols,

OLD CURIOSITY SHOP Axp REPRINTED FPIECES, 2 vols.
BARNABY RUDGE. 2 vols.

UNCOMMERCIAL TRAVELLER,

GREAT EXPECTATIONS,

TALE OF TWO CITIES,

CHILD'S HISTORY OF ENGLAND.

EDWIN DROOD Axp MISCELLANIES.

PICTURES FROM ITALY Axp AMERICAN NOTES.
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DICKENS'S (CHARLES) WORKS. -

HOUSEHOLD EDITION.
fn 22 Folumes, Crowm 4lo, cloth, £4 8r. 6d4.

MARTIN CHUZZLEWIT, with 55 Illustrations, cloth, 55

DAVID COPPERFIELD, with 6o Miustrations and a Portrait, cloth, 53,
BLEAK HOUSE, with 6z Ilustrations, eloth, 55

LITTLE DORRIT, with s8 lnstrations, cloth, g=

PICKWICK PAPERS, with 56 Illustrations, cloth, 5=

OUR MUTUAL FRIEND, with 58 Illustrations, cloth, ss.
NICHOLAS NICKLEBY, with 5o Iustrations, cloth, ss.

DOMBEY AND SON, with 61 Ilustrations, cloth, =

EDWIN DROOD ; REPRINTED PIECES ; and other Stories, with 30 Illostro-
tions, cloth, 5%

THE LIFE OF DICRENS. Br Joux ForsteR. With 4o Illustrations. Cloth, =
BARNABY RUDGE, with 46 Mlustrations, cloth, 45

QLD CURIOSITY SHOP, with g2 Illustrations, cloth, 45

CHRISTMAS STORIES, with 23 [lustrations, cloth, 4s.

OLIVER TWIST, with 38 Tllustrations, cloth, 35

GREAT EXPECTATIONS, with 26 Illustrations, cloth, 3s.

SKETCHES BY * BOZ," with 36 Nlustrations, cloth, 35

UHEDMMEHCML TRAVELLER, with 26 Illustrations, cloth, 35
CHRISTMAS BOOKS, with 28 Tlustrations, cloth, 35

THE HISTORY OF ENGLAND, with 15 Illustrations, cloth, 35

AMERICAN NOTES and PICTURES FROM ITALY, with 18 Ilestrations,
cloth, 3%

A TALE OF TWO CITIES, with 25 Illustrations, cloth, 3s.
HARD TIMES, with 20 Ilustrations, cloth, 25 6d.
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A New Edition of
CHARLES DICKENSS WORKS.

Messrs.” CHAPMAN & HALL Dbeg to announce an Edition of CHArvES
Ihckexs's Works, entitled:—

THE CABINET EDITION.

To be eompleted in 3o vols. small feap. Svo, Marble Paper Sides, Cloth
Backs, with uncut edges, price Eighteenpence each.

A Complete Work will be Published every Month and each Volume will
contain Eight Illustrations reproduced from the Originals,

CHRISTMAS BOOKS, One Vol.,

MARTIN CHUZZLEWIT, Two Vols.,

DAVID COPPERFIELD, Two Vols,
Are woww Ready,

DICKENS'S (CHARLES) WORKS.
MR. DICKENS'S READINGS.

Feap. Boe, srwed.
CHRISTMAS CAROL IN PROSE. | STORY OF L'[:ITI.E DOMBEY. 1s
g POOR LLER. BOOTS AT
CRICKET ON THE HEARTH. 13. LA s

THE HOLLY-TREE INN, and
CHIMES : A GOBLIN STORY. 1s. MRS, GAMP, 1s

A CHRISTMAS CAROL, with the Original Coloured Plates,
being a reprint of the Original Edition. Small 8vo, red cloth, gilt edges, g
ONE SHILLING EACH. Reprinted from the Original Plates.
A CHRISTMAS CAROL. Feap. cloth, 1s.
THE CHIMES: A Goblin Story. Feap. cloth, 1s.

The Cheapest and Handiest Edition of
THE WORKS OF CHARLES DICKENS.

The Pocket-Volume Edition of Charles Dickens's Works,
i 30 Folr, small frap, Sve, L2 55,

New and Cheap Jisae of

THE WORKS OF CHARLES DICKENS,

In pocket volumes.
PICKWICK PAPERS, with § [llustratioss, cloth, s
NICHOLAS MICKLEBY, with & Ilustrations, cloth, sz
OLIVER TWIST, with 8 Ilustrations, cloth, 15
SKETCHES BY * BOZ" with § lustrations, doth, 1e.
OLD CURIOSITY SHOP, with § Iilusirations, cloth, s,
e

AND ROM ITALY, wi i

CHRISTMAS BOOKS, with § llustrations, cloth, 1ot © Hustrations, cloth, 1s.fd.
MARTIN CHUZZLEWIT, with 8 lllustrations, cloth, =4,
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List of Books, Drawing Examples, Diagrams, Models,
Instruments, etc.,

INCLUDING
THOSE 1SSUED UNDER THE AUTHORITY OF THE SCIENCE
AND ART DEPARTMENT, SOUTH KENSINGTON, FOR THE
USE OF SCHOOLS AND ART AND SCIENCE CLASSES.

CATALOGUE OF MODERN WORKS ON SCIENCE
AND TECHNOLOGY. 8vo, sewed, 15

BENSON (W.)—

PRINCIPLES OF THE SCIENCE OF COLOUR.
Small go, 150

MANUAL OF THE SCIENCE OF COLOUR. Coloured

Frontispiece and Iiustrtions.  1smo, =4, 6d,

BRADLEY (THOMAS), of the Royal Military Academy, Wookuich—

ELEMENTS OF GEOMETRICAL DRAWING. InTwo
Parts, with 6o Plates. Oblang folio, half-bound, each part 16
Selections (from the above) of 20 Plates, for the use of the Rayal Military
Academy, Woolwich. Oblong folio, half-boand, rée,

BURCHETT—
LINEAR PERSPECTIVE. With Illustrations. Post 8vo, 75.
FRACTICAL GEOMETRY. Post 8vo, 58
DEFINITIONS OF GEOMETRY. Third Edition. 24mo,
sewed, 5d.

CARROLL (FOHN)}—

FREEHAND DRAWING LESSONS FOR THE BLACK
BOARD, és.
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CUBLEY (W. H)—

A SYSTEM OF ELEMENTARY DRAWING. With
ustrations and Examples, Imperial yto, sewsd, 3= 6.

DAVISON (ELLIS A.)—

DRAWING FOR ELEMENTARY SCHOOLS. Tost
Bvo, 3%

MODEL DRAWING. 12mo, 38

DELAMOTTE (P. H.)—
PROGRESSIVE DRAWING-BOOK FOR BEGINHERS.
1mmo, 5. Gd.
DYCE—
DRAWING-BOOK OF THE GOVERNMENT SCHOOL
ELEESIGN: ILEMENTARYEU‘ILIHES OF ORNAMENT. 5o Plates.

folio, sewed, 5i. 3 mounted, 1

INTRODUCTION TO DITTO. Fcap. 8vo, 6d.

FOSTER (VERE)—
DRAWING-BOOKS :
Forty-six Numbers, at od. each.
DRAWING-CARDS :

Freehand Drawing : First Grde, Sets 1., 11, T1L, 1=, each,
Second Grade, Set L, =5,

HENSLOW (PROFESSOR)—

ILLUSTRATIONS TO BE EMPLOYED IN THE
PRACTICAL LESSONS ON BOTANY. Post 3vo, sewed, £,

FACOBSTHAL (E.)—

GRAMMATIK DER ORNAMENTE, in 7 Parts of 2o

Flates each. Unmounted, £3 130, &4, ¢ mounted cardbeard, :
Farts can be had separacely, i i
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FEWITT—

HANDEOOK OF PERACTICAL PERSPECTIVE, 18mo,
5. G,

LINDLEY (FOHN}—

SYMMETRY OF VEGETATION: Principles to be
Observed in the Delineation of Plants. ramo, sewed, 19,

MARSHALL—

HUMAN BODY. Text and Plates reduced from the large
Dhagrams. = vols, £i 13,

NEWTON (E. TULLEY), F.G.5—

THE TYPICAL PARTS IN THE SKELETONS OF A
CAT, DUCK, AND CODFISH, beog a Camlogue with Comparative The-
scriptions arranged in a Tabalar Form, Demy 2vo, w.

OLIVER (PROFESSOR)—

ILLUSTRATIONS OF THE VEGETABLE KINGDOM.
g Plates. Obloag §vo, Plain, t6a.; coloared, 1 &5,

POYNTER (£ F.), R.A., fuwed wnder the superinfendence of—
THE SOUTH KENSINGTON DRAWING SERIES.
FREEHAND—ELEMENTARY ORNAMENT: books 6d., cands,
gd. each.
FREEHAND—FIRST GRADE : books 6d., cards 1s. each,
FREEHAND—SECOND GRADE : books 1s., cards 1s. 6d. each,

FREEHAND—FPLANTS FROM NATURE t books 6d., eands,
15. each.

FREEHAND—HUMAN FIGURE, ELEMENTARY : books 6d.

FREEHAND—HUMAN FIGURE, ADVANCED: books 2s.
each.

FREEHAND —FIGURES FROM THE CARTOONS OF
RAPHAEL: four books, 25. each,

FREEHAND—ELEMENTARY PERSPECTIVE DRAWING.
By 8. J. Carmuince, F.R.Hist.5. PBooks 1s. each; or one
volume, cloth, 5z
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REDGRAVE —

MANUAL AND CATECHISM ON COLOUR, Fifth
Edition.  zymo, sewed, pd.
ROBSON {G.EORGE}-_—
ELEMENTARY BUILDING CONSTRUCTION. Oblong
folio, sewed, Ba.

WALLIS (GEORGE)—
DRAWING-BOOK. Oblong, sewed, 35 6d.; mounted, 8=

WORNUM (R. N)—

THE. CHARACTERISTICS OF STYLES: An Intro-
duction to the Stedy of the History of Ornamental Art.  Royal Bvo, B

ELEMENTARY DRAWING COPY-BOOKS, for the Use of

Children from four years old and apwards, in Schools and Familiee Compiled by

a Student certificated by the Science and Ant Department os an Art Teacher.
Seven Books in 4to, sewed :

Fook: I;. Tﬁ]ﬂuﬂ.uld. Book 1\" Cﬂiu:l.l, B
" - R, "
w JlL  Geometrical and Omamental B Animals,
Forms, &1, :: \’[I. LL*‘!B‘MMSMF‘H

*o* Or in Sets of Seven Hooks, 4. 6d.
PRINCIPLE‘S OF DECORATIVE ART. Folio, sewed, 15

DIAGRAM OF THE COLOURS OF THE SPECTRUM,
with Explanatory Letterpress, on roller, su
COPIES FOR. OUTLINE DRAWING :

LARGE FREEHAND EXAMPLES FOR CLASS TEACHIMG. Specially
prepared under the aathority of the Science and Art Depariment.  Six Sheete,
Sire fo by 40, gn.

DYCE'S ELEMENTARY OUTLINES OF ORNAMENT, 5o Sclected Plates,
maounted back and front, 18s. ; tnmounted, sewed, gu

WEITBRICHT'S OUTLINES OF ORNAMENT, reprodoced by Herman,
1z Plates, mounted back and front, 8a 6d. ; unmounted, se

MORGHEN'S OUTLINES OF THE HUMAN FIGURE, reproduced by Herman,
30 Plates, mounted back and front, 155, ; samounted, s, gl

TARSIA, from Graoner, Foar Flates, mounted, 3. &d., unmounted, sd.
ALBERTOLLI'S FOLIAGE, Four Flates, mounted, 35, 6. § anmounted, od.
OUTLINE OF TRAJAN FRIEZE, mounted, s

WALLIS'S DRAWING-BOOK, moanted, 8., unmounted, 35 &4,

OUTLINE DRAWINGS OF FLOWERS, Eight Plates, meunted, w6 ;
unmonnted, Bd,
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COPIES FOR SHADED DRAWING:

COURSE OF DESIGN. By Cw. Bancux (French), 20 Shects, L1 go.
ARCHITECTURAL STUDIES, By J. B. Trreot. 1o Plates, L1,
MECHANICAL STUDIES. By J. B. Triros. - 155, per dosen.

FOLIATED SCROLL FROM THE VATICAN, unmounted, d.; mounted, 1=, 3d.

‘EWELVE HEADS afier Holbsin, selected from his Drawings in Her Majesty’s
Collection at Windsor. Reproduced in Autotype. Half imperial, £1 rfs.

COLOURED EXAMPLES:

A SMALL DIAGRAM OF COLOUR, mounted, 15 6. ; unmounted, od,
COTMAN'S PENCIL LANDSCAPES (set of ), mounted, 155,

= SEPIA DRAWINGS (set of 5), mounted, £1.
ALLONGE'S LANDSCAPES IN CHARCOAL (Six), at . each, or the st L1 45,
RADDE COLOUR SCALE, in case, £1.

SOLID MODELS, &c.:

*Bax of Models, £r 45
A Stand with 3 universal joint, to show the solid models, fc., £1 18

“(me Wire Quadrangle, with a circle and cross within ir, and one straight wire, One
solid cube. One Skeleton Wire Cobe. Ope Sphere. One Cone.  One Cylinder,
Ope Hexagonal Prism. £ 23,

Skiabeton Cube ta wood, g5 84

18-inch Skeleton Cube in wood, 125,

*Three chjects of forme in Pottery:

Indi
Cotaton Jar, Lute. 6d.

*Five selected Vases in Mafolics Ware, £z 118
*Three sclected Vases in Earthenware, 18s.
Imperial Deal Frames, glared, without sunk rdngs, 1oa, each,
-mvmasm:mu'mhm I:.mnininl—
* B R e P B
Square Blocks. Juuudl:mu. Sqeare Block.
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SOLID MODELS, &c.—Confinued.

*Davidson's Advanced Drawing Models, 5. —The following is & briel description
of the Models :—An Obelisk—composed of 3 Octagonal Slabs, 26 and 3o inches
across, and each 3 inches high; x Cube, 13 inches edpe; @ Monolith (forming
the bedy of the obelisk) 3 feet high; & Pyramid, § inches base; the complete
ohject is thus nearly 5 feet high, A Market Cross—composed of 3 Shabs, 2y, B,
and 13 inches across, and each 3 inches high 3 & Upright, 3 feet high ; = Cross Arms,
united by mortise and tenon joints; complete height, 3 fect o inches. A Svep-
Ladder, 23 inches high. A Kitchen Table, 1435 inches high. A Chair to corre-
spand. A Four-begged Stoal, with projecting top and cross rafls, height 14 inches.
A Tub, with handles and projecting hoops, snd the divisions between the staves
plinly marked. A strong Trestle, 18 inches high. A Hollow Cylinder, ¢ inches
in diameter, and 12 inches long, divided lengithwize. A Hollow Sphere, g inches
in diameter, divided into semi-spheres, one of which is again divided into quarters &
the semi-sphere, when placed on the cylinder, gives the form and principles of
shading a dome, whilst one of the quarters placed on half the cylinder forms =
niche.

*Davidson’s Apparatns for Teaching Practical Geometry (22 models), £5.

*Binn's Models for Illustrating the Elemestary Principles of Orthographic Projection as
applied to Mechanical Dirawing, in box, £1 zos.

Miller's Class Drawing Models. —These Models are particularly adapted for teaching
large classes; the stand is very strong, and the universal joimt will hold the
Moddds in any position. Weed Madels 1 Square Prism, 1a inches sids, 18 inches
high ; Hexagonal Prism, 14 Inches slde, 18 Inches high; Cuobe, 14 inches side:
Cylinder, 13 inches diameter, 16 inches high: Hexagon Pyramid, 14 inches
diameter, 223 inches side ; Square Pyramid, 14 inches side, =23 Inches side
Cone, 13 inches diameter, 233§ inches side ; Skeleton Cube, 19 inches solid wood
1} inch square ; Intersecting Circles, 19 inches solid wood alf by 1} inches.
Wire Models : Triangular Prism, 17 inches side, »3 inches high ; Square Prism,
14 inches side, zo inches high : Hexagenal Prism, 16 inches diameter, 71 inches
high ; Cylinder, 14 inches diameter, a1 inches high ; Hexagon Pyramid, 18 inches
diameter, 24 inches high ; Square Pyramid, 17 inches side, 24 inches high ; Cone,
17 inches side, =4 Inches high ; Skeleton Cube, 19 inches side; Intersecting Circles,
25 Inches s ; Pl Clicls, 39 foches s : Plala Sqsate, 10 inthis side. | Tabk,
=7 inches by 013 inches. Stand. The set complete, Lry 135,

Large Compasses, with chalk-holder, sa,
*5lip, two set squares and T square, 55
*Parkes's Case of Instruments, containing -inch compasses with pen and pencil leg, 55.

*Prise Instraoment Case, with &-inch compasses pen and pencil leg, 2 small compasses,
pen and scale, 185

G-inch Compasses, with shilting pen and paint, 43, 64,
* Models, &, entered as sets; can only be supplied in sets,
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LARGE DIAGRAMS.

ASTRONOMICAL:

TWELVE SHEETS. By Jouy Deew, Ph, Dr, F.R.5A. Shects, Lz Bs.; on

BOTANICAL:

NINE SHEETS. Ilustrating a Practical Method of Teaching Botany. By Professor
Hesstow, F.L.5. £3; on rollers and vamished, £3 35

CLARS. DIVISTON. !.I:I'.'.l'!ﬂﬂ. DEadrAd.
Culycifioral .. .- &
2 e e B
Dicotyledon .. ;.4 ABEiospermous .. 3 Corqllifioral .. =k
lecomplete .. A5 i
Gymnpoipermons .. .0 asl esl o ss
Pewloid .. .. Super ot Tk
Monacotyledons G i Inl = i o B
e 9

* Models, fe., entered as seis, can only be supplied in sets

BUILDING CONSTRUCTION:
TEN SHEETS. By Wituam J. Guexwv. Lrw

LAXTON'S EXAMPLES. OF BUILDING CONSTRUCTION, containing
3% Imperial Plates, £1.

BUSBRIDGE'S DRAWING OF BUILDING CONSTRUCTION. 36 Sheets,
g5 Mounted on cardboand, 18=.

GEOLOGICAL:

DIAGRAM OF BRITISH STRATA. By H. W. Bustow, F.R.5, F.GE.
A Sheet, 45.; on roller and varnished, 74 6,

MECHANICAL:

DIAGRAMS OF THE MECHANICAL POWERS, AND THEIR APPLI-
CATIONS IN MACHINERY AND THE ARTS GENERALLY. By
Dir. Joun Axpexsox, 8 Diagrams, highly coloared, on stout paper, 3 feet § inches
by 2 fret 6 mnches, Sheets £1; mounted on rollers, £z,

DIAGRAMS OF THE STEAM-ENGINE. By Prof Gooreveand Prol. Suxtiey,
Stout paper, 4o inches by o7 inches, highly coloared. 4t Diagrams (523 Sheets),
LA &s.; varnished and mounted on rellers, Lir 3

MACHINE DETAILS, By Prof Uswis, 16 Coloured Diagrams. Sheets, £z =.:
micunted oo rollers and varmished, £3 145

SELECTED EXAMPLES OF MACHINES, OF IRON AND WOOD (French).
By STaxtsias Perrir. o Shests, £3 57 135, per dozen,

BUSBRIDGE'S DRAWINGS OF MACHINE CONSTRUCTION. = Shests,
sus, 6d, Mounted L 55
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PHYSIOLOGICAL :,

ELEVEN SHEETS. Illustrating Human Physiclogy, Life Sise and Colosred from
Nawure. Frepared under the direction of Jonx Mansuprs, RS, F.RCS, e
Each Sheet, 335 68 On canvas and rollers, vamished, 3 s,

r. THE SKELETON AND LIGAMENTS,

= THE MUSCLES, JOINTS, AND ANIMAL MECHANICS,

3 THE VISCERA IN POSITION.—THE STRUCTURE OF THE LUKGS,
+- THE ORGANS OF CIRCULATION.

5. THE LYMPHATICS OR ABSOREENTS.

6 THE ORCANS OF DIGESTION.

7. THE BRAIN AND NERVES—THE ORGANS OF THE VOICE,

3& 9. THE ORGANS OF THE SENSES

to & 1. THE MICROSCOPIC STRUCTURE OF THE TEXTURES AND
ORGANSE.

HUMAN EODY, LIFE SIZE. Ry Jous Mamsuary, F.R.S, ERCS. Each
Sheet, 125 6d.; on casvas nnd rollers, vamished, £1 1. Explanatory Key, 13,

%, %, 3. THE SKELETON, Front, Back, and Side View,
58 7. THE MUSCLES, Front, Back, and Side View.

ZOOLOGICAL: "

TEN SHEETS. Ilustrating the Classification of Animals By Rovxmr Patregsos,
.lftinmludmlh-,\wi:hﬂl,,(;;u, i

PHYSIOLOGY AND ANATOMY OF THE HONEY BEg.
Two Disgrams. 75 &1



NEW. NOVELS.
(To be had at all Libraries.)

BY THE HON. MERS. HENRY CHETWYXND.

MES. DOREIMAN. BEythe Hox. Mrs. HeExry CHETWYND.
3 vols.

BY GEORGE GISSING.

ISABEL CLARENDON. By Georce Gissic. =2 vols,
e Apit.

BY MRS, BERENS.

A WOMAN WITH A PAST. By Mes. Berexs, 3 vols.
Un Aprit,

BY 5. LAING.

A SPORTING QUIXOTE: or, The Life and Adventures of
the Hon. Augustus Fiemuddie, afterwands Earl of Muddieton, 'Ry S, Lamc.
= vals

BY ARTHUR GRIFFITHS.

THE THIN RED LINE. By Artaur GRIFFITHS. | 2 vuols,
T A prv,

BY COLONEL FIFE.COOKSON.
BAYLERBAY ; or, STRANGERS IN TURKEY. By CoLoxen

Fire-Cooxsox. 3 vols, [n A prit.

BY MRS. EDWARD KENNARD.

KILLED IN THE OPEN. By Mnrs. EbwArp KENNARD,
Author of ' The Right Sore,™ * Siraight as o Dia,” etc., etc. 3 vols,
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THE FORTNIGHTLY REVIEW.
Edited by T, H. 5. ESCOTT, |
HE FORTNIGHTLY REVIEW is published on the 1st of
every month, and a Volume is completed every Six Months,
The follmving are among the Contridutors :—

SIR RUTHERFORD ALCOCK.
MATHEW ARNOLD.
FROFESSOR BAIN.

SIR SAMUEL BAKER.
FROFESSOR BEESLY,

FAUL BERT.,

BARON GEORGETON BUNSEN.
DE. BRIDGES.

HON. GEORGE C. BRODRICK.
JAMES BRYCE, M.P.
THOMAS BURT, M.P.

SIR GEORGE CAMPRELL, M.P.
THE EARL OF CARNARVON.
EMILIO CASTELAR.

ET. HON. J. CHAMBERLAIN, M.P.

PROFESSOR SIDNEY COLVIN.
MONTAGUE COOKSON, Q.C.

1. H. COURTNEY, M.P,

G. H. DARWIN,

SIR GEORGE W. DASENT.
PROFESSOR A. V. DICEY. !
RIGHT HON. H. FAWCETT, M.P,
EDWARD A. FREEMAN,

SIR DARTLE FRERE, Baxt.

1. A. FROUDE.

MRS, GARRET-ANDERSON.

J. W. L. GLAISHER, F.R.5,

M. E. GRANT DUFE, ALF.
THOMAS HARE, -
¥. HARRISON.

LORD HOUGHTON.

PROFESSOR HUXLEY.
PROFESSOR R. C. JEBE,
PROFESSOR JEVONS,

ANDREW LANG. #

EMILE DE LAVELEYE,

& &e. &

T. E. CLIFFE LESLIE.

SIE JOHN LUBBOCK, M.P.

THE EARL LYTTON.

SIR H, 5 MAINE.

DR. MAUDSLEY.

PROFESSOR MAX MULLER.

G. OSBORNE MORGAN, Q.C., M.P.

PROFESSOR HENRY MORLEY.

WILLIAM MORRIS

FROFESSOR H. M. MOSELEY.

F. W. H. MYERS,

F. W. NEWMAN.

FROFESSOR JOHN NICHOL

‘W. G. PALGRAVE,

WALTER H. PATER.

ET. HON, LYON PLAYFAIR, M.P.

DANTE CABRIEL ROSSETTL.

LORD SHEREROOKE.

HERBERT SPENCER.

HON, E. L. STANLEY.

SIR J. FITZJAMES STEFHEN, Q.C.

LESLIE STEPHEN.

1. HUTCHISON STIRLING.

A. C SWINBURNE.

DR, VON SYBEL

J. A, SYMONDSE,

THE REY. EDW : LBOI

SI‘:‘““ oF Kuﬂ]}t_‘: =
RICHARD TEMP Banr,

W. T. THORNTON s B |

HON. LIONEL A. TOLLEMACH ¥

H. D. TRAILL. ; |

ANTHONY TROLLOPE.

FROFESSOR TYNDALL.

A J. WILSON,

THE EDITOR. {

Tue FORTNIGHTLY REVIEW ir publivkad a2 21, 6,

CHAPMAN & HALL, LIMITED, 11 I

COVENT GARDEN

CHARLES DICKENS AND EVANS

» HENRIETTA STREET, |

[CE¥STAL PALACE FRESS.
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