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CHAPTER 1

Introduction

Persian painting on paper as an art-historical corpus first appeared in the Ilkhanid
environ (1258-1370), one of the four divisions within the Mongol Empire, located in
present-day Iran, Iraq, Afghanistan, and Azerbaijan. Unlike paintings from previous
periods in Persian and Arabic speaking societies, the Ilkhanid book illustration at once
cooperates and vies with the text on a more or less equal footing and is composed in such
a way as to suggest a sense of pictorial space.1 The functional and stylistic change is so
revolutionary that scholars place the beginning of the whole tradition of Persian painting
in the Ilkhanid period. The scholarly consensus has been that this resulted mainly from
contacts with China and its landscape paintings. In order to offer another explanation,
this dissertation focuses on grand vizier Rashid al-Din’s world history Jami al-Tawarikh,
the earliest surviving manuscript to employ the new strategies of painting in a systematic
manner.
The paintings that I study here come from the Arabic copy housed in the
Edinburgh University Library and the Khalili Collections, which date from 1314- 5 and is

1

Sheila Blair, “The Development of the Illustrated Book in Iran,” Muqarnas 10 (1993), 266-74.
1

considered to be the earliest surviving copy of the Jami al-Tawarikh.2 In the original
condition, this copy would have had three volumes: Volume 1 devoted to a history of the
Mongols, Volume 2 to a biography of the Ilkhanid ruler Oljeitu and a history of nonMongols, and Volume 3 to geography. The surviving portions of the Arabic copy make
up only a fragment of this monumental undertaking. There are 210 folios surviving from
Volume 2, making up about a half of the history of non-Mongols, covering the ancient
history of Persia and Arabia, the Prophet Muhammad and the caliphates, the Ghaznavids
(962 – 1186), Saljuqs (1040 – 1157), and Khwarazmshahs (1077 – 1220), and the history
of China, India, and the Jews. The original size of each folio would have been about 50
cm by 36 cm on expensive Baghdadi paper.3 There are seventy illustrated folios in the
Edinburgh portion and thirty-five in the Khalili portion. The painting sizes vary, but
most are rectangular and about 25 cm by 10cm. The most frequently illustrated subject
matters are battle scenes (27 of 70), court scenes with a seated authoritative figure (29),
or portraits of Chinese emperors (16) (Figures 1 - 3). The seventy paintings achieve a
uniform style and seem to belong to one tradition.
The Arabic copy of the Jami al-Tawarikh is not a new subject of study to
historians of Islamic art. Among many publications on the manuscript, two are especially
important for their pioneering work. David Talbot Rice and Basil Gray’s monograph The
Illustrations to the World History of Rashid al-Din visually analyze each painting and
identifies particular styles in the Edinburgh portion of the Jami al-Tawarikh.4 They also
2

Some of the paintings in the two fourteenth-century Persian copies of the Jami al-Tawarikh at the
Topkapi Library may also be contemporaneous to the Arabic copy. At the time of writing, the Topkapi
Library was closed for renovation and did not permit an entry to the researcher.
3
Sheila Blair, A Compendium of Chronicles: Rashid al-Din’s Illustrated History of the World, London,
1995, 38. This estimate is that of Sheila Blair.
4
David Talbot Rice and Basil Gray, The Iluustrations to the World History of Rashid al-Din, Edinburgh,
1976.
2

categorize ethnic groups of depicted figures by their headgear and garments. In the
Compendium of Chronicles, Sheila Blair studies both the Edinburgh and Khalili portions
of the manuscript from a codicological and historical perspective.5 She explains the
kinds of paintings that would have been available to the Jami al-Tawarikh scribes and
painters, how they would have worked to produce the manuscript, and what kind of
impact the manuscript had on later manuscripts of history. This dissertation takes her
reconstruction and analysis as its research foundation.
The text of the Jami al-Tawarikh has also generated much research in the fields of
history and literature and has been translated into European languages. Scholars have
focused on the Persian text, however, from the later copies of the Jami al-Tawarikh
housed in the Topkapi Library because it is more complete than the Arabic fragment, the
subject of this dissertation. Among them, Wheeler Thackston’s translation of the first
two volumes of the Persian Jami al-Tawarikh gives an overview, philological analysis,
and the comparative notes on the text of the Jami al-Tawarikh.6 His translation of the
last volume on the history of the world still awaits publication.
This study adds to the current scholarship by focusing its investigation on the
representations of the plant organisms, various forms and bodies of water, and geological
features. These pictorial environments of land allowed for the innovative painting style
in the Ilkhanid period. In the Jami al-Tawarikh, artists appropriate motifs and techniques
of landscape painting that are traceable to Chinese traditions: cloud forms, twisting and
bending tree trunks, rolling hills, loose brushwork, transparent wash, undulating lines,
calligraphic strokes, objects cut on the edges of the picture plane, and compositions that
5

Blair, Compendium.
Rashid ad-Din, Rashiduddin Fazlullah’s Jami’u’t-Tawarikh Compendium of Chronicles: a History of the
Mongols, v. 1, 2, 3, trans. by Wheeler Thackston, Cambridge, 1998 – 9.
6

3

take into account the whole of the picture space. In so doing, the Jami al-Tawarikh
painters newly created an illusion of atmosphere, three-dimensional space, and passage of
time.
These pictorial environments of land in the Jami al-Tawarikh have been called
“landscape” or “landscape elements.” In the discourses of Chinese and European art
history, the term “landscape” refers to a distinct genre unlike “still life,” for instance. It
is also a theoretical construct; W. J. T. Mitchell argues that “landscape is not a genre of
art but a medium” to frame landscape as a socio-political concept.7 Likewise, Denis E.
Cosgrove connects landscape to society and defines landscape as “a way of seeing – a
way in which some Europeans have represented to themselves and to others the world
about them and their relationships with it, and through which they have commented on
social relations.”8 A historian of Chinese art Martin Powers argues that landscape offers
an infinite potential for variance allowing signification of social mobility as opposed to
depictions of cultural products which are class-specific.9 On the other hand, Jerome
Silbergeld links landscape to cosmic order and concludes that “China’s interest in
landscape/shanshui lies not so much in land-shape as in essence, in the energy that
animates the land, the same energy that runs through us all.”10
In the field of Islamic art history, landscape has been discussed mainly as a setting
to the narrative the painting seems to deliver. Priscilla Soucek argues that post-fifteenth
century landscapes had a function “to provide the context for the depiction of events,
7

W. J. T. Mitchell, Landscape and Power, Chicago, 1994, 5.
Denis E. Cosgrove, Social Formation and Symbolic Landscape, London, 1984.
9
Martin Powers, “When is landscape like a body?” in Landscape, Culture, and Power, ed. by Yeh Wen
Hsin, Berkeley, 1998, 1 – 21. Powers, Pattern and Person: Ornament, Society, and Self in Classical China,
Cambridge, 2006. Powers, Art and Political Expression in Early China, New Haven, 1991.
10
Jerome Silbergeld, “Landscape Theory from a Chinese Space-Time Continuum” Landscape Theory/ the
Art Seminar, eds. by Rachael Ziady DeLue and James Elkins, 2008, 281.
8

4

usually of a story.”11 Since the pictorial representations of nature did not form an
independent genre in the Islamic world, I would like to suggest calling them “land
renditions.” By coining a term that is more suitable to the paintings at hand, I hope to
firmly situate them in the context of world art and to bring the discussion to an
interdisciplinary level. Moreover, the term “land rendition” implies that it is foundational
to paintings, controlling overall composition, visual experience, and signification.
Throughout this dissertation, I will use the term ‘landscape’ when referring to other
scholars’ work and the term ‘land rendition’ when making my own arguments.
In twenty-one of the seventy paintings in the Jami al-Tawarikh, the land
renditions play an important role in the viewer’s experience of encountering the paintings
(Figures 4 - 6). As we shall see in Chapter 3, the land renditions in these paintings create
multiple pictorial spaces to suggest a particular relationship between visual elements.
Since only a fraction of the original manuscript survives, this dissertation does not
consider the pictorial programme of land renditions. It makes a selection of paintings
that display a range of new land renditions and analyzes their compositions and
significations and aims to raise the discussion to an interdisciplinary level.
The Jami al-Tawarikh was written and illustrated in one single imperial project;
the writing of the history took place in conjunction with creating the new painting style.
Considering that painting was part of the Jami al-Tawarikh project from its inception and
that Rashid al-Din’s ambition was to surpass any other history writing project to date, it
may be useful to explore how the new ways of painting may have participated in or

11

Priscilla Soucek, “The Role of Landscape in Iranian Painting in the Fifteenth Century” in Landscape
Style in Asia, Colloquies on art & archaeology in Asia v. 9, ed. by William Watson, London, 1980, 86. She
bases her argument on her analyses of the fifteenth-century manuscripts, such as Khwaju Kirmani’s Humay
u Humayun.
5

facilitated the construction of a collective memory in the Ilkhanid reader/viewer. This is
especially crucial since the Ilkhanids began their book making project after a rupture they
created by demolishing previous political dynasties, like the 500-year old Abbasid
Empire (749 – 1258) centered on Baghdad and 200-year old Saljuq dynasts (1038 – 1194)
in Greater Iran. This rupture was both political and art historical, marking a clear end of
the pre-Mongol polities and painting traditions in the region.
After the rise of Genghis Khan in Mongolia around 1200, most of Eurasia came
under the control of one family. His grandson Hulagu came and conquered the Middle
East, sacking Baghdad in 1258. As descendants of Hulagu, the Ilkhanids ruled the region
for eighty years. Based on the study of Ilkhanid palace tiles, Tomoko Masuya argues that
the Ilkhanid rulers used both local and Chinese “symbols of rulership,” Shahnama
(“Book of Kings”) and Chinese dragons and phoenixes, respectively.12 She implies that
these multicultural symbols were understood by some, if not all, members of the Ilkhanid
court. In fact, both local authorities who were familiar with the pre-Mongol traditions
and newcomers from Central Asia and China composed a diverse court community.
Rashid al-Din himself was a born Jew, who after converting to Islam at the age of thirty
rapidly rose up on the political ladder to become the grand vizier under two Ilkhanid
rulers, Ghazan Khan (1295 – 1304) and Oljeitu (1304 – 1316). Thomas Allsen argues
that there were Ongguts, Khitans, Uighurs, Tibetans, Tanguts, Mongols, and Chinese in

12

Tomoko Masuya, “Ilkhanid Courtly Life” in The Legacy of Genghis Khan, eds. by Linda Komaroff and
Stefano Carboni, New York, 2002, 102. Her evidence may not be that clear-cut, however. The scenes
from Shahnama had been used in Islamic artworks made outside of the Iranian court context. Similarly,
dragons and phoenixes had been in use outside of the court context in China before the advent of the
Mongols. These tiles, therefore, may have not been representative of the Ilkhanid rulership although they
may have conveyed to the viewer the wealth and taste of the Ilkhanid rulers, by way of which the viewer
understood their power.
6

the Ilkhanid court working as soldiers, administrators, physicians, translators, etc.13 One
can assume that the Ilkhanid courtiers of various backgrounds were the immediate, if not
also the main, audience of the Jami al-Tawarikh. How did the manuscript help them
remember the past?
The Jami al-Tawarikh presumably included a section on geography, as Rashid alDin lays out in the introduction that, "Tome Three is an exposition of the shapes of the
climes and routes through realms” although this section was either never written or has
not survived.14 This inclusion suggests that Rashid al-Din’s vision of historiography in
the Jami al-Tawarikh project encompassed geographical knowledge and concepts.
Patrick Gautier Dalche finds similar importance of geography in European universal
histories from the fifth to fourteenth centuries.15 He argues that by the fourteenth century,
“geography was no longer simple illustration of historical text but was one of the
conditions of the text’s intelligibility.”16 We can only guess at the content of the
geography section in the Jami al-Tawarikh.17 It may have been similar to that of a later
geographical writing, Nuzhat al-Qulub (“Pleasure of the Hearts” 1340) of Hamd-Allah
Mustawfi Qazwini, which describes cities and roads between the cities in the Middle
East.18 The possible link between the missing section of the Jami al-Tawarikh and
Nuzhat al-Qulub deserves thorough research, which may lead to a better understanding of
13
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the pictorial land renditions in the Jami al-Tawarikh as well as of geographical study in
the Ilkhanid court.
While leaving this as a future project, I take the inclusion of the geography
section in the Jami al-Tawarikh as a cue to expand Rashid al-Din’s historiography to the
greater intellectual community in the Ilkhanid court, where different ways of thinking
may have been interconnected. One discipline of study that received enormous funding
on an imperial level from the beginning of the Ilkhanid rule was astronomy. The
Ilkhanids not only built the state-of-the-art observatory at Maragha, but also handpicked
scholars like Nasir al-Din al-Tusi (d. 1274), who later became the most prominent
astronomer and mathematician at the Ilkhanid court.19 In his treatises, al-Tusi defines
and explicates scientific methods of conceptualizing space and time.
How could studying Ilkhanid historiography and astronomy be relevant to the
discussion of Jami al-Tawarikh paintings? Since the Jami al-Tawarikh paintings achieve
a stylistic uniformity throughout the manuscript, the Jami al-Tawarikh painters probably
worked together in the court workshops (kitabkhana).20 In addition, there are no
surviving signatures or biographies of painters from the Ilkhanid period, which indicates
collaborative creation and not much emphasis on individual merits. Given that we do not
know whether they were literate, I do not claim that the Jami al-Tawarikh painters were
well-versed in Rashid al-Din's historiography or al-Tusi's astronomy. Although
examining the extent to which historiographical and astronomical concepts may have
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been accessible in the Ilkhanid court is a subject of study in its own right, I do not
propose to trace the Ilkhanid transmission of knowledge.
Yet, instead of taking for granted that painters were mere physical laborers, can
we understand their creations as participants in the Ilkhanid discursive space and pictorial
environment? In his study of bronze ornaments from the Han dynasty, Martin Powers
has argued that the act of art making is never neutral and that the artists have to make a
social and epistemological choice.21 My premise here is similar to that of Powers. Both
Rashid al-Din and al-Tusi were politically and financially powerful agents in the Ilkhanid
intellectual community, and their scholastic projects were in fact the creative work of
many people, including the Jami al-Tawarikh painters. I will suggest that Rashid alDin’s historiography and al-Tusi’s astronomy provided new means through which the
Ilkhanids remembered the historical world and observed the physical world. Could the
land renditions in the Jami al-Tawarikh have also provided an arena for a larger
intellectual discourse, which included historiography and astronomy, where the visual
rendition of space, time, and memory was negotiated? This dissertation hopes to picture
the Ilkhanid epistemological environment in a larger context to provide new hypotheses
and expositions about the Jami al-Tawarikh land renditions.

Stylistic Changes in the Jami al-Tawarikh Land Renditions

It is not that the entire painting production from the Ilkhanid period marks an
equal departure from previous periods; many Ilkhanid paintings in fact look similar to
those from before. Nevertheless, the range in style shifted greatly from that in the past to
21
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include some paintings that seem to belong to another tradition altogether.22 To articulate
this shift, it is necessary to compare the style of pre-Ilkhanid paintings to the Ilkhanid one.
This is not to ignore the particularity of each manuscript production; surely, the patronage
and workshop environment differed greatly from one manuscript project to another.
Making a general comparison would, therefore, not be as useful. Instead, paintings are
compared here only in terms of the issues that concern this dissertation: the paintings’
relationships to the texts and the pictorial spaces they create.
The paintings in pre-Ilkhanid scientific texts, such as the De Materia Medica of
Dioscorides (1228), are mainly composed of visual elements that are so directly linked to
the content of the text that they seem to act as diagrams.23 For example, in “Mustard
Plant and Seeds,” the plants seem to have been flattened in a glass slide for better
observation under a microscope (Figure 7). There is no pictorial environment for these
plants, let alone an illusionary pictorial space. The scribe even wrote over the plants, as
if to undermine whatever visual effects the painting might create alone.
Some literary works from the pre-Ilkhanid periods are based on narratives with
protagonists and settings. Such manuscripts include the Indo-Arabic animal fable of
Kalila wa Dimna, the Arabic Mukhtar al-Hikam wa-Mahasin al-Kalim (“Choice Maxims
and Finest Sayings”), and the Persian romance of Varqa va Golshah, all from the early
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thirteenth century (Figures 8 -12).24 In them, the paintings contain visual elements or
solid background color to hint at the pictorial environments. The outdoor scene in Varqa
va Golshah, for instance, contain plants and rock formations as well as the figures
(Figure 11). Another page from the same manuscript has blue backdrop against which
the figures are set (Figure 12). Likewise, “The Bird Catcher and the Doves” in Kalila wa
dimna has solid red background (Figure 9).
The pictorial environments are richer in the thirteenth-century copies of dramatic
anecdotes known as the Maqamat (assemblies) by al-Hariri (Figures 13, 14).25 Many
paintings from these manuscripts are filled with visual elements that represent the
surroundings of the figures. For example, the “Entrance to the City” is full of plants,
animals, water, hills, and buildings (Figure 14). In the Maqamat, the paintings expand
vertically, and some, including the “Entrance to the City,” take over entire pages,
physically free from the written texts. On the scale of elaborateness of pictorial
environment, the paintings in the scientific texts without any indication of the pictorial
environment represent one end of the spectrum from the pre-Ilkhanid periods, while the
Maqamat paintings seem to represent the other.
Some paintings from the Ilkhanid period look much like those from the preIlkhanid scientific manuscripts, with no indication of the pictorial environment. In the
fourteenth-century copy of Abu Yahya Zakariya’ibn Muhammad al-Qazwini’s (1203 –
1283) encyclopedic treatise, `Aja'ib al-makhluqat wa-ghara'ib al-mawjudat (“Marvels of
Things Created and Miraculous Aspects of Things Existing”), for instance, most
paintings are made of single visual elements with textual captions accompanying them
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(Figure 15).26 This is not unlike the paintings in the pre-Ilkhanid De Materia Medica of
Dioscorides. For example, on a folio from the British Library copy of ‘Aja’ib, the images
of animals are arranged tabularly around the texts. Like the “Mustard Plants and Seeds”
from the De Materia Medica, no environment is depicted here.
In contrast, the pictorial environments in Ilkhanid manuscripts mark a clear
departure from the pre-Ilkhanid periods. Unlike before, the Ilkhanid book production
emphasizes illustrating manuscripts of history more than other kinds of manuscripts.
Moreover, the paintings in them look radically different from all the illustrated preIlkhanid manuscripts. The earliest of these are “The Investiture of Ali” and “The Day of
Cursing,” two paintings from the 1307-8 Persian copy of Athar-i Baqiya, al-Biruni’s
history of the tenth century (Figures 16).27 Later examples include the paintings from
the 1315 Arabic copy of the Jami al-Tawarikh (“Compendium of Histories”), written by
Vizier Rashid al-Din and illustrated in his workshops (the subject of this dissertation),
and the 1330 copy of the Shahnama (“Book of Kings”), an epic composed by Firdawsi in
the eleventh century, also known as The Great Mongol Shahnama (Figures 17 – 20).28
The paintings from these manuscripts employ a completely new set of strategies to evoke
an illusion of three-dimensional space. The architectural elements in these paintings are
rendered in three-quarter views and layered, giving a sense of a receding space. It is the
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land elements, however, that most significantly create a sense of pictorial space in the
Ilkhanid manuscripts.
How were these land elements rendered differently from those of the pre-Ilkhanid
paintings? In the pre-Ilkhanid manuscripts of the Kalila wa Dimna and Varqa and
Golshah, land elements are represented by their biologically or geologically distinctive
parts. They are whole and isolated; they rarely overlap with other elements or one
another, and they are rarely cut on the edges of the picture plane. They are generally
cross-sectional or diagrammatical, displaying their inner mechanisms and physical parts.
For example, a flower is not represented as a cluster of petals but instead exhibits its
inner parts, such as a pistil, stamina, and calyx in distinctive colors. A rock formation
also reveals lumps or strata in various colors.
Here, the land elements are arranged linearly, in a horizontal procession from one
end of the picture to the other, usually from right to left. The linear organization of the
visual elements moves the viewer’s eye in a sequence. Not unlike the reading of text,
time is released linearly in the viewer’s experience of looking at the painting, one visual
element after another.
Although in the Maqamat, the land elements do not necessarily exhibit their inner
mechanisms, they are still depicted without the particularities of time, space, and
relationships to the figures. As a result, they seem to represent the universal form, as in a
textbook or a travel guide. For example, in the “Entrance to the City,” trees and plants
are both blooming and bearing fruit, with their leaves evenly spaced in two rows facing
each other on two sides of the branches and stalks (Figure 14). Likewise, the pool of
water has homogenous ripple patterns regardless of its source or usage. Although the
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land elements in the Maqamat do not always form a straight horizontal line, most still
line up curvilinearly. For example, in the painting where Abu Zayd recites his poetry
about the hajj, the viewer’s eye moves in a linear sequence following the directions of the
figures’ eyes, camel’s heads, and the outlines of the hills (Figure 13).
This universality of form and linearity of eye movement, so prevalent in preIlkhanid land renditions, are absent from Ilkhanid ones. For example, in “The Investiture
of Ali” from the Ilkhanid copy of the eleventh-century polymath Abu al-Rayhan alBiruni’s Al-Athar al-baqiya (“Chronology of Ancient Nations”), the tree trunks and plant
stalks bend and lean, and leaves grow in multiple directions (Figure 16). They seem
specific to this pictorial environment rather than representing a general outdoor scene.
Moreover, although the soil and grass at the top and bottom of the picture are composed
in horizontal bands, because the space in the middle is left more or less unpainted, the
two horizontal bands seem to signify foreground and background. This layering gives a
sense of depth. The modeling and shading of the soil, clouds, and air also make them
look weighty, as if occupying a three-dimensional space.
The particularity of land elements and the illusion of three-dimensional space are
even more pronounced in the Jami al-Tawarikh. For example, in “Moses Hearing God’s
Voice,” both the whirling clouds at the top and the arid hills moving up and down above
and around the figures situate the viewer in a particular environment of the religiously
recognizable event (Figure 6). The modeling, shading, and calligraphic outlining here
create an illusion of three-dimensional space where the bodies of the figures are
positioned. The linear procession, characteristic of the pre-Ilkhanid renditions of nature,
is not applicable here. Instead, the visual elements in “Moses Hearing God’s Voice”
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seem to move in time already within the pictorial space and in a non-linear fashion. They
seem to be positioned in a three-dimensional space with atmosphere.
In this regard, The Great Mongol Shahnama, the Ilkhanid copy of Firdawsi’s
literary epic, trumps all Ilkhanid manuscripts of history. Here, the pictorial environments
are elaborate, and the illusion of a three-dimensional space is seamless. For example, in
“Iskandar at the Talking Tree,” the gnarled rock formations and the two trees coiling
around each other look specific to this pictorial environment, inviting the viewer into
their visual space at the end of the known world (Figure 17). As a result, the paintings
seem to visually transport the viewer into another world.
The pages of the Ilkhanid manuscripts of history are much larger than those from
the pre-Ilkhanid periods. This does not necessarily mean, however, that the Ilkhanid
paintings are accordingly larger. In fact, the horizontal formats used in the Jami alTawarikh paintings can be more limiting than the vertical compositions of those in the
Maqamat. As was the case in the pre-Ilkhanid periods, pages devoted solely to the
paintings are also rare in the Ilkhanid manuscripts. The Ilkhanid paintings are
distinguished from before less in their size than how they relate to text boxes on the same
page.
In pre-Ilkhanid manuscripts, the painting and the text share the page without
visual markers of separation between them. The negative space in the painting is also
often left unpainted like that of the text. In “Lion and Jackal” of Kalila wa Dimna, for
example, the pictorial space becomes part of the text space, which is two-dimensional
(Figure 8). Even when the negative space is painted, it is usually painted with one
homogenous color, blue or red, still evoking a sense of two-dimensionality (Figure 9, 12).
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In a manuscript like Varqa va Golshah, the paintings are sandwiched between two
framed text boxes, making them look as if they are assigned pictorial spaces separate
from the texts (Figure 11). Yet, they still do not have their own frames, and the negative
space in these paintings extends to all sides of the page. This makes the physical
boundaries of the pictorial spaces unclear and, in so doing, the reader/viewer shifts from
reading the text to viewing the painting without attributing much significance to the
change.
In the Jami al-Tawarikh, on the other hand, all the paintings are separately framed
in not just one but in multiple layers (Figures 1 – 6). This signals a mechanical break
from the text and a point, at which the reader of the text is introduced to the experience of
the painting as a viewer. By preparing the reader to “function” as a viewer, these frames
separate the viewing of the painting from the reading of the text. In most of the Jami alTawarikh paintings, the negative space is painted in varying shades and forms. This
rendering of the negative space makes it as if the painting sits on a separate piece of
paper from the text, further enhancing the difference between the text and painting.
On most Jami al-Tawarikh pages, the width of the image box coincides with that
of the text box. When the painting is inserted somewhere in the middle of the page, it
interrupts the flow of the text from top to bottom. When it sits on the top of the page or
at the bottom, it preludes or concludes the reading of the text. In these ways, the reading
and viewing are brought together as two equally important parts of the experience of
encountering a page. While sharing the pages with the texts, the paintings seem to vie
with texts, possessing their own spaces that are not subjugated to the texts. Rather than
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illustrating the text, the paintings seem to enrich the overall experience of encountering a
book. Such close study motivates this research on the paintings of the Jami al-Tawarikh.

Overview of the Dissertation

In what follows, Chapter 2 gives an overview of the scholarship related to the
present study, while Chapter 3 contains the visual analysis of the selected images. In
Chapter 4, the land renditions are analyzed in terms of their functions as visual
historiographical topoi. Chapter 5, then, explores how the new compositions in the land
renditions may have related to the Ilkhanid astronomy and complex forms of governance
in terms of space and time. The texts discussed in Chapter 4 and 5 are typed in original
languages in the corresponding appendices. Chapter 6 offers a conclusion and discussion
of the formation of Persian painting. In the end, this dissertation hopes to contribute to
current scholarship by adding new modes of visual analysis and by interpreting paintings
in relation to contemporary intellectual accomplishments.
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CHAPTER 2

Methodological Survey of the Modern Study of Ilkhanid Books

Surviving illustrated and unillustrated books produced in the Ilkhanid period
cover diverse subject matters, such as history, geography, astronomy, religion, and
poetry.29 Among them, this discussion focuses on the manuscripts of history and
astronomy. The manuscripts of history are Abu'l Qasim al-Kashani's Tarikh-i Oljeitu
(“The History of Oljeitu”), Hamd Allah Mustawfi Qazwini's Tarikh-i Guzida (“Select
History”), Wassaf-i Hadrat's ("Court Panegyrist") Tajziyat al-amsar wa-tazjiyat al-asar
("The Allotment of Lands and Propulsion of the Ages"), Banakati's (d. 730/1329-30)
Rawdat al-albab fi tawarikh al-akabir wa al-ansab, (“A General History from the
Earliest Times to the 14th Century”), Juvaini's Tarikh-i Jahan-gusha (“The History of
World Conqueror”) and Rashid al-Din's Jami al-Tawarikh (“Compendium of Chronicles”
Volume 1 of which is also called Tarikh-i Mubarak-i Ghazani “The History of Ghazan”).
Whether considered to be literature or history, the eleventh-century poet Firdawsi’s epic
about Persian kings, Shahnama (“Book of Kings”) was made into many illustrated
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manuscripts in the Ilkhanid period: the Small Shahnama and the Great Mongol
Shahnama.30 An illustrated copy of the eleventh-century polymath Abu al-Rayhan alBiruni’s Al-Athar al-baqiya (“Chronology of Ancient Nations”) adds to this list.
In addition, Ilkhanid Iran produced many important astronomical writings, such as
Nasir al-Din al-Tusi's (d. 673/1274) Zij-i Ilkhani (“The Ilkhanid Table”), Tahrir almajisti (“Commentary on the Almagest” 1247), Dhayl-i mu'iniya sharh-i mu'iniya, Hall-i
mushkilat-i mu'iniyya (these two writings are put together as “Tusi Couple”), and alTadhkira ficilm al-hay'a (“Memoir on Astronomy” 1261). It also funded books of
geography like Hamd Allah Mustawfi Qazwini's (d. 740/1339-40) treatise Nuzhat alqulub ("Heart's Bliss"), Abu Yahya Zakariya’ibn Muhammad al-Qazwini’s (1203 – 1283)
cosmography `Aja'ib al-makhluqat wa-ghara'ib al-mawjudat (“Marvels of Things
Created and Miraculous Aspects of Things Existing”), and Shams al-Din Amuli’s
encyclopedia, the Nafa'is al-funun fi cara'is al-cuyun ("Gems of Science and Brides of
Springs”).
Among the surviving Ilkhanid manuscripts, Rashid al-Din’s Jami al-Tawarikh,
the Small Shahnama, the Great Mongol Shahnama, and Qazwini’s ‘Aja’ib were
illustrated. As I will explain in detail below, the paintings in these books have been the
subjects of study in the field of art history. Historians have studied the texts of the
Ilkhanid manuscripts of history, and the historians of science have analyzed the texts of
the Ilkhanid astronomical and geographical writings. The survey here considers the
methods that have been used to study the books of history and astronomy produced in the
Ilkhanid period throughout the history of the three modern academic disciplines of art
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history, history, and history of science. It aims to critique the existing methods and
discern what old or new methods may be fruitful in studying the pictorial land renditions
in the Jami al-Tawarikh.

Methods of Studying Ilkhanid Paintings in Books in the Field of Art History

Hegelian Model

The modern study of the history of Persian painting began in the early twentieth
century, with Persian Miniature Painting (1933), a survey by Laurence Binyon, J.V.S.
Wilkinson, and Basil Gray (often called BWG, the initials of the three authors), and A
Survey of Persian Art (1938-9) by Arthur Upham Pope.31 Although collected objects,
such as metal vessels and carpets, had been catalogued before the 1930’s, the scholars
who wrote these books were the first to establish Persian art as a discrete category of
historical inquiry.32 The two publications grew out of the seminal exhibition in 1931 in
London, the Burlington House Exhibition of Persian Art. The Ilkhanid manuscripts and
paintings exhibited there consisted of two sections of the fourteenth-century Arabic copy
of the Jami al-Tawarikh, then housed in the Edinburgh University Library and the Royal
Asiatic Society, twenty-two paintings from the Great Mongol Shahnama, the Kalila wa
Dimna of 1236, and the Chester Beatty Library Small Shahnama.
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The scholarly concern then seems to have been to identify what is “Persian” or
“Iranian” about the “spirit,” “mind,” or "feeling" that permeated the artworks produced in
the Iranian regions. For example, Binyon writes that "behind this art (Persian art) is an
Oriental mind, which regards the problem of picture-making from a quite different point
of view from that of the European mind."33 He maps out how to discern different
"minds" in paintings by claiming that "if we seek for an extreme expression of the
Western spirit in art, we shall find it in Michelangelo ... [because] in all his work we
divine a passionate preoccupation with the human body, ... [and] in absolute contrast
are ... Chinese landscapes, ... [in which] man is but a traveller, small and insignificant
beside the towering crags and cloudy peaks."34 The use of brushstroke, muted color, and
elements of nature, he argues, are characteristic of Chinese "spirit." He then drives home
his point that "the Persian conception is between these two ... [because it is] largely
concerned with heroic story, yet...the nude human form, as a means of expression, is
entirely absent from Persian painting." 35
This early scholarship was premised on the Hegelian ideas of regional or temporal
“spirit” (Geist), which presumed to manifest itself in the form of art.36 As a result, the
scholars began their inquiries with ancient artworks which in their estimation exhibited
truer or purer Iranian “spirit," while later artworks became tainted by “foreign
influences,” such as Arab, European, and Chinese art.37 For example, in his analysis of
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the Jami al-Tawarikh paintings, Binyon argues that "the power of Chinese example is
chiefly visible in the abjuring of colour, the natural birthright of Iran ... not [in] that
colour is absent, but it is not used in the Persian way, [and] at the same time the line has
little or none of the sweeping force or the subtlety of the Chinese brush." 38 Here, he
identifies and isolates the visual elements that are "natural" to Iran and China rather than
studying each image as a whole. He finds the technique of fine line drawing,
juxtaposition of brilliant colors, predilection for expressive figures, and the motif of
princely activities in gardens particularly demonstrative of Iranian “spirit.”39
Early scholars also saw it fit to put the history of Persian art in terms of the
history of European art, as if the latter provided a blueprint usable for any visual culture.
For example, Eric Schroeder, a scholar active in the 1940’s, drew a Persian version of the
trajectory of formation-development-culmination-decay, which was used to describe
European art history at the time as it presumably culminated in the Renaissance.40 He
saw the Ilkhanid period or the fourteenth century as a formative phase, the Ilkhanid
through Timurid periods or the fifteenth century as a developmental phase, the early
Safavid period or the sixteenth century as "culmination," and the Safavid period onward
as “decay.” Just as scholars of European art linked Renaissance artworks to Antiquity, he
also examined the paintings from the Safavid period in relation to the Sassanid period
(224-651 CE). This approach to Persian art through the lens of the history of European
art may stem from Hegel’s idea that the “spirit” and history are universal.
38
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By using the Hegelian model, these early scholars constructed a master narrative
of the history of Persian painting and identified important monuments, such as The Great
Mongol Shahnama and the Jami al-Tawarikh. Overall, the field of the history of Islamic
art has now moved away from the Hegelian model and has opened to different methods
and approaches. Yet, some of the effects of the Hegelian model of the early scholarship
are still felt today. That post-Safavid paintings are still poorly studied may be due to the
trajectory set up in earlier scholarship, in which the post-Safavid period was viewed as
the phase of decay. Furthermore, the premises and approaches used for European art are
still applied by some to the study of Persian painting, at times without having their
applicabilities examined. Some of these applications have proven to be fruitful, for
instance, the iconographical approach that is explained in the next section. An awareness
of the benefits and disadvantages of using the models developed in the field of European
art history is, however, crucial to the success of these applications.

Panofskian Iconography

Using Panofsky’s construct of iconography, scholars like Richard Ettinghausen
studied and problematized how Ilkhanid paintings related specifically to their original
political, economic, geographical, and linguistic environments. For example, in his
article "On Some Mongol Miniatures," Ettinghausen analyzed the iconography of the
motif of a seated prince in the Ilkhanid paintings in relation to the earlier, twelfth-century,
metalwork and Sassanid sculptures.41 In the same article, he linked some fourteenthcentury paintings from the Diez albums and Hazine 1518 in the Topkapi Museum in
41
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Istanbul to the Chinese handscroll format, in light of the active diplomatic relationships
between Iran and China at the time period.
Since Ettinghausen’s accomplishments, the method of identifying motifs and
patterns and making sense of them within the context of society contemporaneous to the
paintings runs through the field of the history of Islamic art. The interpretation of motifs
and patterns in terms of their iconographical meanings, however, may not be easily
applicable to the Ilkhanid paintings. Ettinghausen himself realized this difficulty in his
iconographical study of the unicorn (karkadan) motif in The Great Mongol Shahnama.
He explains that "it is likewise quite natural that the Near Eastern artist was entirely
unaware of the symbolical meaning of the animal that he copied. It does happen that in
Islam the animal carries with it mental associations different from those of its prototype.
In China the ch'i-lin is the noblest and most perfect of all animals, the emblem of
goodness and virtue, and its appearance a sign of happy augury, while the karkadan,
which at least in one case took over its shape, is a ferocious and tyrannical beast."42 At
the level of art making, as well, Ilkhanid paintings appropriate the techniques originating
in different traditions, Byzantine, Chinese, and from the Islamic world. As explained in
Chapter 1, the Ilkhanid environment was indeed cross-continental and multi-cultural,
which allowed a possibility for layers of meanings for each motif or painting.
Basil Gray’s Persian Painting of 1961 and Ettinghausen’s Arab Painting of 1962
were studies that stemmed from this iconographical approach. Unlike earlier publications
by Pope, BWG, or Schroeder, Gray’s survey begins by situating the paintings
geographically and linguistically in the Persian-speaking regions centered on Iran. More
importantly, Gray did not presume that one consistent trait existed through time or from
42
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24

workshop to workshop. Instead, he examined each painting case by case, encouraging indepth inquires into different workshop operations, patterns of consumption, and
significations in specific geographical and linguistic environments.
With the publication of Arab Painting, Ettinghausen was the first to define
Persian painting in a temporal relation to the non-Persian paintings of the Islamic world,
which he called Arab painting.43 He firmly placed the ending of "Arab Painting," that is
non-Persian painting, and the beginning of "Persian Painting" in the Ilkhanid period. He
defined a temporal boundary between "Arab Painting" and "Persian Painting," a
boundary that falls on the Ilkhanid production. For decades, scholars have taken this
boundary for granted, and one can find it in books like two widely-used surveys The Art
and Architecture of Islam 650-1250 (first in 1987 and in 2001) by Ettinghausen, Oleg
Grabar, and Marilyn Jenkinds-Madina and The Art and Architecture of Islam 1250-1800
(1994) by Sheila Blair and Jonathan Bloom.44
How can we justify the temporal boundary between “Arab Painting” and “Persian
Painting”? Although the terms suggest that the manuscripts that they illustrate are in
Arabic and Persian, respectively, this is simply not the case. The pre-Ilkhanid Varqa va
Golshah, for instance, is a manuscript in the Persian language, but the paintings in them
are considered to be Arab painting. The Ilkhanid Jami al-Tawarikh was written in both
Persian and Arabic, and the paintings from the Arabic copy of the Jami al-Tawarikh are
considered to be Persian painting. As suggested by Blair and Bloom, the change may
43
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have been linked to patronage; the most powerful patrons for the illustrated manuscripts
shifted from Arabic speakers to Persian speakers in the Ilkhanid period. Patronage is an
important element in the production of paintings and the viewers’ reading of them and is
discussed further in the following section.

Patronage/Workshops

Patterns of patronage and workshop operations are socio-economically
interrelated and are therefore discussed together here. Concerning Ilkhanid painting
production, there are not many surviving writings from which we can discern conditions
of patronage or workshop operations. As a result, the paintings themselves have served
as means through which historians of art have conjectured on patronage and workshops
in the Ilkhanid period. For example, in the Epic Images and Contemporary History: the
Illustrations of the Great Mongol Shahnama (1980), Oleg Grabar and Sheila Blair study
the Great Mongol Shahnama now dispersed all over the world. The high quality and
complexity of the paintings from this manuscript makes it art historically important, and
yet a thorough research has been difficult because of its current condition with many
folios spliced, paintings glued to unrelated texts, and housed in numerous locations.
Taking on the daunting task of making sense of the Great Mongol Shahnama, Grabar and
Blair point out that the book contains many images of enthronements, battle scenes, and
the life of Alexander the Great, the most famous foreign ruler in Iran before the advent of
the Mongols. They argue that the Ilkhanids identified with Alexander and frequently
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illustrated the events in his life to use the Great Mongol Shahnama as a tool to legitimize
their rule in Iran.
Blair similarly argues in the Compendium of Chronicles that the Jami alTawarikh had a propagandistic function accommodating the Ilkhanid patrons. She
concludes that the Jami al-Tawarikh served to justify the Mongol rule despite their nonMuslim origin.45 In one of the first monographs on the fourteenth-century illustrated
fable of Kalila wa Dimna, Jill Sanchia Cowen also highlights the "strong ethical and
spiritual convictions" of a late Ilkhanid vizier Ghiyath al-Din son of Rashid al-Din, whom
she presumes to be the patron.46 She argues that the Kalila wa Dimna illustrations
"amplify and deepen the tales' ethical and spiritual content" and reflect the patron's
morals.47
In Epic Images, Grabar and Blair recognize that the landscape based on the
techniques originating in China was one of the most important innovations of the
Ilkhanid artists. Yet, they base their arguments solely on the figural representations.
Likewise, Blair argues for the propagandistic role of Jami al-Tawarikh because battle
scenes and conquests are the most frequently illustrated subject matter for the

45

Blair, Compendium of Chronicles, 55. Although the Ilkhanids had a non-Muslim origin, by the time
Rashid al-Din took on the project of the Jami al-Tawarikh, they had already converted to Islam and taken
up Islamic practices. I would assume, therefore, the propaganda of the Jami al-Tawarikh engaged more
profoundly with the local political discourse, within the Islamic cultures. Oleg Grabar, Mostly Miniatures,
Princeton and Oxford, 2000. Blair, "Development.”
46
The Panchatantra (“Five Principles”), originally written in Sanskrit in the third century BCE may have
been first translated into Pahlavi by Nushirvan’s physician Borzuy around 570 CE. The text then evolved
to include many stories that originated from different cultures, including the Persian-speaking one. The
manuscript that Jill Cowen focuses on is a fourteenth-century copy now housed in Istanbul University (call
number 1422). Jill Cowen, Kalila wa Dimna, New York and Oxford, 1989, 36. For the review of this
book, see Marianna Shreve Simpson, Journal of the American Oriental Society, Vol. 111, No. 2 (Apr. Jun., 1991), 401-402. Simpson is skeptical about Cowen’s conclusion that the patron was Ghiyath al-Din.
47
Cowen, Kalila, 17.
27

Ghaznavids.48 Could the function of land renditions be also politically driven? The
amount of energy and effort that was apparently put into creating and executing the new
ways of rendering land, alone, tells us that it is necessary to have an in-depth look at how
land rendition functions visually and otherwise. The following three sections, Influence,
Ornament, and Text/Image, lay out the methods used in current scholarship in order to
address the functions of Ilkhanid land renditions.
Both Grabar and Blair argue that an imperial production like the Jami alTawarikh project required systemization, speed, and collaboration in the workshops.
Grabar attributes the "monotony" of Ilkhanid paintings to the "creation and
popularization of a new vocabulary of forms" and "new interest in history and to the
systematic distribution all over Iran of Rashid al-Din's historical volumes."49 In the
Compendium of Chronicles, Sheila Blair argues that the artists of the Jami al-Tawarikh
"quickly filled the many spaces left for illustration in this large manuscript by combining
stock figures in a limited set of compositions."50 More recently, in the catalogue of the
exhibit “The Legacy of Genghis Khan: Courtly Art and Culture in Western Asia, 1256–
1353,” Komaroff argues that Ilkhanid artists studied Chinese techniques from textiles
rather than directly from paintings, implying fluidity between the two media.51
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The painting of the Jami al-Tawarikh probably took place in royal workshops in
and near Tabriz.52 The Ilkhanid workshop operations may have been based on the
master/disciple model, as conjectured by David Talbot Rice and Basil Gray. The
sixteenth-century librarian Dust Muhammad, the first Iranian to record the biographies of
painters, does lay out art history by listing master/disciple chains from the Ilkhanid period
onward: beginning with Ahmad-i Musa and descending to Amir Dawlatyar, Master
Shams al-Din, Khwaja Abd al-Hay, Junayd, and so on.53 In The Illustrations to the
World History of Rashīd al-Dīn (1976), the first monograph on the Edinburgh portion of
the Jami al-Tawarikh, Rice and Gray categorize paintings by style and name each style
after an imaginary master of that style. Although this analysis is based on circular logic,
it tells us that the Jami al-Tawarikh paintings achieve a more or less uniform style
throughout the manuscript even though they seem to have been executed by multiple
artists. In order to address this collaborative workshop situation, this dissertation will use
the term “artists” in the plural rather than “artist” in the singular in referring to the makers
of the Jami al-Tawarikh paintings.

Influence

Early scholars such as Binyon and Pope invoked “Chinese influence” in their
discussion of Ilkhanid paintings.54 For example, Binyon writes that "the Persian novel in
52
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the Bodleian Library, which preserves a number of very interesting Iranian features and is
far less under Chinese influence," as if the "Iranian features" and "Chinese influence"
contradict each other.55 After reading the sixteenth-century Safavid librarian Dust
Muhammad’s preface to an album that he compiled for the prince Bahram Mirza in 1544,
Pope dwelled on the legendary painter Mani, who according to Dust Muhammad painted
in the Chinese style:
On it [Artangi Tablet] he [Mani] had painted and portrayed the likenesses of
humans, animals, trees, birds and various shapes that occur only in the mirror of
the mind through the eye of imagination and that sit on the page of possibility in
the visible world only with fantastic shapes…
[Mani’s followers] took his [Mani’s] painted silk, which was known as the
Artangi Tablet, as their copybook for disbelief and refractoriness and, strangest of
all, held that silk up as an equal to the Picture Gallery of China ()ﻧﮕﺎرﺧﺎﻧﻪ ﭼﻴﻦ,
which is known to contain images of all existing things, as the poet Shaykh
Muslihuddin Sa’di of Shiraz has said of the two at the beginning of the Gulistan:
There is hope that one not frown in boredom, for
a garden is not a place of solitude:
If adorned by lordly attention, it is a Chinese
Gallery and an Artangi Tablet.56
Pope traced artworks that supposedly followed the Manichean style and discarded them
from his discussion of Persian paintings.57 He used philological evidence mainly to
better distinguish the Iranian “spirit” from “foreign influences.”58
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Ivan Stchoukine puts a spin on this idea and divides Iranian paintings into three
categories: Sassanid, Abbasid, and Mongol.59 Here he includes paintings from preMongol Baghdad, such as the Maqamat, in the discussion of Iranian paintings since,
according to him, the “Abbasid school” resulted from the relationship between Abbasids
and Iranians. In his close analyses of the landscapes (“paysage”) in Iranian paintings, he
argues that both “Abbasid school” and “Mongol school” used hybrid styles, effecting in
decoration and illusion of space, respectively.60 His emphasis on the effect of the crosscultural style is something this dissertation will follow.
Concerning the Great Mongol Shahnama, David Talbot Rice writes that "The
Demotte Shah Nama may perhaps be taken as the first wholly Persian book that has come
down to us. The Edinburgh Rashid al-Din, in fact, constitutes a prologue to it, and many
of its miniatures are already truly Iranian, and not merely eclectic products, where Arab,
Chinese, Mongol, and probably Uighur elements are mixed rather than combined" (my
italics).61 While Rice identifies various cultural origins of the visual elements in the Jami
al-Tawarikh, he differentiates them from what is “Persian,” which he argues was first
accomplished in the Great Mongol Shahnama.
Since the 1960's, scholars have pinpointed precisely in which Chinese artworks
we can see the techniques similar to those used in the Ilkhanid land renditions. As for the
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techniques and motifs, Güner Inal points out that the gradation of color on the ground and
the overlapping of visual elements in the illustrations to the Jami al-Tawarikh are
techniques used in the Tang paintings.62 Inal also points to the Freer Gallery twelfthcentury handscroll with an arhat in the forest, attributed to Fan Long, as the pictorial
inspiration for the tree trunks in the Jami at-Tawarikh paintings.63 In Compendium of
Chronicles, Sheila Blair links the technique of foreshortening used in the Jami alTawarikh to a style found in Tang paintings.64
As for specific Chinese paintings, Inal compares the Jami al-Tawarikh (Hazine
1653) to the twelfth-century handscroll depicting Wen Ch'i's captivity in Mongolia,
housed in the Museum of Fine Arts at Boston and to the eleventh-century painting by
Ts'ui Po housed in the Palace Museum in Taipei.65 Priscilla Soucek points to Chinese
medical texts with illustrations, such as the twelfth-century copy of Ch’ung-hsiu Chengho Cheng lei Pen-ts’ao, as the source for the renditions of trees in the Edinburgh Jami alTawarikh.66 In Epic Images and Contemporary History, Oleg Grabar and Sheila Blair
point to the Buddhist cave paintings from the Tang period in China and Central Asia,
ceramics, and textile as sources for The Great Mongol Shahnama.67 Robert Hillenbrand
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also finds the Chinese Buddhist images to be the inspiration for the Great Mongol
Shahnama.68
Identifying the possible Chinese inspirations for the Ilkhanid invention of land
rendering techniques is an important and necessary step for further research. It provides
us with essential information about the patterns and economics of artistic exchange. In
the process, however, scholars have generally lamented the inferior quality of the Iranian
"copies" after the Chinese "originals.” This contrasts, curiously, with the same scholars’
evaluation of the Ilkhanid paintings as works that revolutionized the painting tradition in
the Islamic world. Perhaps Ettinghausen best expresses these conflicting assessments by
arguing that "while there is in the Demotte Shahnama (The Great Mongol Shahnama) a
much stronger consciousness of the ambient than had previously existed in Iranian
paintings, ... [the settings] lack the impression of reality and the sense of space in depth
that is found in their Far Eastern prototypes ... [because the] perspective devices derived
from Chinese landscape painting ... are usually applied without real understanding of the
artistic and optic laws involved."69
An evaluation of Ilkhanid paintings according to a Chinese standard has run
through most, if not all, scholarly work.70 In the illustrations of the Jami al-Tawarikh,
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Grabar finds a "monotony which is not always alleviated by the astounding quality of the
drawing."71 And he finds the Ilkhanid land renditions to be "very simple" while
"conscious of spatial values."72 Analyzing the image, “Muhammad Receiving the
Submission of the Banu’l-Nadir,” in the Khalili portion of the Jami al-Tawarikh, Sheila
Blair calls the rendition of architecture “a clumsy attempt to show three-dimensional
space.”73 Blair comments on “Mountains between Tibet and India” in the same
manuscript that “the lavish use of silver and gold shows the importance of the painting,
which despite its novelty remains somewhat pedestrian in its additive composition.”74
Inal’s study concludes that "compared with these landscape elements [in the Chinese
paintings], those in the miniature (Hazine 1653 Jami al-Tawarikh) are flat and
decorative."75
As for The Great Mongol Shahnama, Grabar and Blair contend that "the Chinese
devices for the representation of landscape in the Demotte manuscript form a grabbag of
themes with no collective coherent meaning or application in Chinese art."76 As a result,
they argue, "the Chinese motifs themselves do not form a coherent ensemble which can
be identified in Chinese art as characteristic of a single time or place."77 Similarly, Linda
Komaroff argues that “Persian landscapes differ in both concept and detail from those
depicted in Chinese paintings...[because they] incorporate certain generic features from
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Chinese painting, for example the rugged contours of the mountains, ... without the sense
of mass, texture, space, monumentality, or intimacy of the originals." 78
Since the motifs and techniques to paint the Jami al-Tawarikh paintings neither
follow one specific style nor participate in any known artistic discourse from China, the
assessments in terms of the Chinese standard has not enlightened the significations of
these paintings in the Ilkhanid context. In fact, there is no reason to believe that the
Ilkhanid artists’ goal was to represent a three-dimensional space or to render land as close
to reality as the Chinese artists had done. It is unlikely that the Ilkhanid artists compared
their works to the Chinese "originals" or ranked themselves according to how well they
"copied" them.
Furthermore, Chinese visual culture is not monolithic or unchanging; therefore, it
cannot serve as a standard against which any corpus of paintings can be evaluated. On
the contrary, "Chinese" landscape paintings changed continuously over time. James Watt
argues that Yuan landscape paintings departed from earlier ones in terms of how they
represented a three-dimensional space.79 He contends that “whereas in previous Southern
Song paintings the middle distance had been shrouded in mist, at this time (Yuan period)
there appeared in paintings a continuous ground leading from the foreground to distant
mountains.” Not only were Chinese landscape paintings changing over time, but they
also differed from region to region within the political boundaries of China.80 In fact,
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what "China" means is a scholarly problem in the field of the history of Chinese art, for
which Sinologists have generated many theoretical and historical discussions.81
Addressing these subtleties is necessary in the analyses of visual experience of art made
in a cross-cultural context like that of the Ilkhanid paintings.
Given the scholarly perspective, this dissertation asks what the Jami al-Tawarikh
land renditions accomplish instead of what Chinese landscape paintings do. Can we
benefit from studying what the land renditions succeed in doing rather than what they fail
to do? An analysis and discussion of the Jami al-Tawarikh land renditions in a positive
sense in the Ilkhanid context promises a better understanding of how the land renditions
function in the pictures, how artists and patrons created them, how viewers saw them, and
how they related to China.
Recently, the relationship between Persian visual culture and those of other parts
of the world has received new scholarly attention. A series of articles gathered in a
special volume of Islamic Art (1981) was devoted to the analyses of the Chinese
techniques and motifs in the fifteenth-century paintings from the Istanbul Albums Hazine
2153 and Hazine 2160, now in the Topkapi Museum.82 Studying the same set of albums,
Toh Sugimura found more Chinese paintings that could have served as sources for the
Topkapi paintings83 Similarly, Jessica Rawson traces the dragon patterns from China to
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Iran to argue that there was a great interchange between the two cultures.84 Both Priscilla
Soucek and Yolanda Crowe have studied ceramic production from a cross-cultural
perspective.85 Jill Cowen links the images of Kabba to the maps in the cave paintings in
China.86 Yuka Kadoi's article “Cloud Patterns: the Exchange of Ideas between China and
Iran under the Mongols" 2002 problematizes the patterns of clouds specifically.87
Exhibitions and conferences reflect this surge in interest, as well. As mentioned
in the last section on patronage and workshops, the Metropolitan Museum of Art and the
Los Angeles County Museum of Art hosted an exhibit “The Legacy of Genghis Khan”
that amassed a great number of Ilkhanid art works, including many folios of the Jami alTawarikh. This exhibition generated new inquiries into the Ilkhanid visual culture and
led to the publication of The Legacy of Genghis Khan: Courtly Art and Culture in
Western Asia, 1256-1353.88 The Freer Gallery exhibited ninth-century Iraqi ceramics in
relation to those in China.89 The Isabella Stewart Gardner Museum in Boston and the
National Gallery in London exhibited Bellini's work, including portraits of the Ottomans,
in "Bellini and the East."90 In the 2005 Annual Conference of the College Art
Association, Oleg Grabar and Eva R. Hoffman hosted a session on "Islamic Art and the
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Rest of the World." 91 This eventually led to a publication of a collection of essays on the
artistic exchange between Islamic world and Europe.92
Less is available from the perspective of the historians of Chinese art with regard
to the study of Persian paintings and its use of Chinese techniques and motifs. The only
full-fledged attempt that I am aware of is that of Max Loehr in the first issue of Ars
Orientalis in 1954. There he almost disdainfully describes the paintings in the Istanbul
albums Hazine 2153 and Hazine 2160:
We see a strange blend of a Western concept of space with a rudimentary
understanding of Chinese landscape convention. The lack of integration of the
picture space is startling. The crisply executed rocky river scene with bare trees
at the bottom forms a spatial unit, which is most awkwardly juxtaposed to the
flattened characterless terrain above; the latter provides no adequate transition to
the mountain landscape at the top, with its mounted hunters, rocky heights, and
cloud-flecked sky.93
Such descriptions as "rudimentary," "lack of integration," "awkwardly," "flattened,"
"characterless," and "no adequate" are clearly disparaging characterization. Commenting
on another picture in the albums, he displays his general Sino-centric mistrust of the nonChinese artists and collectors:
The quality of the picture is generally so poor that it can be no more than a thirdrate copy of paintings in the manner of Wang Yuan (Jo-Shui; fourteenth-century),
and is, in all probability, the work of a foreigner...Yet the picture was considered
Chinese by the Persian owner, who added the inscription: 'This is from the
aggregate of the superior works of the superior masters of Cathay.'94
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Here, terms like "poor" and "third-rate" are equated with "foreign" and "Persian." By no
means does Loehr represent the general attitude of Chinese art historians, who in fact
have not shown much interest in Persian paintings.
On the other hand, Chinese art historians have studied more extensively the crosscultural phenomenon between China and Central Asia. For example, Qiang Ning finds
political motives for the Central Asian patrons of Buddhist arts, who constructed their
identities in relation to China.95 Jonathan Hay has eloquently written about the complex
webs of interconnectedness between Chinese and Central Asian visual cultures
throughout the whole of Chinese history.96 They have examined the local motives for
appropriating foreign art and addressing the complexities of the significations in the
cross-cultural creativity.
In the history of European art, I note the case-studies of Albrecht Dürer’s (1471 –
1528) relationship to Italian art. No European art historian claims that Dürer’s trips to
Italy initiated a sudden impulse in him to copy the Italian mode of painting; nor does one
explain that Dürer did not make an exact copy of Italian paintings because of his
ignorance or misinterpretation.97 In fact, Dürer is considered to have actively and
selectively embraced the Italian Renaissance. Beginning with the contemporary
biographer Celtis, European art historians have examined and re-examined the motivation
behind Dürer’s conscious appropriation of the Italian art and the effects on the later
painters. In the eyes of European art historians, Dürer competed with both German and
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foreign painters by adopting the foreign techniques and visual elements. While I do not
argue here that the methods of studying Chinese or European artworks are directly
applicable to the Ilkhanid paintings, I will keep them in mind in articulating how the
Ilkhanids gained by inventing a whole new painting style in their local context.

Ornament

Historians of Islamic art have argued that the Jami al-Tawarikh landscapes have
an ornamental function. Robert Hillenbrand posits that some landscapes in the Jami alTawarikh serve "merely as a miniaturized decorative backdrop for the large-scale
creatures occupying center stage.”98 In her discussion of "Shakyamuni Offering Fruit to
the Devil," a folio in the Khalili Jami al-Tawarikh, Blair argues that “by squeezing the
large figures into the narrow rectangular space and reducing the landscape” the artists
create an image that clearly conveys the message.99 Here she suggests that the land
rendition hinders the delivery of the central message.
The theoretical framework of ornament can be found in Oleg Grabar’s The
Mediation of Ornament.100 In one sense, "ornament," Grabar writes, "is itself or exhibits
most forcefully an intermediate order between viewers and users of art, perhaps even
creators of art, and works of art, ..., characterized by one central feature: while necessary
to the comprehension of a work of art, ... [it is] not, except in a few extreme cases, the
work of art itself."101 He compares this idea of "ornament" to a prism "mediating
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between the world and the text or the text and its readers." In this light, he considers
geometry, calligraphy, architectural images, and, more importantly for this dissertation,
images of nature as “ornamental.”102 He contends that even when images of nature have
meanings, they are only iconographic, and "the charge of these meanings ... is often quite
low," which makes their ornamental function the primary one.103 His argument is,
however, based on the examples of metalwork, ceramics, textile, architecture,
illumination, and drawing, but noticeably not of manuscript illustration. The
“decorative” function that Hillenbrand and Blair find in the land renditions in the Jami alTawarikh fits the meaning of “ornament” in this sense.
In another sense, as Grabar shows, “ornament” acquires a theoretical function,
helping us understand how some “meaningless” ornaments “gain” meaning through their
link to contemporary circumstances in those exceptional, “extreme cases.” Grabar has
applied this theory to certain uses of geometry, such as the planning of the eleventhcentury North Dome in the Great Mosque of Isfahan.104 He argues that geometry here
gained meaning from being linked to the political ambitions of Taj al-Mulk, the patron of
the North Dome and the rival of Nizam al-Mulk, the patron of the South Dome in the
same mosque complex. Neither he nor any other scholar has discussed land renditions in
these terms, however.105
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The theory of ornament assumes that there is a simple semiotic structure around
each sign, which has a one-to-one correspondence to a signified and is read by the viewer
within a pre-established system of language. According to Grabar, if a sign does not
have such a structure around it, it is an ornament. The semiotic structure that Grabar
describes may be applicable to the selected examples in his book. The choice of two
categories, iconological sign or ornament, can be constricting, however, in discussions of
other artworks from the Islamic world.106 Gülru Necipoglu, for instance, has spoken of
"an intermediary zone between the decorative and the symbolic" when discussing postIlkhanid geometrical drawings used for architectural purposes.107
This may be because scholars recognize that an apparent lack of a simple
signifying structure around a sign does not necessarily mean that it is an ornament.
Yasser Tabbaa reads the geometry in muqarnas (a scalactic form in Islamic architecture)
from the perspective of the teachings of the Muctazilites, a Muslim sect that asserts the
single and sempiternal essence of God.108 He contends that the patterning of the interior
of the muqarnas dome through a process of repeated divisions, as opposed to the
smoothing of the dome's interior to form a perfect hemisphere, was a religious gesture
acknowledging the finiteness of everything except God. Keith Critchlow finds an
additional meaning in geometric patterning used for architecture, linking it to
cosmological drawings.109 A set of dodecagons, for instance, may represent the
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archetype of universe. Both Tabbaa and Critchlow articulate the functions of
architectural geometry in relation to contemporaneous intellectual endeavors. Inspired by
such approaches, this dissertation also allows room for more complex ways in which
visual elements may signify than as icons and explores the possibility of interpreting the
Jami al-Tawarikh land renditions in light of Ilkhanid intellectual discourses.

Text/Image

Historians of Islamic art have read the Jami al-Tawarikh landscapes in
conjunction with the content of the text surrounding them in the manuscript. Hillenbrand
argues that the function of some Jami al-Tawarikh landscapes is to “create an atmosphere
or to comment on the action, rather than simply to provide a background.”110 Similarly,
Basil Gray argues that certain landscapes in the Jami al-Tawarikh set the mood of the
story, thus participating somewhat in telling of the story.111 In the case of The Great
Mongol Shahnama, Ettinghausen argues that the landscapes "underline the mood of the
portrayed subject."112 Sheila Blair, in her discussion of "Grove of Jetava" in the Khalili
portion of the Jami al-Tawarikh, tags the trees as “Bodhi trees" and argues that they
create a spiritual space for the Buddha. She implies that the landscape here helps the
textual narrative tell the story of the Emancipation of the Buddha.113
Oleg Grabar and Sheila Blair argue that this kind of relationship between text and
landscape was more mature and resolved in The Great Mongol Shahnama than in the

110

Hillenbrand, “Book,” 165.
Rice and Gray, Illustrations.
112
Ettinghausen, “World Awareness,” 247.
113
Blair, Compendium, 78.
111

43

Jami al-Tawarikh. They contend that in The Great Mongol Shahnama, “we are not
dealing simply with old or new conventions to represent space, but with the creation of
what has been called a “pictorial space,” a coherent representation of three-dimensional
space which does not reproduce nature or reality but makes a topic visually possible.”114
On the other hand, Priscilla Soucek argues that it was only after the fifteenth century that
landscapes in Persian painting had a function “to provide the context for the depiction of
events, usually of a story.”115
Relating the paintings to the adjacent textual narratives sheds light on how the
reader/viewer may have encountered the illustrated manuscripts. This is especially
important for the study of the pre-Safavid paintings from the Persianate world because all
paintings on paper from this time period accompany texts in manuscripts. In current
scholarship of the Ilkhanid paintings, however, the relationships between text and image
have been examined mainly in terms of the content that they convey. Knowing that the
Jami al-Tawarikh paintings made a stylistic departure from previous paintings, can we
benefit from also examining the form and manner in which the text and image narrate the
story?
For the study of post-Ilkhanid Persianate paintings, scholars have looked at the
text/image relations from a perspective that emphasizes form in addition to content. For
example, Massumeh Farhad examined the interface between literary and pictorial
aesthetics and called seventeenth-century Persian single sheet paintings “stories in
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pictures.”116 Sussan Babaie linked seventeenth-century Persian paintings to aurality of
contemporaneous poems.117 In his study of fifteenth-century albums, David Roxburgh
has put paintings and texts in albums from a structuralist point of view and in light of the
patrons’ modes of collecting.118 Similarly, this dissertation offers new analyses and
theorizations of text/image relationships in the Jami al-Tawarikh land renditions in order
to articulate how they may have told history visually.119 To this end, it is also relevant to
survey how historians have studied the Ilkhanid texts of history.

Methods of Studying Ilkhanid Texts of History in the Field of History

Source of Information about the Past

Since the nineteenth century, many Ilkhanid histories have been translated into
European languages. I. N. Berezin was the first to translate Rashid al-Din's Jami alTawarikh into Russian in 1868.120 Also in the nineteenth century, Henry Yule translated
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and edited the section on the history of China in English.121 A more extensive translation
of the Jami al-Tawarikh in English was edited by Henri Corider and published in four
volumes in 1913-6. From 1946 to 1965, a group of Russian scholars, including A.
Romaskevitch and I. Petrushevsky, published a complete translation into Russian in three
volumes.122 Karl Jahn's French translation of the Jami al-Tawarikh section on the history
of the Franks was published in the Histoire Universelle de Rasid al-Din Fadl Allah AbulKhair 1951.123 Jahn also translated into English the section on the history of India in
Rashid al-Din's Jami al-Tawarikh.124 More sections of the Jami al-Tawarikh were
further translated into German by Jahn: the history of China in Die Chinageschichte des
Rashid ad-Din (1971), the history of the prophets in Die Geschichte der Kinder Israels
des Rasid al-Din (1973), the history of the Franks in Die Frankengeschichte des Rasid alDin (1977), and the history of India in Die Indiengeschichte des Rasid al-Din (1980).125
In comparison to histories written in other periods from the Islamic world, the Ilkhanid
histories have been made more accessible to Western scholars.
A recent project in this direction is Thackston's English translation of the Persian
copies of Rashid ad-Din's Jami al-Tawarikh: Rashiduddin Fazlullah’s Jami’u’t-Tawarikh
Compendium of Chronicles: a History of the Mongols, the first volume published in 1998
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and is yet to be completed. So far, he has translated up to the histories of the Mongols,
leaving the section on the histories of the other peoples, such as the Europeans, Chinese,
and Indians, for later. When finished, this will be the most complete English translation
of the Jami al-Tawarikh.
Analytical interpretations of Ilkhanid histories began with the publication of W.W.
Barthold's seminal work, Turkestan down to the Mongol Invasion, first in Russian in
1900, and translated into English in 1928. This work identifies the available sources for
the study of Turkestan in Arabic, Persian, and Chinese and gives a large survey of the
historical events that occurred there since the arrival of the Muslim armies in the eighth
century and through the rise of the Mongol Empire in the twelfth. Barthold’s approach to
Ilkhanid histories is to peruse them for as much information as possible in order to
compose a master narrative on Mongol Empire, discussing aspects ranging from politics
to cooking.
Until the 1980’s, Barthold's master narrative approach continued to inspire the
field of Mongol studies.126 In English, not many interpretive books were published until
David Morgan’s The Mongols (1986). This publication refueled the field of Mongol
studies in English. One of the reasons is his clear language and his situating the Mongol
history within the context of world history, which drew scholars of broader spectrum,
rather than only "a few specialists in historical exotica."127 As he set out to describe
"what actually did happen ... to make the extraordinary Mongol phenomenon
comprehensible," he walks the reader through the major events in the Mongol history
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step by step while explaining the Mongol structures of army, law, taxation,
communications, and government.128 As Morgan explicitly hoped, his work became a
stepping stone for more detailed succeeding research.129
In the late 1990's and in this century, research has become more thematic,
highlighting a selected few, and not all, aspects of the Mongol Empire. This approach
made it possible for more in-depth inquiry in a specific subject or in the interrelationships
among few aspects, rather than sacrificing details and subtleties for the purpose of
surveying the whole material. The leading scholar in this direction is Thomas Allsen,
whose books Commodity and Exchange in the Mongol Empire a Cultural History of
Islamic Textiles 1997 and Culture and Conquest in Mongol Eurasia 2001 address specific
issues of the cultural exchanges that took place between the Ilkhanid Empire and Yuan
China.130 In these publications, Allsen carefully records every mention of cultural
exchange between the two polities from various histories produced by the Ilkhanid
Empire and Yuan China. He charts the movements of people between Ilkhanid Iran and
Yuan China and links them to the changes in cultural productions in the two polities. For
example, he follows an Ilkhanid geographer Jamal al-Din, who went to China during the
reign of Mongke, and argues that the Chinese learned from him the geography of the
128
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Middle East.131 In the end, he convincingly argues that cultural production in the Mongol
realm enjoyed enormous fluidity.
Most scholars in the field of Mongol studies see their field to be interdisciplinary
by definition because the Mongols themselves were multi-cultural, multi-lingual, multireligious, and multi-governmental. David Morgan and Thomas Allsen have effectively
argued that Mongol studies require scholars well-versed in many different languages and
fields of studies and more collaboration of scholars with different specializations. The
collection of articles in The Mongol Empire and Its Legacy (1999) was one of the first
efforts to bring together scholars specializing in different fields.132 Historians of the
Islamic world, such as Charles Melville and A. H. Morton, and historians of China, such
as T. H. Barrett, contributed articles to this volume. I hope that Morgan and Allsen’s
vision will be fully realized in future and that historians and art historians of the Islamic
world and China and the Mongol specialists will work together in more projects.

Historiographical Analysis

In comparison to the last section which highlighted how historians have
approached the content of Ilkhanid histories, this section will survey how they have
studied the practice of history writing in the Ilkhanid period.133 In the volume on the
Mongol period in The Cambridge History of Iran, J. Rypka analyzes the writing styles of
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Ilkhanid histories and links them mainly to the biographies of the authors.134 Similarly,
Boyle argues that in the Jami al-Tawarikh "references to Europe and Europeans are
practically non-existent," especially the events relating to Crusaders. This, he argues, is
because Rashid al-Din "was by no means immune from those feelings of 'indifference,
caused by a sense of superiority and contempt, which the Muslims always showed,
except for a few occasions, for the western world.'"135 I. P. Petrushevsky finds evidence
in the Jami al-Tawarikh that Rashid al-Din "strove for feudal disintegration and sought to
turn the authority of the Ilkhan into a tool of the military-feudal oligarchy."136
More recently, scholars have placed the Jami al-Tawarikh in the category of
world history or universal history, which also includes the tenth-century history of alTabari and the fourteenth-century history of Ibn Khaldun.137 Franz Rosenthal and Robert
Humphreys see universal history as a "genre."138 They define that universal history as
having a larger scope than the genres of dynastic history and local history and having
been written in a narrative style rather than an annalistic fashion. Rosenthal sees the
advent of the genre of universal history as a sign of decadence; he argues that universal
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historians merely "copied" their sources and aimed more for "quantity than quality."139
Humphreys, on the other hand, links the rise of the genre of universal history to the
increasing use of Persian in the historiography of the Islamic world and to the Persian
historians’ preference for narrative rather than annalistic recording.
In comparison, Bernd Radtke argues that universal history was not merely another
genre but was rather a site where historians challenged and refined premises and methods
of historiography.140 He distinguishes universal history from "sacred history," which he
argues began with the Koran and culminated in al-Tabari’s Tarikh al-rusul wa’l muluk in
the tenth century. In comparison, Radtke assesses, universal history began with al-Tabari
and culminated in Ibn Khaldun in the fourteenth century. He reasons that the world, the
subject matter of universal history, is by definition unfamiliar to any one historian, and
therefore the historian needs to formulate rather than record the "reality" of history. In
writing universal history, then, historians had to choose or invent a way to formulate
reality, and, in so doing, engaged in a methodological discourse with other universal
historians.
From the surviving histories, Radtke finds three differences between sacred
history and universal history: (1) epistemologically, sacred history relies on transmission
of traditions (hadith) as the authority of knowledge, whereas universal history uses
analogy and syllogism and at times the author's own perception and experience; (2)
cosmologically speaking, sacred history relies on traditions to conceptualize universe and
space, whereas universal history uses astronomical calculations and mathematics; (3) for
representing time, sacred history uses an annalistic format, based on a linear model,
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beginning with the Creation and ending with the Judgment Day, while universal history
uses a dynastic or caliphal format, based on a cyclical model, where dynastic rises and
falls happen repeatedly.141
In their study of the history of the Islamic world, both Rosenthal and Radtke have
noticeably looked down upon or skimmed over the Jami al-Tawarikh.142 Rosenthal
claims that Rashid ad-Din "was unable to master his material" and hesitates to delve into
the writing of the Jami at-Tawarikh.143 Radtke does mention Rashid al-Din, but devotes
only one page to him while allotting dozens of pages to the discussion of al-Tabari and
Ibn Khaldun. This may be because the patrons of the Jami al-Tawarikh were Mongols,
foreigners to the Middle East, and the Jami al-Tawarikh centers on the Mongol history
rather than the history of the Middle East. Rosenthal and Radtke’s attitude contrasts with
J. Rypka’s assessment in The Cambridge History of Iran that "indeed the principal
historical works of the Mongol period are amongst the finest ever produced by any of the
Islamic peoples."144
In fact, the Jami al-Tawarikh was written in Arabic and Persian, the languages of
histories from the pre-Ilkhanid Islamic world. Moreover, the collective memory of the
Ilkhanids as facilitated by manuscripts like the Jami al-Tawarikh participated in the
political discourses of the post-Ilkhanid Islamic world. For example, the Timurids and
the Mughals claimed descent from the Mongols, and copies of the Jami al-Tawarikh
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survive today because people of the later Islamic world collected and housed them.145
Clearly, the Jami al-Tawarikh formed a significant part of the history writing tradition in
the Islamic world; therefore, studying it in conjunction with other world histories from
the Islamic world may be more beneficial than isolating it. Accordingly, this dissertation
compares the Jami al-Tawarikh to the world histories from the pre-Ilkhanid period in
order to articulate how it continued and changed the existing tradition of historiography
and to situate the Jami al-Tawarikh land renditions in this context.

Methods of Studying Ilkhanid Texts of Astronomy

Teleological Narrative in the Field of History of Science

Ilkhanid writings of astronomy feature in larger surveys of the history of
science.146 Nasir al-Din al-Tusi’s Zij-i Ilkhani (“The Ilkhanid Table”), Tahrir al-majisti
(“Commentary on the Almagest” 1247), Dhayl-i mu'iniya sharh-i mu'iniya, Hall-i
mushkilat-i mu'iniyya (these two writings are put together as “Tusi Couple”), and alTadhkira ficilm al-hay'a (“Memoir on Astronomy” 1261) have been part of the larger
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trajectories that historians of science have drawn to explain the development of science
on a global level.
The Zij-i Ilkhani is included in Edward Kennedy's seminal work on scientific
tables from the Islamic world.147 In a survey of 109 surviving zijs, he finds that every
treatise called zij from the eighth to fifteenth century contains at least fourteen types of
tables: chronology, trigonometric functions, spherical astronomical functions, equation of
time, mean motions, planetary equations, planetary stations and retrogradations, parallax,
planetary sectors, eclipse tables, visibility tables, geographical tables, star tables, and
astrological tables.148 In the survey, he clearly explains the computational and tabulating
methods of each table category and then analyzes twelve zijs in terms of the tables that
each contains, from Al-zij al-mumtahan of Yahya ibn Abi Mansur (c. 810) to Zij-i Ilkhani
of Nasir al-Din al-Tusi (1260) to Zij-i Sultani of Ulugh Beg (c. 1440).149 Here, Kennedy
groups geographical tables with the astronomical tables since both were based on similar
calculations of celestial bodies.
Adding to this, David King in his article, "On the Astronomical Table of the
Islamic Middle Ages," identifies more categories of tables: sexagesimal multiplication
tables, spherical astronomical tables, tables for the times of Muslim prayers, tables giving
the direction of Mecca, tables of auxiliary functions for computations in spherical
astronomy, tables for marking sundials, tables for marking astrolabes and quadrants, and
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planetary equation tables.150 He further delves into the tables for the times of Muslim
prayers in his book, In Synchrony with the Heavens: Studies in Astronomical
Timekeeping and Instrumentation in Medieval Islamic Civilization Studies I-IX Volume 1
The Call of the Muezzin (Figure 21).151
As for the other writings of Nasir al-Din al-Tusi, George Saliba analyzes Tahrir
in relation to Greek sources, such as the Almagest, that Nasir al-Din al-Tusi explains and
corrects.152 Edward Kennedy examines together the Dhayl and Hall to explain their
shared content and the change of the lunar model in the later Hall.153 Regarding the
Tadhkira, John Livingston argues that it was an entirely new form of astronomical
writing used as a textbook for students.154 This new form, Livingston contends, was
picked up by later scientists, Qutb al-Din (1236-1311) in his Tuhfat al-shahiyyah and
Nihayat al-idrak fi dirayat al-aflak and Ibn al-Shatir (1304-1379/8) in his Nihayat alsu'ul fi tahsil al-usul. F. J. Ragep has focused his scholarly work on al-Tadhkira, and his
Nasir al-Din al-Tusi's Memoir on Astronomy offers an English translation and also his
much detailed and insightful annotations and explanations.155
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Nasir al-Din al-Tusi was the director of the Ilkhanid observatory at the city of
Maragha. Modern scholars have grouped him together with later scientists from the
Maragha observatory, such as Mu'ayyad al-Din al-Urdi and Ibn al-Shatir, as the Maragha
"school." Historians Otto Neugebauer, Noel Swerdlow, and Edward Kennedy were the
first to point out the similarity between the works of the Maragha school and the
sixteenth-century scientist Copernicus. Now it is generally believed that the latter must
have had access to the Zij-i Ilkhani or other Maragha school works, such as Ibn al-Shatir's
(fl. Damascus, d. 777/1375) al-Zij al-jadid.156
In contrast to the astounding number of zijs from the medieval Middle East, only
few maps made from the zijs' geographical data survive.157 This has been a great
disappointment to historians of science, such as Edward Kennedy, because the people of
the Middle East had an advanced technology to make maps.158 To explain the dearth of
maps, some scholars argue that medieval scientists must have made maps, which simply
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did not survive.159 Thomas Allsen, for example, concludes this for the Ilkhanid maps
based on the evidence of surviving descriptions of Ilkhanid maps.160 What remains to be
addressed, however, is the reason for maps not to have survived when the zijs did. It may
very well reflect the shift in mode of collecting in the later Islamic world. Yet, on the
level of production, as well, the recorded zijs far outnumber maps. To answer this
question, including whether maps cost more or take longer to make, further research is
necessary.
Some scholars have made their own maps from the information found in the
medieval zijs. For example, Lelewel made a map based on the geographical information
found in Nasir al-Din al-Tusi's Zij-i Ilkhani (Figure 22). Although this endeavor fulfills
our curiosity as to how the maps would have looked if they were made, it does not tell us

159

The field of the history of cartography is still at an early stage. Maps from the Islamic world had been
widely known; for example, al-Idrisi's maps in the Kitab Rujar were published already in 1926-7 in Karl
Miller's Mappae arabicae. Arabische Weltkarten des 9 – 13. Jahrhunderts in arabischer Urschrift,
lateinischer Transkription und Überträgung in neuzeitliche Kartenskizzen, 6 vols. in 3 folders, Stuttgart,
1926 – 27. It was not until 1992, however, that John Brian Harley and David Woodward first put forward a
more interpretive survey of the Middle Eastern maps in The History of Cartography v. 2 p. 1 Cartography
in the Traditional Islamic and South Asian Societies, Chicago, 1987 – 1992. In this book, medieval maps
are grouped into two categories: Ptolemaic school and "al-Balkhi" school. According to them, only one
medieval geographer belongs to the Ptolemaic school, namely, al-Idrisi of the twelfth century, while "alBalkhi" school consists of three geographers from the tenth century, Ibn Hawqal (900), al-Istakhri (early
and mid 900's), and al-Muqaddasi (946). In her review, Karen Pinto criticizes that the method employed in
The History of Cartography is "positivistic" and argues that the study of medieval maps needs "proper
dating" and accounting for "possible syncretisms" introduced to the maps by the later copiers. Karen Pinto,
"Review of The History of Cartography: Cartography in the Traditional Islamic and South Asian Societies,
J. B. Harley and David Woodward, ed. v. 2, Chicago, 1992" Harvard Middle Eastern and Islamic Review,
v. 1, n. 1 (February 1994), 109 – 115. Indeed, in the discussions of medieval maps, the authors of The
History of Cartography closely follow much older scholarship. For example, their analysis of the "Balkhi"
maps is similar to that of J. H. Kramer, a scholar active in the 1930's. J. H. Kramers, "La question BalkhiIstahri-Ibn Hawkal et l'Atlas de l'Islam", Acta Orientalia 10 (1932), 9-30. Although The History of
Cartography is still the only survey on the subject, its content needs to be brought up to date. Since the late
1990's, newer ideas have entered the field of the history of cartography, with the publications like David
King, World-Maps for Finding the Direction and Distance to Mecca. Innovation and Tradition in Islamic
Science, Leiden, 1999. Here, King focuses on the early modern geographers' usage of astrolabes and tables
in zijs to determine the qibla (direction to Mecca). In her dissertation, Kathryn Ebel challenges how we
define maps. She argues that the Ottoman images of urban spaces should also be counted as maps and
studied as such. Kathryn Ebel, City Views, Imperial Visions: Cartography and the Visual Culture of Urban
Space in the Ottoman Empire, 1453-1603. Ph.D. dissertation, the University of Texas at Austin, 2002.
160
Allsen, “Geography and Cartography.”
57

much about medieval scholarship. Other modern scholars have given up on zijs
altogether and have focused instead on the few surviving maps, such as those in al-Idrisi's
Kitab Rujar (The Book of Roger).161 Whether this attention is driven purely by the
modern interest in maps or is derived from a historical assessment of importance is
debatable.
In these projects, scholars have treated zijs as if they were tools with which to
achieve something else, like maps, and not the final products on their own. This is
contrary to what is apparent in the surviving zijs, that the tables themselves seem to be
what medieval scientists aimed to achieve. Many later zijs and commentaries were
revised and refined versions of older zijs, demonstrating that the table was the form in
which astronomical and geographical information was communicated. This dissertation
asks why and how the form of table, in addition to the content, functioned as a means
through which the people of the medieval Middle East conceptualized space.
Many projects of historians of science are concerned with marking the watersheds
that led to the mathematics and science of today. Accordingly, many scholars have
focused on determining who did what first, categorizing schools of thought, and
identifying the premises and methods of each school. In dealing with medieval texts,
however, tracing origins and sorting them into groups may reflect our teleological aim
more than the society from which these texts came. In fact, medieval scholars may have
copied and transmitted earlier scholars' texts to add more credit to their present work and
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to show their scholarly prowess.162 For this reason, it may be difficult to determine solely
from their texts how many premises and methods they indeed shared.
Instead, interpreting these writings in relation to their contemporaneous scholarly,
cultural, and political environments and other cultural productions can benefit scholars
from other fields than history of science. In the Ilkhanid case, for example, although
recognizing the link between Nasir al-Din al-Tusi and Copernicus is significant in its own
right, it tells us little about Nasir al-Din al-Tusi and shifts our focus instead to
Copernicus' readership and scholarship.163 Analyzing how Nasir al-Din al-Tusi
organized his astronomical findings and his subject of study, the physical world, will
relate his work to his associates and patrons. This could shed light on how astronomy
operated in the Ilkhanid intellectual discourse and provided the Ilkhanids with the tools
and methods to conceptualize physical space and time. Knowing this could add an
important dimension to our understanding of the Ilkhanid viewership, particularly, which
encountered the Jami al-Tawarikh land renditions.

Source of Information about the Authors’ Scholarship and Environments in the
Field of History

In current scholarship in the discipline of history, Ilkhanid writings of geography
have not been grouped together as a corpus of study.164 Instead, Ilkhanid geographical
writings have served as examples or evidences for research that focuses on other subjects
than the Ilkhanid period. For example, the most complete work on Hamdallah Mustawfi
162
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Qazwini's (d. 740/1339-40) geographical treatise Nuzhat al-qulub ("Heart's Bliss") is still
that of Le Strange of 1915.165 Abu Yahya Zakariya’ibn Muhammad al-Qazwini’s (1203
– 1283) `Aja'ib al-makhluqat wa-ghara'ib al-mawjudat (“Marvels of Things Created and
Miraculous Aspects of Things Existing”) and Hams al-Din Amuli’s encyclopedia, the
Nafa'is al-funun fi cara'is al-cuyun ("Gems of Science and Brides of Springs”) still await
in-depth analyses.166 We can, however, learn from current scholarship on other
geographical writings to explore what kinds of future research may be fruitful in studying
the Ilkhanid material.
Tarif Khalidi argues that geographical writings served lexical or administrative
purpose.167 Khalidi discusses Ibn Fadlallah al-‘Umari’s (d. 1349) Masalik al-Absar and
Qazwini’s (d. 1283) Athar al-Bilad; the former focused on territorial sanctity in response
to the urgency of land loss in regions like Andalusia, Palestine, Iraq, and Iran, while the
latter is on historical topography that can be used for keeping track of endowment
deeds.168 Such political needs may have indeed fueled Ilkhanid patronage for geography.
With this possibility in mind, we may benefit from studying the Ilkhanid writings of
geography together with contemporaneous governance.
In La Geographie humaine du monde musulman jusqu’au milieu du 11e siècle,
André Miquel identifies some ninety geographical books that survive from the eleventh
century and earlier, written by authors ranging from Musa b. Nusayr (d. c. 716) to Hatib
(d. 1071).169 By examining contemporaneous society, Miquel concludes that these
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geographical writings served as tools of commerce, politics, and travel.170 He further
complicates the link between adab literature and geography, generating much follow-up
discussion.171 Could we also benefit from studying the cultural functions of Ilkhanid
geographical writings?
More recently, Houari Touati and Michael Chamberlain have elaborated on the
link between traveling and networking.172 In dealing with the topic of medieval
intellectualism in Islam et voyage au Moyen Age, Touati focuses on the mechanics of
scholarly travel. Touati premises that “the learned of the medieval Islamic world were
fanatics of travel,” and that “their attachment to travel is not [a result] of superstition,
nostalgia, or tradition, but of method.” Medieval culture, as Touati constructs, combined
rituality and intellectuality in one movement. He contends that, on the ritualistic side of
travel, mystics encouraged experiencing life on the frontier or of symbolically defending
the territory of Islam. On the intellectual side, scholars constructed the identity of Islam
based on the dogmatic foundation of the hadith (traditions), on the linguistic horizon of
the pure Arabic language presumably spoken by the Bedouins in deserts, and on the
imagination of the political domain and space of Dar al-Islam (“The house of Islam”).
Touati argues that the importance of genealogical transmission of traditions in the
early Islam meant that disciples had to travel to be in the audience of well-known masters.
On the other hand, there were suspicions as to whether writing could be a valid medium
of transmission because it fixed, formalized, standardized, and decontextualized verbal
utterances, and, in so doing, it could put an end to the transmission of hadith through
170
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living, oral memories. These disputes continued into the tenth- to fourteenth-century
period; al-Khatib al-Baghdadi (1070) wrote that “if the legal decision concerning the two
(oral and written) types of the hadith were the same, don’t you see, the collectors of the
traditions would not need to endure the pains of travel to go to faraway countries, to meet
and listen to the learned.”173
Competition of authority also lay between listening and seeing, the latter of which
Touati associates with the Mu’tazilites, Greek philosophy, sciences of medicine
(including anatomy, zoology, biology) and astronomy (including geography), and,
foremost, the Reason. Touati contends that, as humanistic interests grew from the tenth
to fourteenth century, history became more universal, and geography as a discipline
based upon seeing gained independence and importance, as exemplified by Muqaddasi’s
work (946). By the time Ibn Battuta (1304-1368) was writing his travelogue, he argues,
Muslim literati constructed the identity of Dar al-Islam by reading books and looking at
maps, rather than through traveling physically or hearing masters speak.
In Knowledge and Social Practice in Medieval Damascus 1190-1350,
Chamberlain explores how scholars used knowledge to gain power. By studying
travelogues, chronicles, and biographical dictionaries, he hypothesizes and finds evidence
that scholars and rulers in medieval Damascus competed with one another for fame,
prestige, livelihood, and legitimacy, through “lecturing, reading, writing, reproducing
texts, debating, discipleship, and scholarly friendship,” rather than such European devices
as “decrees, titles, charters, patents, and deeds.” Rulers of Damascus did not build state
agencies to legitimize themselves; rather, they befriended the local elites, followed the
correct codes of behavior, held audiences for transmissions of cilm (knowledge), and
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encouraged building of madrasa (schools) and tombs through waqf (endowment), to
achieve political, military, economic, and cultural mutual dependency.
The personalized relations between rulers, elites, and aspiring elites allowed
fluidity between scholar, warrior, and religious elite identities, social mobility, and
versatility of social mechanisms such as madrasa and waqf. This fluidity prompted
continuous renegotiations and competitions between scholars, warriors, religious elites,
and rulers. In madrasas (schools), mansab (status or position of a teacher) was not
inherited; therefore, scholars engaged in a continuous play of “seizing, resigning,
increasing, trading or passing on, and defending” their mansab. Through writing and
reading biographical dictionaries, scholars and rulers imagined their status, ranked their
fame and errorless memory, ordered, and reordered their power structure.
Although lineage and family connections played an important role in determining
the winners of these fierce competitions, other determinants included powerful patrons,
diplomatic supporters, and loyal “lovers.” To achieve favors or “benefits” through
patronage, diplomacy, and loyalty, scholars, warriors, and religious elites constructed
theatrical or performative celebrity personae, by donning symbolic garb, by heralding
their sophistication through highly stylized manners, or by undertaking certain “purity”
rituals in transmitting cilm. Chamberlain also finds fluidity in the production of text and
the “circular displacement between the oral and the written, between production and
reproduction,” which encouraged elites and aspiring elites to “perform,” rather than read,
the texts in the physical presence of one another and, thus, ritualized the transmission of
knowledge.
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Chamberlain and Touati’s ideas and models may be applicable to the study of the
Ilkhanid book production. In the Ilkhanid period, rulers’ indirect patronage of illustrated
books through Rashid ad-Din could be seen as part of a larger dynamic among local elites
and Mongol rulers who were initiated into the amalgam of local and Mongol power
structures. The paintings in Rashid ad-Din’s Jami at-Tawarikh may have been
“performed” or “activated” as the reader read out loud the texts accompanying them. The
displacement between the seen and the painted may have resembled that between the oral
and the written. Chamberlain’s construct of personalized competition and displacement
between the oral and the written through performance can explain the formation and
consumption of visual as well as textual culture.
Touati’s argument that scholarly activities carried out ideological and dogmatic
tasks for hegemony allows for the possibility that the Ilkhanids may have also instated
their political power through funding and promoting intellectual endeavors. Ilkhanid
books such as the Jami al-Tawarikh may have confirmed the Ilkhanid rulership by
participating in local intellectual discourses. Here I will explore this link between power
and academe by examining Nasir al-Din al-Tusi’s geographical writings in terms of their
valence in the cultural discourses of the Ilkhanid intellectual community. In so doing, I
hope to articulate what and how the Jami al-Tawarikh land renditions may have signified
to the Ilkhanid reader/viewer.
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CHAPTER 3

How Land Renditions Function

The earliest surviving copy of Jami al-Tawarikh is the fourteenth-century Arabic
manuscript now housed in the Edinburgh University Library and Khalili collections in
London. The 105 paintings from the surviving portion mostly depict battle scenes, court
scenes with a seated authoritative figure, and portraits of Chinese emperors. Although
studying the whole pictorial programme of this copy would be necessary and useful, the
surviving portion is a mere fragment, and treating it as if it were a whole manuscript only
distorts its original condition. Since two monographs on the surviving portion are already
available, Basil Grey’s Rashid al-Din’s Chronicles and Sheila Blair’s Compendium of
Chronicles, this study focuses on the land renditions in the Jami al-Tawarikh paintings.
This is because they play an important role in making the paintings look drastically
different from pre-Ilkhanid ones.
Here, I select ten Jami al-Tawarikh paintings, for which artists seem to have
designed land renditions as an integral part from their inception. In these paintings, land
renditions show not only a high level of finish and complex relations to other visual
elements but also a wide range of new techniques and motifs originating in Chinese
landscape paintings. By closely examining a select few, I intend to make an in-depth
analysis of how new land renditions added to or changed the visual experience of

65

encountering paintings. A close study will also enable me to explore a wide range of
possible readings of these land renditions, which will in turn lead to new connections and
interpretations. For the same purpose of highlighting the pictorial land renditions, this
chapter only examines paintings while later chapters address text/image relations in great
detail.
Many compositions in the Jami al-Tawarikh paintings have been considered
"additive" or "tripartite" in a negative light, for not being “representational” or
“coherent.” 174 In this study, I will identify what they achieve compositionally rather
than what they fail to achieve. The focus is on how the land renditions visually relate to
the other elements in the paintings as well as how they may help the other elements relate
to one another. While I neither claim that the functions listed below are comprehensive
nor that there is a one-to-one correspondence between land rendition and function, I hope
that this study will open a broader discussion on how land renditions operate. All titles
and folio numbers below adhere to Sheila Blair's reconstruction.175

Spiritual States – “Moses Hearing God's Voice”

On the recto side of Folio 8 in the Edinburgh portion of the Jami al-Tawarikh is
the image of Moses’ encounter with God (Figures 23, 24). Here, the compositional
center is the figure of Moses, enveloped in a massive cloak which outlines his contorted
body. His knees are spread far apart facing left while his upper body is twisted to the
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right with his arms stretched out to the sky. Although there is some shading in the cloak,
it is mainly executed in opaque and firm lines, which resonate with the dark strokes in his
furrowed brows, pupils, mustache, and beard.
In contrast, the elders lying about or, rather, strewn on the bottom third of the
picture are rendered hairless, in thin faint strokes and not in detail. Because the artists
painted the figures’ body parts, such as heads, limbs, and torsos, without keeping the
integrity of each figure’s body, the figures do not seem to have discrete bodies; in fact,
they seem to form one amalgamated mass. The same wide and diluted black wash
outlines some of the body parts, further enhancing their collective appearance. While
occupying the entire bottom third of the picture, the collective body of the elders has a
shape that dips directly under the feet of Moses. It is here that the artists added lines
irrelevant to any representation in the image, as if to visually cross out the individualities
of the elders.
By using contrasting painting techniques for Moses and the elders, the artists
bring our focus to the visual dichotomy between them. While Moses’ contorted body and
pronounced facial features suggest his physical tension and mental concentration, the
elders’ collective appearance under the feet of Moses highlights the latter’s singular
presence in comparison. The narrative in the accompanying text also speaks of the
different roles that the three protagonists, God, Moses, and the elders, play: while Moses
is personally invited to climb Mount Sinai to hear God’s speech to all Israelites, the
elders are stationed at the base camps, waiting to hear Moses’ experience afterwards.
All the figures, Moses and the elders, seem immobile. Whether seated or lying
about, the figures are visually rooted in their respective places. Stacked on top of one
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another, the elders are stationary and have no prospect of moving in the near future.
Because Moses’ facial expression and bodily gestures are pictorially pronounced, he
seems to be capable of stirring in comparison to the limp and still figures of the elders.
Even so, his disproportionately large legs are securely grounded on the foothold, which
the artists articulate with two black lines right under his feet. Overall, the figures seem
motionless, as if time has halted for them.
As has already been pointed out, the artists use a set of techniques and motifs to
render the clouds and hills that can be characterized as Chinese. The clouds, for example,
are the most consistently modeled elements in the picture. The scrolls that shape the
clouds are shaded not only with light and dark blue but also with white highlights. The
brown negative space in the air is also modeled and shaded; the air that is near the clouds
is darker than the air farther away, as if one can see, touch, and feel the weight of the air.
This pronounced contrast between light and shadow makes the clouds look
weighty and ferocious: about to thunder and pour rain. The cloud forms do not touch the
figures, except for Moses’ right hand, as if both are aware of the overwhelming power of
the clouds upon the figures. Only Moses sits up straight and looks right into the clouds.
Moreover, the contrast between light and shadow exaggerates the rapid swelling and tight
curling of each scroll of the clouds. As a result, they seem to whirl around at high
velocity, constantly changing their shapes and positions at every instance.
The hills are situated between the motionless figures of elders at the bottom of the
picture and the racing clouds at the top and seem to move at yet another velocity.
Outlined in calligraphic strokes of varying thickness, the sinuous hills create a sense of
motion and rhythm as in a musical cadence. By moving up and down at a relatively low
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frequency, the hills occupy a space where time moves more slowly than that of the clouds.
Yet, unlike the state of the figures, time has not stopped for the hills.
As a result, the pictorial spaces occupied by the figures, clouds, and hills seem to
be linked to three different temporal movements rather than to one. These spaces are,
therefore, distinctive not only in length, width, and height, but also in time. With this
variable of time, the represented spaces seem to be four-dimensional rather than threedimensional as in Euclidian space. Because each pictorial space here seems to be
associated with its own distinctive time, it may be useful to appropriate the term, “spacetime,” from post-Einstein physics.
The space-times of the figures, clouds, and hills are not disjointed from one
another. By moving up and down, the hills allow the clouds to move in and out of their
space-time. In response, the clouds playfully engage with the hills by going around and
between them and by appearing to have tails that end in the spaces between the hills and
seem to caress them coyly. Through this visual intimacy, the clouds and hills allow the
viewer’s eye to oscillate between the two different space-times.
On the other hand, the hills are rendered in full physical contact with the figures;
there is not a single body part that is not touching the hills, except for Moses’ two hands.
In this physical proximity, the motionless elders seem to form the base of the hills and to
metamorphose into the land rendition. The metamorphosis is also evoked in the pair of
Moses and the central hill. But because of Moses’ articulated facial expression and
gesturing and because the central hill is the tallest in the image, Moses seems to
participate in the movement of the hills more than the elders. By physically reaching out
to the sky, Moses appears also to relate to the space-time of the clouds.
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There is horizontal symmetry around the hills; the collective body of the elders
at the bottom of the picture reflects and echoes the body of clouds and air at the top. This
symmetry creates a direct visual relationship between the elders and the clouds that are
otherwise indirectly related through Moses.
In the experience of looking at this painting, the viewer’s eye continually crosses
the boundaries of depicted bodies through the land renditions between and around them.
In the process, the land renditions prompt the viewer to visually relate different spacetimes. This visualization becomes part of the signification of the painting; the viewer
may see in this painting the relationship between the different spiritual states of Moses
and the elders. This may extend even further to imply a break in religious history; if the
elders’ beliefs and practices were of the past, Moses’ connection to God through the Ten
Commandments looks forward to a new era.176

Framing/Framed – “Prophet Salih Produces a Camel from a Rock”

On the verso of Folio 1 is a painting with a she-camel, which appears before Salih
as God’s sign for his prophecy (Figures 25, 26). Salih raises his arm in the miraculous
production of the she-camel, as the people of Thamud watch on. The painting has a
horizontal tripartite composition: the she-camel emerging from a rock on the left, Salih in
the center, and the infidel people of Thamud on a hilly ground on the right.
The most pronounced parts of Salih’s body are his hands and face. His hands are
disproportionately large, as long as half his arms, and have detailed line work, displaying
the skin folds on the palms and knuckles. The two thumbs of the raised hands point to
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his face, which also has fine lines as if to indicate his age and wisdom. His robe is
outlined in purple, rare in the Jami al-Tawarikh, but is not shaded, leaving the interior
unpainted in the state of the paper. Set against the solid blue cape and the red peeping
out under it, the unpainted robe makes Salih’s body seem pliant and even weak. In
contrast to the prominent hands and face, his body hunches over and seems to be barely
holding itself up.
The figures on the right, on the other hand, appear to be firmly seated on the
ground in the upright positions. Their robes are modeled and shaded, giving a clear sense
of the body underneath. The two bodies of the figures on the bottom right are intertwined
to form a visual base for the figures above them. In so doing, they visually support,
enforce, and stabilize the body mass of the figures here. Equipped with varying
headgears and elaborate vessels of food and drink, these figures seem familiar or
connected with the material world around them. They are also surrounded by the brown
land space, which further substantiates them. The visual difference between Salih and
the figures on the right may resonate with how the text describes them. In the
accompanying text, they are narrated to be at a spiritual distance: Salih connects to God
to bring monotheism to the idolatrous infidels.
On the left, the she-camel and the surrounding rock are painted in similarly toned
brown. The two visual elements are further brought together in some of the calligraphic
strokes that outline the rock formations and that contour the head, neck, and legs of the
she-camel. This proximity makes the she-camel’s metamorphosis out of the rock visually
persuasive. At the same time, the she-camel and rock are differentiated in execution.
The artists use calligraphic strokes to paint the overhanging, overlapping, and punctuated
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rock formations and the plants growing in every crevice. Because these strokes vary
much in thickness and are even smudged in some places, they evoke tactile texture. For
the she-camel, on the other hand, the artists use thin outlining and smooth shading for the
body, and neatly arranged parallel lines for the fur. In contrast to the calligraphic strokes
that seem to allow for accident, these lines seem well-planned and economically executed,
reminding one of draftsmanship. By being at once similar and dissimilar to its
environment, the she-camel’s appearance is at once believable and miraculous.
The land rendition on the side of the figures is simpler than that of the she-camel.
Around the figures, the short small plants and straight tree trunks on smooth hills look
controlled, kept in check, and even pruned as in a garden. This simplicity contrasts with
the complexity of the land space around the she-camel, an intricately rendered space that
seems to have physical potential for the occurrence of a wonder. The different land
renditions distance the she-camel’s space from that of the figures on the right.
The artists further isolate the space around Salih by leaving it unpainted and, thus,
visually stripping it of contextual reference. Between Salih and the other figures is a
vertical line formed by the golden gourd, the tuft of grass above it, the fingertip of the
figure pointing at Salih, and the trees at the top. This line divides the pictorial space,
separating Salih from the other figures. The darkest hill in the picture slopes sharply
down from this vertical line toward Salih as if to provide a physical barrier between him
and the other figures. Although damaged now, in the original condition, the trees on this
hill would have extended this barrier even toward the sky. On the other side between
Salih and the she-camel, plants grow as tall as the she-camel. The stalks of these plants

72

are more or less parallel to the dark slopping hill in the land rendition on the right, and,
together, they visually frame and centralize Salih.
Although the land renditions here visually frame Salih, the central figure, they
are by no means ornamental. Framed by the land renditions, Salih’s spiritual standing is
made to appear higher than that of the other figures; but, at the same time, the frames
allow visual comparison and permeation between the different states of the figures and
the she-camel. The framing land renditions, then, do not distract the viewer’s attention
away from the signified; neither do they mediate between the viewer and the signified.
Instead, they seem to mediate between the different pictorial spaces within the picture
plane, playing a crucial role in the complex process of signification.
I posit here that the current usage of the art historical term “frame” to describe a
function of an ornament, as laid out by Gombrich and Grabar, for example, may not be as
applicable to the Jami al-Tawarikh paintings as to some European paintings. The book is
the primary medium in which the viewer encounters the paintings from the Islamic world.
How do we define what “frame” is in the context of book? What surrounds the paintings
in the book form is text, which is fraught with meaning. Acknowledging this, one might
argue that the book covers function as frames. Even then, the shamseh on the cover,
which is understood to be an ornament in current scholarship, may in fact visually mark
the temporal beginning and ending of a literary/visual experience of encountering a book.
In so doing, it places the reader/viewer in a certain space and time to participate in a
cultural discourse. Many illustrated books from the Islamic world were luxury products,
usually read in the context of a royal court. The shamseh, then, may have signified an
important initiation to the king’s circle and may have participated in the performance of
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the kingship. In the paintings from the Islamic world, framing may not have equated to
an ornamental function and may need further analyses for its signification.

Country/City – “City of Iram”

In the first image in the Edinburgh portion of the Jami al-Tawarikh, which covers
the history of the Ancients, we see the city of Iram (Figures 27, 28). The picture has a
tripartite composition, with the architecture in the center flanked by the outdoor scene
with two equestrian figures on the right and the garden scene on the left. Here, the
techniques used for the architecture, figures, and land renditions differ from one another.
The architecture is executed in repetitive fine straight lines, while the figures are modeled
and shaded. The land renditions, on the other hand, are characterized by the calligraphic
strokes varying in thickness and thin wash.
The linear execution of architecture brings out its rigidity and immobility, while
the modeling and shading intensifies a sense of animation in the figures. The calligraphic
strokes and thin wash visually emphasize the diversity and randomness in nature. In real
life, architecture is inorganic, while human beings are animated. The plants, water, and
rocks can be said to be the most organic of all because they grow in the most diverse
colors and shapes. By using different techniques, then, the artists exaggerate the varying
degrees of organicity already implied in the painted subjects themselves.
In this picture, the artists create an illusion of a three-dimensional space mainly
through the architecture. Along the central line in the architecture, the balcony and roof
are off-set, with the left half stepped down from the right half. This breakage suggests a
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change in view, which is only possible when one looks around an object in a threedimensional space. The balcony and door steps are also rendered from a three-quarter
view, which results in an illusion of volume.
The land renditions, on the other hand, do not enhance much of the illusion of a
three-dimensional space that the architecture creates. For example, on the right of the
architecture, the rock formations do not overlap one another, and the grass grows more or
less in a line. On the left, the flowers are disproportionably large and scattered about in
mid-air. The cascading and broiling of water suggest its weight, but because it comes
immediately after a rock and a tree trunk growing naturally in parallel to the water flow,
the space around the water seems somewhat flattened. The thin blue wash at the top of
the painting alludes to the atmospheric surroundings, but the unpainted negative space
both on the right and left of the architecture brings the viewer’s eye back to the twodimensional surface of the paper. In comparison to the carefully distorted architecture,
the land renditions here only give a nod to the efforts to create an illusion of a threedimensional space.
Through the visual dichotomies set between the architecture and land, between
the inorganic and organic, and between the three-dimensional and two-dimensional, the
artists bring the viewer’s attention to how the two pictorial spaces on the right and left of
the architecture visually relate. The depiction of soil and grass is similar in the two
pictorial spaces, both in color scheme and techniques -- brown smudged paint on the soil
and green calligraphic strokes for the grass.
The two pictorial spaces, however, evoke two vastly different overall impressions.
The space on the right is dominated by the two equestrian figures, whose bodies are
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vertically parallel to each other. The artists also align the body of the figure on the far
right with the hind legs of the horse in front, further extending this figure’s vertical form.
The other equestrian figure’s leg also seems to extend the left front leg of his horse. The
land renditions in this space also invoke verticality. The only tree on the ground is
aligned with the horse’s head above it and the willow-like leaves hanging vertically down
from the top. This line of the tree, horse’s head, and leaves is parallel to the two
figure/horse leg combinations.
No visual element here is given enough prominence to distract the viewer’s
attention away from these vertical arrangements. The only tree on the ground is short,
straight, flowerless, and not branching far in the air, which minimizes its presence.
Instead of growing on the soil, it seems to sprout from the bottom frame of the picture,
further disengaging from the surrounding space. The willow-like leaves are both above
the horse’s head and between the two figures, implying that the two clusters are
horizontally connected outside the picture plane. By not including this connection in the
painting, the artists direct the viewer’s eye entirely to the plumb leaves.
Both figures and horses face left, signifying their movement from right to left.
How can we characterize this movement? The space on the whole is divided into four
columns by the three vertical lines – one through the tree, front horse’s head, and willowlike leaves, the second through the front figure and his horse’s left front leg, and the third
through the figure on the far right and the hind legs of the front horse. The widths of
these columns are more or less the same, except for the one on the far right. These
evenly-spaced parallel vertical lines evoke a sense of horizontal movement, a procession,
and make the passage of time visually legible. The leading figure on the right has a whip
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in his hand but is not using it. While he also holds the rein in hand, he is only loosely
grasping it. These particular choices suggest that he has not come to a halt but is moving
slowly, nevertheless. Accordingly, his horse raises only one of his legs, the right front
one, as in a casual stride.
In contrast, in the space on the left, the soil on the ground is packed with trees and
plants sprouting from it and a waterfall rushing down to it. The air, far above, is filled
with multidirectional branches, whose trunks fall outside the picture frame. On these
trees, plants, and branches, purple and red flowers bloom, yellow fruits ripen, and healthy
leaves of varying shapes stretch out seemingly to catch the sun. The suggested sound of
water, perfume of flowers, and juice of fruits further enrich the visual experience by
appealing to aural, olfactory, and gastronomic senses. It almost seems as if anyone inside
this garden space could easily lose touch with the outer world, overwhelmed with variety,
plenty, and beauty. Accordingly, the time seems to wander about aimlessly here,
following the flow of the cascade, branching and blooming with the plants, and ripening
through the season with the fruits. If a strictly observed verticality and linear procession
characterize the space on the right, the space on the left is variegated, bountiful, and fluid.
The additive composition leaves the differences between the two spaces on the
right and left of the architecture unresolved. By drawing a vertical line through the
architecture, the artists almost seem to warn us about this anxiety across the two spaces,
from rural to urban, from outdoors to indoors, from public to private, from wild to
domestic, from journey to home, from nomadic to sedentary, and from forward to inward
space. This line functions like a fault-line in plate tectonics; around the line, the
architectural components of the building, such as the balcony and the roof, are off-set,
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which further enhances the abruptness. As a result, the difference between the two
spaces can be unsettling and discomforting.
Nevertheless, the two spaces are not impermeable. In fact, the artists seem to
equip the viewer with visual “passageways” between these two spaces. The movement
from right to left is further enhanced by the open door and the windows in the
architecture, which suggest that the equestrian figures will ultimately enter the building
and rest in the garden. In so doing, they also invite the viewer into the edifice and the
garden. Conversely, the figure at the door steps from left to right, guiding the viewers'
eye from left to right. This bidirectional movement is also evoked in the tree at the center
of the picture; while its trunk is firmly rooted on the left, its branches spring from the
building on the other side, and its leaves drape over the equestrian figures on the right.
This tree, along with the figures and architectural elements, moves the viewer’s eye from
right to left and from left to right. These passageways mediate between spaces and make
the movements through pictorial spaces visually possible.
Thus related, the two spaces on the right and left of the building seem to
communicate to the viewer as visual dialectic. The difference between them is not
synthesized in the painting; rather, it only comes to a synthesis in the viewer’s experience
of encountering the painting. If the land renditions here pose the problem of visual
dialectic, the building facilitates the process of resolution in the viewer’s eye.
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Known/Unknown – “Alexander in the Fog”

The image of Alexander and his soldiers marching appears on the recto of Folio
19 of the Edinburgh copy (Figures 29, 30). The accompanying text speaks of
Alexander’s grand expedition to the Northern regions, infamous for their harsh climate.
In the picture, all the men and their horses are decked out. The figures are equipped with
the accoutrements of combat: helmets, armors, and swords. Alexander holds a mace, and
a shield is seen propped up on the right-most figure. These objects are not only
diversified in form but also depicted in great detail. Each helmet is topped with a horn;
Alexander’s helmet is further spiked with many horns on its sides. Every metal layer of
the chain mails is separately patterned with lines, squares, or vegetal motifs. One shield
in the picture is painted in blue and embellished with a yellowish-brown tiger and vegetal
patterns. The horses are also harnessed with bridles and saddles, with dots of white paint
probably representing metal adornments. Overall, the figures and horses look equipped
for some kind of military action.
The figures’ armors and the horses’ bodies are the only places where there is fine
cross-hatching and much line work as in pen drawing. These techniques further elaborate
the figures and horses by giving more visual information and by adding rough texture to
their surfaces. Through these details, the artists bring the viewer’s eye to the luxurious
combat garments and the well-groomed horses. They also suggest the state in which the
figures and horses stand, namely, their preparedness and readiness.
In contrast to the human and animal protagonists, the immediate space around the
figures and the cloud-like forms on the left appear with little detail. In fact, the space
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around the figures is completely bare. Seemingly appropriating from the Chinese
landscape paintings, the artists darken this space with large washes and drier streaks of
diluted brown. Because the shading here more or less follows the contours of the figures,
horses, and cloud-like forms, it does not create much of a sense of depth in space.
Instead, the shading simply makes it seem as if light does not enter there. Because this
space is dark and flat, it seems to serve as a stage on which the figures are put under the
spotlight displaying their lavish garbs in detail. The space seems to exist on its own,
separated from the rest of the world.
Unlike the subdued evocation of a “stage” in the space, the cloud-like forms,
which seem to represent fog near ground, are colorful in blue, grey, white, silver, and
gold. Dark blue and grey, gradated by a varying degree of dilution, shade the scrollshaped fog. The opaque white highlights the convex parts of the scroll-shaped fog, while
the silver and gold outline each scroll. As David Talbot Rice and Basil Gray point out,
the silver may have been much brighter and shinier in the original state of the painting
than its current oxidized condition.177 The shimmering of the metallic paint would have
been further intensified against a background of dark and wet blue and grey, making the
fog look as if it were electrically charged, almost capable of bringing about a tempest.
The majestic twirling of the cloud-like forms of the fog further stand aloof from the rest
of the picture. By outlining the two clusters of fog with thick opaque black, the artists
demarcate and isolate them, further enhancing their awe-inspiring appearance.
In addition to its scroll-like shape that swells and curls, this energetic appearance
of the fog makes it seem rapidly moving and changing. Because the tails of the fog
clusters end on the left and right of Alexander, the fog seems to have originated near
177
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Alexander and spread into the space around him, only to reappear in a different manner a
moment later. The decked-out figures in the ethereal space are set in opposition to the
whirl of the fog in front of them.
The exaggerated contrast between the heavy armors, the empty space, and the
awesome fog renders the movement of the figures from right to left encumbered and even
hazardous. In fact, the figures’ garments under their armor and the pieces of cloth on the
figure on the far right are fluttering away from the fog, suggesting that a strong wind is
blowing in their direction. The figure on the far right is hunched over, tightly grabbing
onto the reins. Together, the three figures on the right seem to be looking at the figure on
the far left, Alexander, as if they do not dare to walk into the fogy region on their own
without his guidance. By stepping out of the bottom picture frame, the horses seem to
have lost their grip on the ground. The two horses on the far right look at each other as if
they are in dismay about the perilous march ahead. As a result, the three figures on the
right and their horses look hesitant and disoriented.
On the other hand, the figure of Alexander and his horse do not seem deterred by
the difficulty of this movement. He sits up straight and looks directly into the fog.
Likewise, the profile view of his horse’s head and its raised leg indicate that it, too, enters
the fog with an unyielding stride. The cluster of fog on the left is concavely shaped so
that it contours the head and leg of the horse, further intensifying its movement into the
fog. The other cluster of fog is behind Alexander, suggesting that he is already well
inside of the fogy region, guiding the other three figures and the viewer, as well, to this
unknown world.
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Center/Periphery – “Muhammad, Abu Bakr and the Herd of Goats”

The image of Muhammad and Abu Bakr next to a woman milking a goat on the
recto of Folio 57 of the Edinburgh copy is the only painting in the quire, Quire 8. It is
also the last image before several imageless quires on Muhammad's later life, including
the Medina period, and the caliphates (Figures 31, 32).178
While the Prophet Muhammad plays a central role in all the other pictures in the
Jami al-Tawarikh, in this last painting that illustrates his life, he is visually set aside. He
is seated on the far right and faces the figure of Abu Bakr. He is as large as Abu Bakr,
and his face and cloak are similarly modeled and shaded as those of Abu Bakr. Both
figures are executed mostly in wet washes, with the shading gradated by the degree of
dilution of paint in water. By being closely associated with each other, the two figures of
the Prophet Muhammad and Abu Bakr seem to form a pack, which is pictorially balanced
by the female milking figure with goats on the left.
The wet paint on the figures of Muhammad and Abu Bakr contrasts with the fine
lines used for the four goats on the left. The lines of brown and grey topped by thin lines
of white make the goat fur look soft to the touch. The large size of the goats and the
tactility of their bodies make them prominent visual elements in the picture. The goats
form a pack along with the hunched female figure, who in her seated position is as tall as
the goats. This pack takes over a large section of the picture plane, as large as that of the
Prophet Muhammad and Abu Bakr on the right. The care and energy put into rendering
the pack on the left also equals or even more than that put into painting the two figures on
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the right. As a result, the painting demands the viewer’s divided attention: one for the
left and the other for the right.
One grey goat raises its head to look back. Its eyes set on a long vertical nose
further exaggerate the action of looking, making it seem as if it looks back with a purpose.
The only other figure who also looks toward the center of the picture plane is the Prophet
Muhammad on far right. Together, the goat and the prophet bring the viewer’s eye to the
center of the picture plane.
Yet, the center of the picture is occupied by a tree that looks neither monumental
nor healthy and has spiky-leafed fruitless branches that point to many directions.
Although it is at the center of the picture, the tree does not seem to demand the viewer’s
attention. On the contrary, it seems to divert the viewer's attention away from itself along
the multiple directions of its sinewy branches. One of the branches reaches up to the high
peak of the mountain range. A few on the left of the tree extend to the female figure and
the goats. The rest of the branches on the right of the tree almost touch the back of the
figure of Abu Bakr.
The water that seems to spring from or ends at the right side of the tree trunk also
diverts the viewer’s attention by circuitously turning its course and skimming over the
herd of goats to reach the hills on the upper left. Furthermore, the figures on the left and
right of the tree have their backs to it, directing the viewer’s attention laterally away from
the central motif. The goats too are facing left, further enhancing this diversion of the
eye toward the sides of the picture plane.
The periphery of this picture is clearly delineated and made prominent by many
low hills at the top and rock formations on the bottom and the two sides, all executed in
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similar color scheme and calligraphic strokes varying in thickness. Here, the colorful and
prominent periphery and the diminutive central tree upset the expected hierarchy between
center and periphery in a picture. Likewise, the off-setting of the figure of the Prophet
Muhammad and the visual importance given to the other figures and the goats bring to
question his assumed centrality in the painting.

Spaces of Text and Image on a Page – “Mountains of India”

On the recto of Khalili folio 261, the space of the picture is clearly demarcated
with three frames ruled in gold, black, and red (Figures 33, 34). The paper within these
frames is fully painted, further separating the pictorial space from the rest of the paper.
As discussed in Chapter 1, most paintings in the Jami al-Tawarikh are as wide as the text
boxes above and below them. In comparison, the top and bottom sides of the picture here
are shorter in width than that of the text box; and because it is placed in the lower middle
part of the page, the text envelops and borders it on all four sides.179 If the picture were
as wide as the text box, it would interrupt the flow of the text only from top to bottom;
but here the picture stops the reader also from right to left. This puts the viewing and
reading experiences more in competition than in most other pages in the Jami alTawarikh.
Sheila Blair has compared this “squarish space” to the illustrations to Qazwini’s
cosmography ‘Aja’ib al-Makhluqat Ghara’ib al-Mawjudat (“The Wonders of Creation
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and the Oddities of Existence”).180 Yet, this painting interrupts the flow of reading much
more than those in ‘Aja’ib because it is filled with detailed land renditions, leaving not
much negative space. The hills and the water are greatly varied in color, different shades
and tones of blue, grey, and brown. The image also offers many different textures. On
the hills are trees with varied spiky leaves. The artists put short thin lines all around the
outlines of the hills, which seem to have grown stubby hair. The top parts of the hills are
rendered in clusters of concentric circles. The artists modeled and shaded these circles,
giving rough texture to this area. Under the top parts of the hills are washes of blue, grey,
and brown, which suggest smooth texture on the hill slopes. Under the hills, the stacked
arcs in water suggest its swelling waves, and the clusters of dots here and there denote its
foams. In the water are a pair of fish with scales and a pair of ducks with feathers. The
diverse textures rendered in the image make the viewing experience almost tactile.
The area of each hill that comes in contact with, and is about to be overlapped by,
the hill in front is painted in white. This white contrasts with and, therefore, brings out
the color and texture of the top part of the hill in front. Together, the three layers of each
hill allow the viewer to distinguish it from others and bring the emphasis to the many
different textures rendered on the hills.
Without any protagonists, the painting does not deliver any narrative of a story.
In fact, the text around the image describes the land of India as if it were a travelogue or
an ‘aja’ib (wonder). In addition to interrupting the flow of the text twice, downward and
leftward, the painting offers a rich visual experience of a rendered land that is unlike the
experience of reading the text. As a result, the reader/viewer feels much tension in the
transition from reading the text to viewing the image, and vice versa. Here, the land
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renditions challenge the reader/viewer to reconsider the relationship between text and
image in a book and to explore different ways he/she can encounter an illustrated book.

Cultural Spaces – “Mountains between India and Tibet”

On the recto of Khalili folio 262, we are given a picture of a land rendition at the
center spanning the space between two figures (Figures 35, 36). Their distinctive facial
features suggest different ethnicities. They have also donned culturally distinctive
garments, headgear, jewelry, and shoes; the figure on the right is in Tibetan garb, and the
one on the left is in Indian garb swung over the left shoulder. Each figure is near one of
the two buildings cut off on the two sides of the picture. The physical proximity between
each figure and the respective building suggests her close link to the architectural space.
Since the buildings are cut off on the sides, giving the illusion that the architectural
spaces extend beyond the picture frame, indicating, perhaps, two urban or cultural spaces
larger than the solitary edifice. The figure/architecture clusters seem to represent
sedentary civilizations, which the artists separate visually.
The two figure/building clusters are separated by a land rendition, which takes
over more than half of the painting surface. Here the large tree rooted near the head of
the seated figure on the right adds a vertical dimension to the figure, which balances out
the standing figure on the left. There are rock formations lined up near where the tree is
rooted, as if to extend the presence of the figure on the right horizontally, as well. The
land rendition, then, demarcates the oppositeness of the two figure/building clusters and
pits one against the other.
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At the same time, the land rendition makes the rapport between the two
figure/building clusters visually possible. The branches of the trees come in contact with
much larger hills, which slopes down toward the seated woman. Beneath the hills, the
shorter rock formations of equal width and the bushes on them equidistant to one another
slop toward the seated woman, as well. The artists emphasized this sloping by gradually
reducing the height of the rock formations and bushes as they become closer to the seated
figure. On the left of the hills, the two sets of rock formations are closely related. The
one on the left near the standing figure is in grey, and the one that occupies the middle of
the picture is in brown. Together, they form one slope descending from above the
standing figure on the left to near the feet of the seated figure on the right. The artists
emphasized this descending by placing the bushes of equal height and equidistant to one
another only at the bottom rock formations. The slope here is parallel to those of the
bending back of the figure on the left and the larger hills on the right. From near the feet
of the figure on the right to the feet of the figure on the left, another set of rock
formations and bushes are lined up. The river flows from the shorter rock formations
beneath the hills to the lower right corner again close to the feet of the seated figure,
where it changes its course toward the feet of the figure on the left. Together, the rock
formations, bushes, and river facilitate the eye’s movement from their own forms to one
figure/building cluster, to the other figure/building cluster, and then back again to
themselves.
It is in the land rendition at the center of the painting where the movement and
passage between the two figure/building clusters happen. In the analysis of the “City of
Iram” above, I spoke of a visual dialectic between the two spaces with land renditions
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and of a resolution made possible by the building at the center. There, I argued that the
synthesis of this visual dialectic occurs in the viewer’s experience of encountering the
painting. Here in the “Mountains between India and Tibet,” it seems that the roles of
land renditions and architectural elements are reversed; the buildings here pose two
different pictorial spaces while the land rendition in the middle offers passageways
between them. If the buildings along with the culturally specific garments of the figures
connote two different social spaces, the land in the middle may allow the viewer to come
to a synthesis between them while the eye moves back and forth from one rendered social
space to the other.

Three-Dimensional/Two-Dimensional, Two-Dimensional/One-Dimensional –
“Musa Slays the Giant ‘Uj ibn ‘Anaq (Og)”

On the verso of Folio 9 in the painting of Moses defeating the giant ‘Uj, Moses
stands with his staff on the right and appears diminutive in comparison to the giant,
whose upside-down body dominates the picture plane (Figures 37, 38). The giant’s body
is barely contained within the picture plane: his head abuts the picture frame in the lower
left corner; one of his huge bare feet prominently protrudes in the upper right corner, and
the other in the lower right almost hits Moses’ tiny slippered feet. The giant’s arms bend
into his right leg toward his chest, as if he too is making an effort to contain himself in
this limited space. The surrounding rock formations seem to form a round mass with the
giant’s body, a shape that is exaggerated because of it silhouetting against the unpainted
negative space. The swirling roundness of forms gives the squared picture plane the
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appearance of a circular rather than the usual horizontal display in the Jami al-Tawarikh
paintings.
The rock formations around the giant are outlined in calligraphic strokes and seem
almost fantastical in their twists and turns and their openings and closings. As in many
other paintings from the Jami al-Tawarikh, these techniques and motifs may have
reminded the viewer of some Chinese landscape painting motifs. Unlike most other
paintings from the Jami al-Tawarikh, however, these same techniques and motifs in this
particular land rendition do not give much sense of depth. Even the other techniques of
representing a three-dimensional space, like modeling, shading, and overlapping, are kept
at minimum here. As a result, the rock formations look more or less flat, almost like a
plate on which the giant is served. They provide the spatial context for the giant, the
largest visual element in the picture; therefore, they become a prominent part of the
painting. Because they are flat and prominent, they bring the viewer’s attention to the
two-dimensionality of the paper.
Although similar techniques are used to render the darker rock formations under
Moses’ feet, these seem to function entirely differently from those around the giant. Here,
the rock formations do not envelope Moses but stand firmly under him. The feeling of
stability is further evoked in the horizontal band of rock formation that overlaps and
crosses the vertical podium-like one under Moses’ feet. The much-damaged tree above
Moses’ head also seems to have been rendered in the Chinese techniques of calligraphic
strokes in the original condition. It reflects the rock formation under Moses’ feet and
fans like a parasol as if to protect Moses’ bare head from the glaring sun in the upper left
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corner. Together, the rock formations under Moses and the tree over him create a sense
of depth around him and provide a pictorial context for Moses.
The sun in the upper left corner is outlined in two parallel arcs, forming a
quadrant with the top and left frames of the picture. The artists filled in the quadrant with
a matte gold color with no sign of modeling or shading. From this quartered disk radiate
golden rays, which are executed in thin, simple, and repetitive lines. It almost seems as
though the rays were necessary for the sun energy to expand, perhaps, referring to the
sun’s spherical formation ultimately from a point source. If the pictorial space around the
giant evokes a sense of two-dimensionality, and that of Moses, three-dimensionality, then
the sun may remind the viewer of its one-dimensional source.
The three pictorial spaces are not isolated from one another but thoroughly
interconnected. In addition to providing the base for Moses, the rock formations under
him also link Moses to the giant. The horizontal band of rock formation overlaps the
rock formation on the right of the giant’s right arm and under his right foot. This foot
more or less parallels Moses’ stance and is pointed downward, with its big toe and ball
cupping the end of Moses’ red staff, which extends up to his ear. The tree above Moses’
head also stretches out and grows up toward the giant’s upside down left foot, further
linking Moses to the giant. On the left, the sun rays reach out to the rock formations
around the giant and even toward the giant’s body.
This visual interweaving of forms renders the overlapping pictorial spaces at once
three-dimensional and two-dimensional, or at once two-dimensional and one-dimensional.
On the right, while the rock formation under Moses’ feet seems to stand in a threedimensional space, it also seems to become part of the V pattern formed by the giant’s
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right foot and Moses’ staff. Likewise, the horizontal band overlaps the rock formation
under Moses, giving an illusion of depth, but, at the same time, it extends toward the
giant, becoming part of the flat dish around him. Because the tree extends left and
upward, and the giant’s foot is facing right and downward, the two elements together
seem to form a flat rectangular pattern. On the left, the sun rays are directly drawn on top
of the giant’s space and body, as if to slash through them.
Through this interweaving, the artists seem to emphasize the variety of
dimensionalities of the spaces, suggesting that evoking a sense of three-dimensional
space is not their only or ultimate aim. Instead, they seem to compel the viewer to frame
the question of illusion when he/she encounters a painting. They also present art
historical references to the viewer; the sun looks much like how the sun was rendered in
pre-Ilkhanid paintings while the new techniques and motifs that they appropriated from
Chinese landscape paintings function differently here from how they may have
functioned in the foreign art tradition. In the experience of encountering this painting,
then, viewers may have had to reformulate how they saw different painting traditions.

Before and After – “Moses in the Bullrushes”

On Folio 7 verso from the Edinburgh copy is the image of a box containing the
baby Moses floating down the river to be picked up by Pharaoh’s wife (Figures 39, 40).
The picture is dominated by the “gnarling” water in the middle, which rushes down
energetically and is foaming on the way. The long sides of the box are oriented in the
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same direction as the watercourse, which exaggerates both the speed of the flow and
box’s rapid downward movement into the lower right cove where female figures await it.
Around the box, the rock formations and plants on the two banks mirror one
another, forming a sort of radial symmetry. The four-stalked plant with red flowers and
short tiny leaves on the side of the figures seems to be rooted on the purple rock under the
large tree. As the viewer’s eye moves from this plant toward the box in the water and
continues onto the other riverbank on the lower left, it finds a four-stalked plant there, too,
which copies the one on the side of the figures. This plant also seems as if rooted on a
rock, blue grey in this case. On this side, the plant on the right of the four-stalked plant
has flat, pinnately-veined leaves that taper toward the tip, and they resemble the tree
leaves on the other side above the box. The leaves of the plant and the tree twist slightly,
further enhancing their likeness.
Under the tree leaves on the figures’ side, a tuft of grass sits on a leveled rockless
bank, emulating the tuft of grass on the other side, also situated on an even rockless
ground. The grass blades on the two banks are of about the same height and similarly
executed in calligraphic strokes that form arcs toward left and right. There are only two
blue rock formations in the picture, and they are located on the two banks facing each
other. Both of these rock formations are put next to brown rock formations, composing
two clusters that mimic each other across the water.
Furthermore, on the figures’ bank, the tree with clothes hanging off its branch and
the female figures up and down the stream echo each other. Although the techniques
used to render the land renditions differ drastically from those used for the figures, their
overall forms are similar. The bending body of the older woman at the bottom of the
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stream resembles the bending trunk of the tree up the stream. This tree's branch that
holds up the women’s clothes, in turn, emulates the stretched-out arm of the central
younger woman on the left of the older woman. Her long tresses cascade down from
behind her arm just as the fluttering clothes hang off the tree branch up stream. The other
younger woman’s hair is even longer, gliding the central figure’s fingers and reaching the
water. This hair’s position to the central woman’s stretched arm is analogous to that of
the bunch of leaves with a red fruit’s location at the end of the tree branch. Together, the
older woman and younger woman form a shape similar to that of the tree up the stream.
In contrast to these echoing plants, trees, rock formations, and figures, the raging
water in the middle is unique in the picture. Because this water is closely associated with
the most significant element in the picture, the box, the radial symmetry around the box
further brings out the singularity of water.
Running water not only moves in space but also in time, from before to after and
from past to future. The water rendered in the picture invites the viewer to see beyond
the moment captured in the picture -- the past from which Moses comes and the future to
which he heads. Moses’ future is explicitly illustrated in the painting. He is about to
pass by the tree with clothes hanging off its branch to arrive at his final destination, the
female figures at the bottom of the river. By being placed toward the end of the box’s
journey and by emulating each other’s forms, the tree and the female figures share a
temporal importance in Moses’ life. Although the past of Moses is not explicitly
depicted here, it is implied in the box floating in the middle of the river. The water in the
painting may represent the time axis in Moses’ biography and makes this particular visual
account of Moses’ beginning possible.
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Time Stopped – “'Abd al-Muttalib and al-Harith about to Discover Zamzam”

On recto of Folio 41 in the Edinburgh copy appears a painting of ‘Abd al-Muttalib,
the Prophet Muhammad’s grandfather, finding the well of Zamzam (Figures 41, 42).
The figures are attentively looking and pointing at the bird and insects painted in diluted
grey. The black irises in the figures’ eyes are painted in the right most parts of the eyes,
clearly marking the direction of their looking. His left arm is half-raised to point at the
bird and insects. Since the shorter figure’s hands are either resting on the larger figure’s
left arm or supporting it, three hands are put together to end on the larger figure’s index
fingertip. This amalgamation exaggerates the finger’s action of pointing at the bird. The
larger figure’s right arm holds a pickaxe, whose blade is almost parallel to his shoulders
bending forward in the direction of the bird and insects. The pickax’s shaft is
perpendicular to its blade and is aligned with the figure’s left arm. This alignment
elongates both the arm and the pickax, further bringing the viewer’s attention to the
already pronounced pointing finger and the blade that similarly tapers at the end. This
arrangement emphasizes the two visual elements that illustrate the state in which this
figure is, namely, his recognition of the sign and readiness to action.
In contrast to the detailed faces and hands of the figures, the rest of their bodies
are completely obliterated under the patterned cloak. These robes are rendered in rich
opaque color with tightly-knit designs, geometric on the larger figure and floral on the
other. Folds on the fabric are indicated with black lines, but these folds do not disrupt the
continuity of the motifs. In order to keep the integrity of the designs over the entire
surfaces of the robes, the artists sacrifice the illusion of the three-dimensionality. What
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might have been the important function of the patterns? The plumb patterning in
contrasting red and blue on the larger figure’s robe turns the viewer’s attention away
from the anatomical structure of his body and moves it instead to the solidity of his stance.
Their heads are wrapped in turbans of overlapping strands of cloth, indicating
their roundness. But because the two pieces of cloth overlap in similar fashion, they
seem to become fabric patterns. In addition, the shorter figure’s headgear is placed under
the larger figure’s headgear and next to the larger figure’s chin piece. This links together
the two headgears and the chin piece, which seem to form one continuing fabric on the
two heads. In fact, the two heads seem to spring from one body, rather than two, because
much of the shorter figure’s cloak is hidden behind the larger figure’s robe, and the part
that peeps out hangs in parallel to the robe of the larger figure. As a result, the floral
cloak of the shorter figure seems to be a piece attached to the larger figure’s robe. The
two figures seem to form one large mass, conical in shape, which further makes them
look stable and unshakable.
Because of this rocklike posture, the figures seem to be wholly and fully engaged
in the moment both in their mental and physical states. By rendering the figures look
concentrated, they seem to imply the significance of the moment. The area around the
larger figure’s feet in solid black is more or less left unpainted. Because the feet are not
flat on the ground but slanted as if in the middle of walking, they seem to float in mid-air.
The shorter figure’s feet are simply non-existent. This disengagement of the figures from
their environment makes it seem as if even time has stopped for them.
Unlike most other paintings from the manuscripts in the languages that use the
Arabic script, the artists of this picture move the viewer’s eye from left to right. Because
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this movement is visually unexpected, the viewer may have been stunned. The image
box here is also inserted in the middle of the text that reads from right to left. As a result,
the directions of reading and viewing conflict with each other. The left-to-right
composition, then, may have mechanically stopped the viewer to focus him to the still
moment of the picture.
The land rendition is in contrast to how the figures are painted. The dots on the
land were watery when applied so that, when they dried, most of the pigment settled on
their outlines, leaving their interior almost empty. There is not much outlining on the
rock formations, which are executed instead in broad strokes of wash more or less in
parallel. These strokes give an impression that they may even have been freely executed
without a plan. Along with the empty dots, the translucent hills create an overall dreamy
or ethereal effect. As in other Jami al-Tawarikh paintings, here, too, the artists use
Chinese techniques for rendering land, as opposed to those used for the figures that seem
to originate from the earlier periods in the Islamic world or from the Byzantine world.
More particularly for this painting, however, the artists seem to be pushing the limits of
the visual capabilities of the Chinese landscape painting techniques and motifs. In so
doing, the artists further distance the land renditions from the figures and set them in
opposition to each other.
Even the hills seem to recognize this difference by scooping down where the
figures stand and by rising on the two sides away from them. In so doing, they lend a
negative space shaped like an upside-down cone around the figures, which intensifies the
solidity of the figures in comparison. This way, the relationship between the figures and
land rendition is negatively defined – the land rendition is not what the figures are, and
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vice versa. Therefore, if the figures represent existence and being, the land rendition
seems to represent anti-existence and anti-being. As thesis and antithesis, the figures and
land rendition balance the picture, complete the event, and are in a dialectical relationship
to be resolved in the reader/viewer.
Both the figures’ eyes and the tall figure’s finger draw the viewer’s attention to
the bird and insects on the lower right corner. If one were to draw a straight line along
the arm of the pointed finger and extend it toward the bird, it would coincide with the
hunched back of the bird. This continuity exaggerates the connection between the figures
and the bird although they do not touch one another physically. To demarcate the area of
the bird and insects, a wide stroke more or less in the same grey paint moves across the
bottom part of the picture. But the area within this wide stroke is left unpainted,
segregating the bird and insects from the land rendition. Because the bird and insects are
visually disjointed from the land rendition, like the figures, they seem to function as an
auxiliary to the figures rather than to the land rendition.
While the bird seems to continue the figures’ gaze by standing as the object of the
gaze, it also provides a contrast to the figures. The bird and insects are in diluted black
and grey whereas the figures are decked out in colorful wardrobe. They are also rendered
in larger brushstrokes, with insects’ bodies seeming to be executed with one go, which is
unlike the detailing on the figures. The bird and insects add another visual layer to the
painting and may demonstrate their function as God’s sign to the figures.
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Conclusion

The painters of the Jami al-Tawarikh newly appropriated Chinese techniques of
modeling, wash, and calligraphic strokes and motifs of scrolling clouds, rolling hills, and
sinuous tree trunks. Through this new way of rendering land, the Jami al-Tawarikh
artists evoke an illusion of three-dimensional space and passage of time for the first time
in the Islamic world. In this chapter, I demonstrated that many Jami al-Tawarikh
paintings bring the question of constructing pictorial space and time to the center of the
visual experience. The land renditions in them compel the viewer to relate the different
pictorial spaces and times, which may have resulted in a completely new visual
experience of encountering paintings in a manuscript.
How can we address multiple spaces and times in the Jami al-Tawarikh
paintings? Taking the model of historians of seventeenth-century Dutch art, such as
Svetlana Alpers, I search for tools from Ilkhanid writings to articulate the particular
visual experience of encountering the Jami al-Tawarikh.181 Dutch paintings had also
been disparaged for their difference from the Italian Renaissance paintings until their
distinctive visuality led to relatively recent art historical projects of rethinking concepts
like perspective and illusionism. Through gathering constructs of space and time from
Ilkhanid writings, I attempt to find answers to what implications multiple pictorial spacetimes may have had in the Ilkhanid context. The next two chapters explore what visual
operations of land renditions in the Jami al-Tawarikh may have signified to the Ilkhanid
reader/viewer by linking them to Ilkhanid writings of history and astronomy.
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CHAPTER 4

Historiography in the Jami al-Tawarikh Land Renditions

In Chapter 3, I demonstrate that land renditions in the ten paintings from the Jami
al-Tawarikh bring the conceptualization of pictorial space and time to the center of the
visual experience. In current scholarship, the land renditions in the Jami al-Tawarikh
have been analyzed mainly in terms of their resemblance to Chinese landscape painting
styles and themes. Tracing the art historical origins of the motifs and techniques utilized
in rendering land in Jami al-Tawarikh paintings has shed light on the commercial
movements of the cultural products between West and East Asia under the Mongols,
including trade of textiles and ceramics.182 According to these historical connections,
however, the aesthetic motifs and painting techniques in the Jami al-Tawarikh land
renditions neither follow one specific style nor participate in any known artistic discourse
from China.183 Although the Chinese and Ilkhanid worlds were in dialogue to great
extent, the link has not solved the problem of what these new land renditions may have
signified to the Ilkhanid reader/viewer or how those significations may have been
visually realized.
On the other hand, the land elements prominent in the Jami al-Tawarikh paintings,
such as cloud, hill, fog, water, tree, and rock, are also discussed in the accompanying
182
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texts. Although the pictorial land renditions were new in the Jami al-Tawarikh, the
textual imageries of land had played an important role in the pre-Ilkhanid world histories,
such as al-Tabari’s Tarikh al-rusul wa al-muluk and Ibn al-Athir’s Al-kamil fi altarikh.184 Rashid al-Din places his history in the world history writing tradition in the
Islamic world in the text of the Jami al-Tawarikh by explicitly challenging the
historiography of Ibn al-Athir. Yet, in the Jami al-Tawarikh, the invention of the new
painting style overlapped with the project of writing history. What, then, does the link
between the pictorial land renditions in the Jami al-Tawarikh and the world history
writing tradition say about how an illustrated manuscript of history operated in the
Ilkhanid context?
In the study below, I examine how the reader/viewer conceptualizes the historical
spaces of the Mongols and others as remembered through the Jami al-Tawarikh. I then
examine how Rashid al-Din constructed the discursive space of historiography through
the compilation and distribution of the Jami al-Tawarikh. Finally, I cast the land
renditions as historiographical topoi and discuss how they may have evolved out of
textual world histories from the pre-Ilkhanid Islamic world.185 A detailed textual analysis
of the Jami al-Tawarikh is beyond the scope of this project and has thankfully been
available, at least in part, by Thackston.186 The original texts are included in the
appendix to this chapter, and the numbers in parentheses match those in Appendix.

184

The editions that I use here are al-Tabari, Annales Abu Djafar Mohammed Ibn Djarir At-Tabari, ed. by
M. J. De Goeje, Leiden, s.1., 1879-1881, and Ibn al-Athir, al-Kamil fi al-tarikh, 12v., Beirut, 1965-67.
185
Here, I do not attempt to do what Albrecht Noth has done with the Arabic historiography in his
monumental work, The Early Arabic Historical Tradition: a Source-Critical Study, trans. by Michael
Bonner, Princeton, 1994. The span and thoroughness in this dissertation does not match that of Noth
although the underlying method is similar.
186
For a detailed study of the Persian text of the Jami al-Tawarikh, see Thackston, Jami’u’t-tawarikh. At
the time of writing, the last volume on the history of the world was not published.
100

Center/Periphery – Islamizing and Interpolating History

As it was commissioned by the Ilkhanids, the Jami al-Tawarikh expectedly
centers on the Mongol history. Rashid al-Din, however, does not take this emphasis for
granted; instead, he legitimizes the importance of the history of the Mongols in Islamic
context. First, he claims that the Mongols, Arabs, and Persians were in fact all
descendents of Noah, writing:
According to what is unanimously narrated by their own wise men and in
accordance with what is mentioned in Islamic histories and recorded in the Torah
of the Israelites, where it is said that the prophet Noah divided the earth into three
divisions from south to north, the first division he gave to his son Ham, who
became the father of the blacks; the middle part he gave to Shem, who was the
father of the Arabs and the Persians; and the third part he gave to Japheth, who
was the father of the Turks and was sent to the east. The Mongols and Turks say
the same, but the Turks' name for Japheth is Abulja Khan, and they do not know
for certain whether Abulja Khan was a son or a grandson of Noah, but they are
agreed that he was of his progeny and near to him in time. They are also agreed
that all the Mongols, various types of Turks, and nomads are descended from him.
(1)187
By claiming brotherhood among the Arabs, Persians, and Mongols, Rashid ad-Din places
the Mongols at the center of the kin network of all the Muslims. More importantly, the
topos of a prophet descending from Noah was well-established in genealogical writings
in the Arabic language, dating as far back as the Sira of Ibn Ishaq (808 – 873).188 On the
first page of his Sira, Ibn Ishaq lists the Prophet Muhammad’s ancestors, who include
Nuh (Noah) and his son Sam (Shem). By following the regional history writing tradition,
Rashid ad-Din Islamizes the history of the Mongols and, at the same time, rewrites the
genealogical history of Muslims.
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The effort to Islamize Mongol history is even more apparent in Rashid ad-Din’s
insertion of a monotheist as an important Mongol ancestor. Rashid ad-Din explains that
Genghis Khan's ancestor Oghuz eliminated all polytheist "infidel" Mongols:
Qara Khan…had a son (Oghuz) who would not take his mother’s breast to suckle
for three days and nights. Therefore his mother wept and pleaded, and every
night she saw the child saying to her in a dream, “Mother, if you become a
worshipper and lover of God, I will drink your milk.” Because her husband and
all of the tribes were infidels, the woman feared that if she worshipped God
openly they would kill both her and her child. Therefore she believed in God in
secret and loved God with all sincerity, and thereafter the infant (Oghuz) took his
mother’s breast and suckled…When he (Oghuz) reached maturity, his father,
Qara Khan ... said, “My son, Oghuz seemed greatly favored by fortune in his
infancy, and I became extremely fond of him. Now, however, he has taken up
wicked ways and turned his back on our religion. He cannot be left alive.”…they
(Oghuz and Qara Khan) fought with each other for nearly seventy-five
years…Finally Oghuz triumphed, seizing the land from Talas and Sayram to
Bukhara, and the realm submitted to him…it is established that the entirety of the
Mongols are descended from him. (2)189
Being the very first narrative of the whole book, the message contained in this passage is
clearly crucial, and it is apparently derived from the Koran. The concept, "infidel ()آﻔﺮ,"
is Koranic, and the theme of conflict between monotheists and polytheists is also Koranic.
For example, in Sura 109, the infidels and Muslims are set in a clear dichotomy:
Disbelievers! I do not worship what you worship nor do you worship what I
worship. I shall never worship what you worship. You have your own religion
and I have mine. (3)
Moreover, the triumph of monotheists and following lessons for "infidels" are recurrent
themes in the Koran. As far as modern scholars can tell from surviving documents,
however, the Mongols' lives before their conversion to Islam in the thirteenth century
revolved around shamanistic rituals, and their ideology had nothing to do with
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monotheism. The extensive effort to claim the Mongols' descent from a monotheist, then,
only makes sense in the religious or cultural discourses of Muslims.
While Rashid al-Din anchors his world history on that of the Mongols, he does
not write a monolithic Mongol history; instead, he interpolates it with the histories of
non-Mongols. He organizes his history reign by reign from Genghis Khan to all his sons,
including the Ilkhans. Within each reign, he divides the history into blocs of years
according to important activities and interlaces them with events that occurred in other
parts of the world. Rashid ad-Din groups the first thirteen years of Genghis Khan’s life
as one block and titles it as follows:
The history of Genghis Khan from the time of his birth, from the beginning of
Qaqai Yil, the Year of the Pig, which corresponds to the year 549 of the Hegira
and began in the month of Dhu’l-Qa’da, until the next Qaqai Yil, also the Year of
the Pig, which corresponds to the year 562 of the Hegira and began in the month
of Rabi’II. During this period his father, Yesugai Bahadur, was alive. During the
last year, the thirteenth, Yesugai Bahadur dies, and the thirteen-year-old Genghis
Khan was bereft of him. (4)190
Rashid ad-Din then narrates the events in Genghis Khan’s life at this time.191 He titles
the next section as follows:
The history that is known of Genghis Khan's contemporaries, the monarchs and
khaqans of Cathay, Chin, the Kerayit, the Naiman, the Mongols, the Uyghur,
Turkistan, Kiral-Bashghurd, Qipchaq, Orus, Circassia, As, Transoxiana, and the
caliphs and sultans of Iran, Anatolia, Syria, Egypt, etc. who ruled from the
beginning of the Qaqai Yil that began in Dhu'l-Qa'da of 549 of the Hegira
[January 1155] through the next Qaqai Yil, which began in Rabic II 562 of the
Hegira [February 1167], a period of thirteen whole years, as well as unusual
events that happened during that period. (5)192
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This section would, then, move the reader around the world during the time from Genghis
Khan’s birth to when he was thirteen.
The subtitles of this section are "A history of the rulers of the Khitai and
Qarakhitai during this period," "The history of the rulers of Machin—which the
Cathaians call Manzi and the Mongols call Nankiyas—who were contemporary with
Genghis Khan during the above-mentioned thirteen years," "The history of the rulers of
Turkistan and Transoxiana during this period," "The history of the caliphs, sultans, kings,
and atabegs of Iran, Anatolia, Egypt, etc. who were Genghis Khan's contemporaries
during this period," "In Khurasan," "In Khwarazm," "In Persia," "In Anatolia," "In
Kirman," "In Ghazna," "In Ghor," and "A History of Maliks and Atabegs," which is
further divided into "In Sistan," "In Mazanderan," "In Iraq," "In Azerbaijan," "In Syria,"
"In Diyarbekir," "In the Maghreb," and "Over Fars." This long list ends with "the history
of unusual events that occurred during this period in all parts of the world."193 Only after
this global digression does Rashid al-Din move onto the next ten-year block of Genghis
Khan’s life.
The number of non-Mongol histories dwindles for the later rulers since, by then,
most of the non-Mongol nations were taken over and annexed into the Mongol empire.
The last Mongol ruler to have his history interpolated is Qubilai Khan, and only four
sections make up the non-Mongol history here: "History of the emperors of Machin,"
"History of the sultans," History of the maliks and atabegs," and "Unusual events that
occurred during the period."194 The rate of interpolation also becomes lower with the
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later rulers; after Genghis Khan, each ruler's history is interrupted only once. Despite the
decrease of interpolation, in the larger scheme of the Jami al-Tawarikh, the main history
of the Mongols is placed in relation to other historical spaces.
In the preface to the Jami al-Tawarikh, Rashid al-Din lays out his compositional
approach:
Chapter 2 is on the history of Genghis Khan and His illustrious offspring, some of
whom became qa'ans in every age, [others of whom] did not attain a specific
rulership, along with a summary history of the rulers of the world who were
contemporary with them down to the present. (6)195
This is an important point at which Rashid al-Din sees himself departing from other
historians in the Islamic world. In the beginning of the history of Genghis Khan, Rashid
al-Din explicitly declares that his format is superior to the annalistic format of Ibn alAthir in al-Kamil fi'l-Tarikh:
Although compilers and writers of ancient histories have produced books of every
sort, [since] they have reproduced stories of various times without order, readers
have been unable to make full use of them. In the year-by-year history that the
late Ibn al-Athir produced, although he put much effort into it, the stories of each
ruler are not ordered, and although they follow more or less in sequence, the order
is not known. This much is certainly apparent to those who read the book.
Therefore, it seemed appropriate to the author of this book to record in sequence,
for every few years of Genghis Khan's history that is written, the histories of other
rulers of various parts who were contemporary with him so that the affairs of
rulers contemporary with each other might thereby be known in
general...[according to] the above-mentioned principle, from Genghis Khan's
birth until the end of his life, and after him until the present time, every few years
deemed appropriate the history of Genghis Khan and his sons and things that
became customary during their times will be written about, and the history of
other rulers at that time, as much as is known and verifiable and fits the context,
will be appended thereto, down to this regal era and blessed time so that the
reader may learn about the conditions of all. The principle of organization is then
as has been stated. (7)196
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Here, Rashid al-Din distinguishes himself from Ibn al-Athir by employing a new method
of organizing history. In comparison, he does not claim that the content of his history is
superior to that of Ibn al-Athir; in fact, many accounts in his history are so similar to the
latter that modern scholars, including Thackston, have considered the literary link
between them. It is instead in the form where Rashid al-Din argues his history stands out.
The systematic interpolation of the main history with other histories may have been
derived from Rashid al-Din’s conscious effort to invent a new historiography and to
make the reader recognize its novelty.
In writing a world history, relating different historical spaces poses an inevitable
compositional problem.197 On the one end of the spectrum, world history can be written
in a homogenized fashion where the narrative moves freely from one cultural space to
another without problematizing the differences between them. Most world histories from
the Islamic world belong to this group; for example, both al-Tabari and Ibn al-Athir
present monolithic world histories in this fashion. Theoretically speaking, on the other
end of the spectrum, the different historical spaces can be compositionally separated from
one another, thereby, fragmenting the overall history. No world history from the Islamic
world is written in this format.
I posit that Rashid al-Din’s historiography is somewhere in the middle of these
two extremes. By subdividing his history according to cultural spaces, Rashid al-Din
recognizes the differences among them. At the same time, by interweaving the main
history with other histories, he renders the main history dependent on the others. In so
doing, his historiography compels the reader to consider how the different historical
197
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spaces relate to one another. Through the process of relating these spaces, the reader
comes to a certain synthesis -- that is, the history of the world. Setting different historical
spaces in a dialectical relationship was new in Rashid al-Din’s historiography. His
explicit acknowledgement of its novelty tells us that the reader was to consciously
consider this dialectic in his/her remembering of the past.
Does the new painting style share in this function? As analyzed in Chapter 3,
the land renditions in the Jami al-Tawarikh create multiple pictorial spaces within a
painting or from painting to painting. These pictorial spaces seem disjointed, as they are
described in current scholarship as “additive;” at the same time, they are visually
comparable to one another. This way of painting brings out the differences between
pictorial spaces and compels the viewer to contemplate on the relationships between them.
In the experience of encountering the paintings in the Jami al-Tawarikh, then, the viewer
may have come to a visual synthesis through a similar epistemological process as that
which he/she engages in reading of the text of the Jami al-Tawarikh.

Center/Periphery – Compiling and Distributing History

The sheer number of the historical spaces included in the Jami al-Tawarikh has
made it a useful source for modern historians of the medieval world, ranging from
Europe to Russia. Rashid al-Din self-consciously boasts of this unique breadth in the
Jami al-Tawarikh. In his preface written during the reign of Ghazan Khan (1295 – 1303),
Rashid al-Din praises his and Ghazan Khan's worldliness and ability to compile histories:
In his (Ghazan Khan) highmindedness he focused his blessed attention upon
arranging and organizing it (the Mongol history) and issued a royal decree for this
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servant of the Ilkhanid state, the compiler of this arrangement, Fazlullah son of
Abu'l-Khayr known as Rashid, physician of Hamadan, to take the original
histories and genealogies of all the Turks who resemble the Mongols, chapter by
chapter, and arrange the tales and stories about them that are preserved in the
royal treasuries, some of which were deposited with His Majesty's commanders
and courtiers...[, which] I should investigate with the wise and learned of Cathay,
India, Uyghur, Qipchaq, and other nations since all classes and groups of people
are in attendance at His Majesty's imperial court. (8)198
In his preface for Oljeitu (1303 -1316), Rashid ad-Din broadens the spatial and temporal
scope of his work even more:
Until now no one at any time has made a history that contains the stories and
histories of all inhabitants of the climes of the world and the various classes and
groups of humans, there is no book in this realm that informs about all countries
and regions, and no one has delved into the history of the ancient kings. In these
days, when, thank God, all corners of the earth are under our control and that of
Genghis Khan’s illustrious family, and philosophers, astronomers, scholars, and
historians of all religions and nations – Cathay, Machin, India, Kashmir, Tibet,
Yughur, and other nations of Turks, Arabs, and Franks – are gathered in droves at
our glorious court, each and every one of them possesses copies of the histories,
stories, and beliefs of their own people, and they are well informed of some of
them. It is our considered opinion that of those detailed histories and stories a
compendium that would be perfect should be made in our royal name, and it
should be written in two volumes along with an atlas and gazetteer and appended
to the history so that the aggregate of that book would be peerless and include all
sorts of histories. Inasmuch as the opportunity is at hand, and the composition of
such a memorial, the likes of which no kings have ever possessed, is possible, it
must be completed without neglect or delay so that it may cause our name and
fame to endure. (9)199
Here, Rashid al-Din emphasizes a universal vision, in which "all inhabitants of the climes
of the world," "the various classes and groups of humans," "all countries and regions,"
and "all religions and nations" are brought together. He also stresses a temporal
multiplicity; the histories of the "ancient kings" are also compiled. Above all, Rashid alDin credits himself for being the first historian to have compiled such a wide variety of
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historical spaces, such as "Cathay, Machin, India, Kashmir, Tibet, Yughur, and the
nations of Turks, Arabs, and Franks."
These compiling skills not only feature in the panegyrics for Ghazan Khan and
Oljeitu but also in the subsections within prefaces, in which Rashid al-Din muses on the
definition of history writing.200 In the preface for Ghazan Khan, he argues that
composing, as well as reporting, is a crucial aspect of history writing:
It is not concealed from the minds of the intelligent and perspicacious or those
possessed of vision and insight that history consists of recording and arranging.
(10)201
Here, he puts “arranging” in parallel with “recording," elevating the form of history to the
level of its content. In the preface written for Oljeitu, Rashid al-Din goes even further to
isolate compilation as the ultimate task for a historian:
I was desirous of making a most concerted effort in my selection of stories, but it
was not possible to make much headway in that regard (verifying stories), for
everyone knows that great talent and expertise in all branches of knowledge are
necessary for such a labor, and I did not see these things in myself. Given a long
period of time in one's youthful years and with total leisure, these things can be
accomplished, but I began this labor at the end of my years of maturity. When
this poor one was brought to the imperial court as a deputy and ordered to deal
with important administrative matters, although I did not have the capacity for
such a great labor, and the strength of my intellect and mind was insufficient, to
comply with the order it was imperative to occupy myself with it and to exert
myself to the utmost. Since my strength of mind was inadequate to that, how
could it have been adequate to gather histories, which is one of the greatest of all
tasks? (11)202
In this disclaimer, Rashid al-Din reasons with the reader that "expertise in all branches of
knowledge" and strength in "intellect and mind" are necessary to "gather histories," a task
that is "the greatest" of all, even greater than being a vizier. For him, compiling histories
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requires broad and profound scholarship that one can only achieve with a lifetime of
devotion.
A comparison between the Tarikh-i Jahan-Gusha of 'Ala' al-Din 'Ata Malik
Juvaini (623-81/1226-83), another historian from the Ilkhanid period, and the Jami alTawarikh of Rashid al-Din may shed light on how the latter's project presented a
completely new set of aims and premises.203 Traveling, which presented physical
difficulties to overcome, was an important factor for Juvaini's history writing. He
describes the maverick character of his work by exclaiming:
And though there were a man free from preoccupations, who could devote his
whole life to study and research and his whole attention to the recording of events,
yet he could not in a long period of time acquit himself of the account of one
single district nor commit the same to writing. How much more is this beyond the
powers of the present writer who, despite his inclinations thereto, has not a single
moment for study, save when in the course of distant journeyings he snatches an
hour or so when the caravan halts and writes down these histories! (12)204
For Juvaini, claiming to have gone through all the troubles of traveling and being able to
write histories while en route validate his personal scholarly prowess. Juvaini also writes
that he began writing history at the suggestion of his scholarly friends:
When in this manner and wise I had beheld the magnificent and awful presence of
him that bruiseth the lips and seareth the brows of illustrious kings, some of my
faithful friend and pure-hearted brethren, the toil of travel to whose august
presence was as easy as resting at home, suggested that in order to perpetuate the
excellent deeds and to immortalize the glorious actions of the Lord of the Age, the
youth of youthful fortune and aged resolve, I should compose a history, and in
order to preserve the chronicles and annals of his reign I should compile a record
such as would abrogate the verses of the Caesars and erase the traditions of the
Chosroes. (13)205
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It is important to Juvaini that he writes a record that is better than those preceding him.
What is equally important is, however, to take the suggestion of scholar friends, who
proved their caliber by being able to travel themselves, and, thereby, clarifying his
scholarly associations. Here, Juvaini's aim is not “global”; rather, as he explains, writing
history is a personal project that could facilitate his scholarly networking.
Nowhere in the Jami al-Tawarikh does Rashid al-Din lament about his personal
hardships in traveling; nor does he ever rely on his associations to validate his work. His
ambition and goals are much larger, and his personal experience and situation do not
figure as much into the Jami al-Tawarikh project, which is in fact carried out on an
imperial level in the Ilkhanid court. As he repeatedly claims, his ability to oversee this
daunting task of compiling histories is what validates his scholarship.
In the passage quoted above, Juvaini writes that his scholar friends had urged him
to record the events that he had witnessed. Throughout his history, Juvaini often verifies
his account of an event by claiming that he had seen it himself. In describing a stone
engraving, Juvaini adds that he has seen it: “There lie stones engraved with inscriptions,
which we have seen ourselves.”206 Claiming to have been an eyewitness to an event was
one of the tools that the historians of the Islamic worlds used heavily to verify their
accounts. Another such tool was to list the transmitters of the historical account in the
form of isnad (list of transmitters’ names). Most pre-Ilkhanid historians kept track of the
isnad, which ultimately grants authority to the oral transmission from one scholar to the
next. Many of them also used the annalistic format to present a linear narrative, which
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emulated progression in real time. Juvaini used all three tools, thus claiming that his
history was true or “mimetic” of the truth.207
Veracity is an issue for Rashid al-Din, as well, but his take on it is more complex
and inconsistent. On the one hand, Rashid al-Din claims to have made efforts to verify
the histories that he has amassed. Rashid al-Din writes that one of the reasons why
Ghazan Khan ordered him to write the Jami al-Tawarikh was to select and preserve the
true Mongol histories:
Until now no one had access to them (the Mongol histories) altogether, and no
one has had the felicity to put them together in an arrangement, every historian
having related a bit of it without knowing the truth of the situation, having taken it
from the mouths of the vulgar however he pleases or felt like, without anyone's
having verified the truth. After ascertaining which were true and sifting and
poring over them, I should organize and arrange them with polished phrases and
then publish these "precious virgin brides of history," which had remained veiled
in obscurity until the present. (14)208
Here, Rashid al-Din validates the reliability of his sources by exclaiming that they are
“true” accounts.
Yet, fundamentally speaking, Rashid al-Din's interpolative format alone already
upsets a strict chronology, which makes it difficult to tell a true or mimetically true
account of events as they happened in time. Furthermore, while he claims the truth of the
accounts that he has amassed in the Jami al-Tawarikh, he does not highlight his having
witnessed an event. Unlike Juvaini, he only mentions in passing that he had actually seen
an event that he narrates. He also does not list isnad, shifting the authority away from the
traditional method of oral transmission toward his own judgment in verifying the
accounts that he compiled.
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With this ambivalent attitude toward the issue of veracity, Rashid al-Din contends
that it is impossible for a historian to have witnessed every event that he narrates:
It is absolutely true that no historian has ever witnessed with his own eyes the
events and things of which he writes and reports. Furthermore, those who deal
with events and incidents, which are the stuff of history, have not heard of these
things directly but write and speak of them through the tradition of transmitters.
(15)209
Because it is impossible to have been an eyewitness, a historian also cannot verify
whether transmitted accounts are true:
It is therefore certain that the histories of so many different peoples and long
periods of time cannot be verified absolutely, and the traditions that have been
and still are handed down are neither equal nor in agreement...it often happens
that a transmitter adds to or subtracts from his report according to whim. If he
does not tell an absolute lie, he colors his expression in a way that leads to
variance...anyone who thinks he can report otherwise (truly) is muddle-headed
and wrong-thinking. (16)210
If this is so, history cannot be a record of what happened in actuality. Then what can it
be? Rashid al-Din answers that the writing of history has a value of its own:
If a historian tries to write only what is verifiable and incontrovertible, then he
can introduce absolutely no story whatsoever, for anything he introduces has been
narrated by some group or other of great men who witnessed it, heard it related by
others, or read it in old books – in any case, as has been mentioned, it will be
subject to controversy. If for this reason they give up writing and speaking,
thinking, "God forbid, people might object or disapprove," then of course all tales,
narratives, and incidents in the world will be abandoned, and the generality of
people will be deprived of the benefit they might derive therefrom. Therefore, it
is the duty of historians to take the stories and narratives of every nation and
group, however those people have recorded and reported them in their own books,
and to relate and rewrite them from the well-known and current books of those
nations based on accounts of the most reliable people—and "the responsibility be
upon the narrator." (17)211
Here, he does not argue that the truth of history is unimportant; but, at the same time, he
qualifies its importance by theorizing that true history is impossible. For Rashid al-Din,
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each historian has an agency in the writing of his own history, which has a didactic
purpose regardless of its veracity. In so doing, Rashid al-Din distances the texts of
history from the historians, and indeed he appropriates various textual sources in the Jami
al-Tawarikh without having participated in the networking of their authors.
While Rashid al-Din centers the Jami al-Tawarikh project on compilation, he is
also concerned with its wide distribution. He funded the Jami al-Tawarikh project
through the religious endowment (waqf), which he also used to build his city, Rashidiyya.
In the Waqfnama, Rashid al-Din’s record of how he used the waqf, he clearly indicates
that people outside the Ilkhanid court circle are also intended readers of the Jami atTawarikh:
Every year the superintendent of the endowments (waqf) shall send the copies (of
Jami al-Tawarikh) that will have been completed to one of the cities of Islam,
Arabic [copies] to Arab lands and Persian [copies] to Persian lands, beginning
with the largest city and then the next largest as the superintendent sees fit...In
that city let them be deposited in a madrasa that has a teacher well-known and
renowned for his skill in branches of knowledge, to be chosen by the cadis, imams,
and ulema, in order that students who so desire may read them with that
teacher.212
Here, Rashid al-Din claims that he set up a waqf so that every year at least two copies of
the Jami al-Tawarikh, one in Arabic and one in Persian, could be produced and sent out
to a big city madrasa (school) in the Ilkhanid Empire.
Furthermore, Rashid al-Din writes twice in his preface for Ghazan Khan that his
history is in simple and clear writing:
It (Jami al-Tawarikh) will be written section by section in clear wording so as to
be easily comprehended by different minds.
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[Then I was to compose] books of history, taking the technical jargon and
recomposing it in such a way that, from beginning to end, it would be
comprehensible and understandable to elite and common alike. (18)213
The Jami al-Tawarikh was to be read and understood by "different minds" and by the
"elite and common alike." In the Waqfnama, Rashid al-Din writes that the copies of his
history should be distributed to schools in various parts of the Islamic world. Here, he
argues that they also need to be legible and usable by those with less education. Whether
the commoners were literate or whether they even had access to his history remains
difficult to answer.214 Still, it is clear that he imagined the scope of his readership beyond
the Ilkhanid coterie. Indeed, the Jami al-Tawarikh, both in Arabic and Persian, is one of
the most clearly-written histories that survive from the medieval Islamic world.215
As imagined by Rashid al-Din, then, the Jami al-Tawarikh project at once brings
various memories into the Ilkhanid court and disperses them to the broader realm of the
Islamic world. Collective memory moved through the Jami al-Tawarikh project in two
opposite directions: centripetal in compilation and centrifugal in distribution. A
monumental project like the Jami al-Tawarikh surely creates a discursive space. By
explicitly arguing for the importance of movements through this discursive space, Rashid
al-Din compels the reader to be aware of how it was created by the centralization and
distribution of the Jami al-Tawarikh.
The artists of the Jami al-Tawarikh may have appropriated motifs and techniques
from Chinese landscape paintings for a similar purpose, to challenge the viewer to
consider the various art traditions brought together in their new style that was to be
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disseminated all over the Islamic world along with the text of the Jami al-Tawarikh. The
Jami al-Tawarikh project created a discursive space not only for the new historiography
but also for the new painting tradition.

Land Imageries as Historiographical Topoi

Connecting the Jami al-Tawarikh land renditions to the whole of the manuscript,
I examine here how the land elements prominent in the Jami al-Tawarikh paintings
function as imageries in the textual accounts in the Jami al-Tawarikh. Since Rashid alDin participates in the history writing tradition of the Islamic world through the Jami alTawarikh, an analysis of how the operations of these land elements differed in the Jami
al-Tawarikh from pre-Ilkhanid texts of history may be fruitful. By examining how these
land elements function in the collective memory constructed and imagined through the
text of the Jami al-Tawarikh, I aim to find clues to how the Jami al-Tawarikh artists
visualized history in their paintings.
In order to compare the use of land imageries in the Jami al-Tawarikh to that in
pre-Ilkhanid histories, I choose three texts for consideration: the Koran, al-Tabari’s
Tarikh al-rusul wa’l muluk, and Ibn al-Athir’s Al-kamil fi-l-tarikh. Although the Koran is
not a writing of history, it has been among the most important texts to facilitate the
construction of Muslim collective memories.216 Muslims have not only recited the
Koranic passages verbatim but also remembered the Koranic narratives continuously
since the advent of Islam. Neither exegesis nor hermeneutics will be attempted, however,
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although an analysis of how Ilkhanid writers may have invoked specific Koranic verses
may be useful for future research. Instead, I attempt to make my reading here as simple
and literal as possible. Al-Tabari’s world history marked a watershed in the tradition of
Arabic historiography, not only from our modern point of view but also as reflected on
the receptions of the contemporaries and later historians in the Islamic world.217 As for
Ibn al-Athir’s world history, Rashid al-Din openly and singularly challenges it in the text
of the Jami al-Tawarikh even as he appropriates much of it, as Wheeler Thackston has
pointed out.218
There is no reason to believe that the painters themselves sought inspiration from
the earlier texts like the Koran or other histories. Yet, I take an approach to the Jami alTawarikh land renditions through the lens of how land imagery is used in art as part of
cultural expressions and organizations. As explained in Chapter 1, W. J. T. Mitchell has
framed landscape in European and Chinese art as a social and political medium.219 Denis
E. Cosgrove argues that through landscape “some Europeans have represented to
themselves and to others the world about them and their relationships with it, and through
which they have commented on social relations.”220 Chinese art historian Martin Powers
argues that landscape differs from depictions of cultural products because it is not classspecific and, as a result, offers an infinite potential for variance and for signification of
social mobility.221 Similarly, I theorize the function of land renditions in the Jami alTawarikh in relation to the ways in which the manuscript as a whole constructs collective
memory in the reader/viewer, which by definition draws from earlier histories, as well.
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Below, I examine the land imageries one by one. The first four studies center on
land motifs: cloud, hill, fog, water, tree, and rock. The next study is on architecture
because, although it is not land imagery, it concerns similar issues of space and time as
the land renditions. The last study explores the significations of time in the collective
memories that some of the land elements create. An English translation of the Edinburgh
copy of the Jami al-Tawarikh has not been published; the transcriptions and translations
from the folios are mine. I translate passages from Ibn al-Athir’s history because its
translation has also not been published. My translations below are, however, so as to
capture the general meanings of the original texts and still need philological corrections.

Cloud and Hill – “Moses Hearing God’s Voice”

The Koran is organized in chapters, called Suras. Each Sura is composed of
verses, called ayas. As the Koran is not a chronological narrative, the event of Moses
hearing God’s voice features in various Suras. The imagery used leading up to the event
is that of fire, as in Sura 20:10, 27:7, and 28:29:
When he saw a fire, he said to his people: “Stay here, for I can see a fire.
Perchance I can bring you a lighted torch or find a guide hard by.” When he came
near, a voice called out to him: “Moses, I am your Lord...Know that I have chosen
you. Therefore listen to what shall be revealed.” (19)
Tell of Moses, who said to his people: “I can descry a fire. I will go and bring
you news and a lighted torch to warm yourselves with.” And when he came near,
a voice called out to him: “Blessed be He who is in the fire and all around it!” (20)
Moses descried a fire on the mountain-side. He said to his people: “Stay here, for
I can see a fire. Perhaps I can bring you news, or a lighted torch to warm
yourselves with.” When he came near, a voice called out to him from a bush in a
blessed spot on the right side of the valley, saying: “Moses, I am God, Lord of the
Universe...” (21)
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In all three ayas (verses), fire attracts Moses toward God and exits the narrative
immediately after. Although in Sura 27:7, God is in the fire and around it, He does not
show himself directly to Moses. Instead, God communicates with Moses in a voice and
through words.
The Koran narrates that seeing God is, in fact, impossible, as in Sura 7:143:
And when Moses came at the appointed time and His Lord communed with him,
he said: ‘Lord, reveal Yourself to me, that I may look upon You.’ He replied:
‘You shall never see Me. But look upon the Mountain; if it remains firm upon its
base, then only shall you see Me.’ And when his Lord revealed Himself to the
Mountain, He levelled it to dust. Moses fell down senseless, and, when he
recovered, said: ‘Glory be to You! I turn to You in penitence, being the first of
the believers.’ (22)222
Here, the mountain is ontologically ambivalent; while it functions as a visual sign that
reinforces God’s verbal order that Moses was not to see God, it only does so when it
becomes non-existent and, thus, invisible. Because of its instantaneous annihilation, the
mountain in this aya does not participate any more in embodying the visual or other
relationships between God and Moses.
A thunderbolt is another means of nature, through which God prevents human
beings from seeing Him, as described in Sura 2:55:
When you said to Moses: “We will not believe in you until we see God with our
own eyes,” the thunderbolt struck you while you were looking on. Then We
revived you from your stupor, so that you might give thanks. (23)223
The thunderbolt instantaneously impairs those who wish to see God and then
immediately exits the narrative, which turns to the paralysis of the thunderstruck viewers
and their preternatural revival.
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In both ayas, whether the human faculty to see is willed against or impaired, the
relationship between God and human beings becomes non-visual and in fact becomes
verbal in the Koran. In neither aya does the human vision of God depend on God’s
visibility. Instead, it is assumed that vision is an experiential happening in the lives of the
viewers, the human beings. The land element in each aya plays a single momentary role,
which is to miraculously hinder human vision. That the land element is invoked but not
described in detail also intensifies the singularity of its function.
While clouds do not figure in the Koranic narrative of this event, they play a
significant role in the histories of al-Tabari, Ibn al-Athir, and Rashid al-Din. Al-Tabari
gives multiple accounts of Moses’ encounter with God, each following its own isnad, as
he does for most of the narratives in his history. One of the three accounts in al-Tabari’s
history narrates:
When Moses neared the mountain, the pillar of cloud fell upon it until the
mountain was completely obscured. Moses drew near and entered into it, saying
to the people, “Draw near!” Now, when He had spoken to Moses, a radiant light
had descended on his forehead. Because no human being could look at him, a
veil was placed in front of him. The people drew near so that, when they entered
the cloud, they fell down, prostrating themselves. They heard Him as He was
speaking to Moses, commanding him and forbidding him, what to do and not to
do. When God had finished commanding Moses, the cloud was removed from
Moses. (24) 224
Similarly, Ibn al-Athir writes:
And when Moses came near the mountain, the clouds fell upon him, covering the
whole mountain, and Moses entered into the clouds and told his people: “come
near.” So they came near until they entered the cloud. They fell down flat, and
they listened to Moses as He spoke to Moses, commanding [the good] and
forbidding [evil]. When he was done, the clouds were removed from Moses.
(25)225
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Rashid al-Din’s account is as follows:
When [Moses] walked toward the mountain, he took seventy among the Israelites
as his companions of the prophecy, until they heard the words of God the exulted.
When they purified themselves, put on light robes, and walked in company of him
to Mount Sinai, the clouds stayed upon Moses, and the whole of the mountain was
covered. He (Moses) asked these seventy elders until they entered into the clouds
and worshipped God and heard the words of God the exulted (three lines above
the painting in Figure 21). (26)226
In the three accounts, the words verbally mediate between God and human beings. The
clouds, on the other hand, operate visually; they specify the space and time of the event
by locating the mountain and Moses’ body and by abruptly appearing and disappearing at
the beginning and end of the encounter. The hearing and seeing, however, happen
concurrently in this event; while God speaks, clouds hover, and while the human beings
listen, they see the clouds. Through this concurrence, the words and clouds seem to share
a function: when the words relate the protagonists verbally, the clouds may be relating
them visually, spatially, and temporally.
Both mountain and clouds are closely associated with the movements and
gestures of the protagonists. As Moses moves closer to the mountain, the clouds appear
and cover him. As he enters the clouds and supposedly climbs the mountain, Moses
commands the Israelites to move closer and also to enter the clouds. As the Israelites
enter the clouds, they prostrate themselves. When God finishes speaking, the clouds
vanish. Here, the mountain stands as a spatial reference point for the protagonists, who
move up and down and toward and away from it. Although clouds are naturally
ephemeral and changeable, here they stay constant during Moses’ encounter with God. It
is rather the protagonists who behave differently in their spatial and temporal relation to
the clouds. By being closely linked to the protagonists’ movements, the mountain and
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clouds seem to play a role in their actions and even to regulate the site of God’s
overwhelming power.
In this specific study of Moses’ encounter with God, because the narrative has
configured one of the most important collective memories for the Jews, it may be
relevant to examine the Hebrew Bible. It may equip us better to conjecture the range of
the Ilkhanid painters’ historiographical resources and the range of the signification of the
Jami al-Tawarikh land renditions.227 This is not to force a connection between the Jami
al-Tawarikh and the Jewish identity of Rashid al-Din before his conversion to Islam at
the age of thirty. I also do not claim that the average Ilkhanid reader was well-versed in
the Torah or Jewish histories, which was, in fact, probably not the case. The Torah
shares many narratives with the Koran, however, and ignoring it may be distorting the
historical reality of the Ilkhanid context. Sheila Blair, for instance, argues that the
illustrations of the Prophet Muhammad’s victories over Jewish tribes, an unusual subject
matter in the painting tradition of the Islamic world, had much to do with Rashid al-Din’s
Jewish origin.228
In the corresponding account in the Torah, the event unfolds through a
combination of land imageries:
Moses brought back the people’s words to the Lord. And the Lord said to Moses,
“I will come to you in a thick cloud, in order that the people may hear when I
speak with you and so trust you ever after...When the ram’s horn sounds a long
blast, they may go up on the mountain.” Moses came down from the mountain to
the people ... On the third day, as morning dawned, there was thunder, and
lightning, and a dense cloud upon the mountain, and a very loud blast of the horn;
and all the people who were in the camp trembled... (Here, the Ten
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Commandments were given)... All the people witnessed the thunder and lightning,
the blare of the horn and the mountain smoking; and when the people saw it, they
fell back and stood at a distance. ... So the people remained at a distance, while
Moses approached the thick cloud where God was. The Lord said to Moses:
Thus shall you say to the Israelites: You yourselves saw that I spoke to you from
the very heavens... Now the Presence of the Lord appeared in the sight of the
Israelites as a consuming fire on the top of the mountain. Moses went inside the
cloud and ascended the mountain; and Moses remained on the mountain forty
days and forty nights. (27)229
This is a much longer and more complex account than that of the Koran or the histories
of al-Tabari, Ibn al-Athir, and Rashid al-Din. Here, the visual signs of nature are not
limited to mountain and clouds, but also include thunder, lightening, smoke, and fire.
There is an aural sign, too, namely, the sound of a ram’s horn. The time span of the event
is a long period of forty days, and the sequential details of the event are meticulously
charted in time. The movements of the protagonists are intricately patterned, to and fro
and up and down the mountain, Moses and the Israelites relate to God and to one another
in different spatial terms at each stage. The bodily preparations of the protagonists are
also much pronounced; the prescriptions as to when to wash, when to abstain from sex,
and what to wear are mapped out in time, as well.
Most importantly, seeing and hearing overlap even more here than in the Muslim
histories. The clouds appear with the sound of a horn, and God says that “you yourselves
saw that I spoke to you,” implying that speech can be seen. Seeing and hearing not only
happen simultaneously but also merge into one sensual experience. In the narrative
structure of the Torah itself, the land imageries that evoke visual sensations ensconce the
Ten Commandments, God’s words. The reader’s verbal re-receiving of the Ten
Commandments through the Torah and his visual imagination of it become interlaced
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with one another. As a result, the experiences of seeing and hearing meld together not
only for the protagonists in the narrative but also for the reader of the Torah.
Among all the land imageries invoked in the Torah, the clouds are singled out in
their close affiliation with God. God comes “in a thick cloud,” Moses approaches clouds
“where God was,” the clouds “hide” God’s presence, and God calls Moses “from the
midst of cloud.” Although essentially the clouds operate visually, because seeing and
hearing are so closely linked here, the reader may associate clouds with God’s words as
well as God’s presence. God’s speech to Moses is a significant watershed in the history
of the Israelites, when the practice of the Israelite religion is established and specified for
the first time. And, as facilitated by the Torah, the Jewish memory of this sacred event
may be anchored to the image of clouds.
Although cloud imagery does not feature in the Koranic narrative of Moses’
encounter with God, it plays an important role in the pre-Ilkhanid histories of al-Tabari
and Ibn al-Athir as well as the Jami al-Tawarikh. Accordingly, the clouds in the Jami alTawarikh paintings may have connected the viewer to a long-established
historiographical tradition to visualize this memory. Cognitively, text and painting
operate differently. Yet, because text had been in use in manuscripts of history while
painting was new, the Ilkhanid reader/viewer of the Jami al-Tawarikh may have
compared the usage of painting to how the text had been operating as a means of
constructing memory. In so doing, the Ilkhanid reader/viewer may have newly
formulated the painting as the experience of remembering history and negotiated the
range of its signification. This may have included the cloud’s function in the history
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constructed by texts like the Torah as a facilitator of the act of seeing, a function which
resonates with that of painting.

Cloud and Hill – “Musa Slays the Giant ‘Uj ibn ‘Anaq (Og)”

In the histories of al-Tabari and Ibn al-Athir, Moses’ slaying of the giant, Og, is an
anecdote in his later life. Al-Tabari relates the following:
Then they said, “This is the food and drink, but where is the shade?” So God
shaded them with clouds ... (al-Suddi relates) When Moses met Og, he leaped ten
cubits into the heavens. His staff was ten cubits, and his height was ten cubits.
His staff struck Og’s anklebone, killing him...(Abu Kurayb relates –Ibn ‘Atiyah –
Qays –Abu Ishaq – Sa’id b. Jubayr – Ibn ‘Abbas) ...It is said that Og lived for
three thousand years... (Musa b. Harun al-Hamdani related to us – ‘Amr b.
Hammad – Asbat – al-Suddi –Abu Malik and Abu Salih – Ibn ‘Abbas; also
Murrah al-Hamdani – ‘Abdallh b. Mas’ud; as well as – some of the companions
of the Prophet)...Then God inspired Moses, saying: “I am going to take Aaron to
me, so bring him to such and such a mountain.”... When he (Harun) was dead, ..
the bed was raised to heaven. (28)230
Ibn al-Athir’s account is similar:
And they said, “where is the shade?” for clouds were shading them. Then Moses
met ‘Oj ibn ‘Anaq. He jumped ten cubits. His staff was ten cubit long, and he
was ten cubits tall. He wounded Og’s ankle and killed him. And it is said that Og
lived for three thousand years. And then God revealed to Moses: “I will take
Harun, so bring him to a such and such mountain.” ... He died and was raised on
the bed to the heaven. (29)231
In both al-Tabari and Ibn al-Athir’s accounts, God’s sending of clouds to shade the
Israelites, in addition to the food and drink, is immediately followed by Moses’ slaying of
Og, which, in turn, precedes Aaron’s death in “a such and such mountain.” For both
historians, Moses’ killing of Og is part of the set sequence of events although there are no
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clear or logical cause and effect relationships among these three events. Here I do not
make any conclusion about what this sequencing may signify. Yet, could al-Tabari and
Ibn al-Athir have subscribed to a history writing tradition, which had a fixed order of
telling these events?
In the Jami al-Tawarikh, Rashid al-Din also follows this sequence:
(God gave twelve springs from which to drink) until every one of the twelve
Israelite tribes drank from it. No fight happened among them. The shadow took
over them, and it was clouds that shaded them from the sun and its heat. And this
was among what was given to them in the desert. ... and they told Musa about ‘Oj
ibn ‘Anaq after some time, and he called the Israelites. He was busy with fighting
him off. Moses was 10 cubits tall, and his staff was 10 cubit long. He jumped in
the air 10 cubits, and he reached his (‘Oj) ankle by using the staff. ‘Oj was killed
by this beating. God pushed off an evil from the Israelites. When staying in the
desert, Moses’ sister, Maryam died in the first of the forty years, and Harun died
in the last of the forty years in the mountain called Hur hahar. They did not know
the location of his burial or his death. The Israelites grieved over him (Harun)
greatly because he was loved (four lines above the picture in Figure 35). (30)232
While keeping the same order as al-Tabari and Ibn al-Athir, Rashid al-Din deviates from
their accounts by elaborating on the sun and its heat, from which the clouds protected the
Israelites, and by naming the mountain on which Aaron died, Hur hahar.
The cloud imagery in the account of Exodus is Koranic, as in Sura 2:57:
We caused the clouds to draw their shadow over you and sent down for you
manna and quails, saying: ‘Eat of the good things We have given you.’ Indeed
they did not wrong Us, but they wronged themselves. (31)
The Koran is, however, silent about the giant, Og, and Aaron’s death.
Then, where can we trace Rashid al-Din’s Hur hahar? The Torah mentions
Aaron’s death and specifies two different places for it. In Deuteronomy 10:6, Moserah is
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given as the place of his death while in Deuteronomy 32:50, where Moses’ death is
related, another location is given:
You (Moses) shall die on the mountain that you are about to ascend, and shall be
gathered to your kin, as your brother Aaron died on Mount Hor (Hor hahar in
Hebrew) and was gathered to his kin. (32)
In the Torah, Aaron died either in Moserah or in Hor hahar, or even in both places. In
Deuteronomy 10:6, Aaron’s death succeeds God’s reassertion that the Israelites were to
abide to the Ten Commandments while, in Deuteronomy 32:50, it is mentioned in
passing in the middle of the narrative about Moses’ death. In neither case is Aaron’s
death part of a set sequence of narratives.
Moreover, in the Torah, the reason why God sends clouds is not to relieve the
Israelites from the sun. In Numbers 14:14, God sends clouds as a sign of his presence
during the Exodus:
They will tell it to the inhabitants of that land. Now they have heard that You, O
LORD, are in the midst of this people; that You, O LORD, appear in plain sight
when Your cloud rests over them and when You go before them in a pillar of
cloud by day and in a pillar of fire by night. (33)
There is no account of Og’s being slain, either, by Moses or otherwise. As narrated in
Deuteronomy 3:3 – 3: 11, Og is one of the rulers whom the Israelites defeat under God’s
sanction:
So the LORD our God also delivered into our power King Og of Bashan, with all
his men, and we dealt them such a blow that no survivor was left. At that time we
captured all his towns; there was not a town that we did not take from them...Only
King Og of Bashan was left of the remaining Rephaim. His bedstead, an iron
bedstead, is now in Rabbah of the Ammonites; it is nine cubits long and four
cubits wide, by the standard cubit! (1cubit equals 18 inches, thus 13 ½ by 6 feet)
(34)
The emphasis here is God’s omnipotence and the land and booties that were divided
among the Israelites after their triumph over Og.
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Generally, Rashid al-Din closely follows the historiographical tradition of alTabari and Ibn al-Athir in his choice of events to narrate and the order of his narratives.
He updates it, however, by including the sun’s heat, which the clouds alleviated for the
Israelites, and by newly specifying the name of the mountain where Aaron died. By
adding more historical information, Rashid al-Din pushes the boundaries of the Muslim
histories from the previous periods. In the process, Rashid al-Din relocates Aaron’s
death from a nameless “such and such mountain” to “Hur hahar,” one of the two names
given in the Torah. Here, I do not claim that Rashid al-Din drew on Jewish histories to
alter the Muslim memories of the event. What can be concluded here is, however, that
Rashid al-Din chose to describe the land elements in the story more in detail, thereby
reformulating the Muslim collective memory of it through the Jami al-Tawarikh.

Fog – “Alexander in the Fog”

The Koran does not mention the life of Alexander. Al-Tabari’s account of
Alexander’s life in general does not have a specific isnad, including Alexander’s
adventure to the northern regions. This account is instead followed by references to other
vaguely defined sources, such as “some assert” and “scholars have disagreed.” Al-Tabari
summarizes Alexander’s expeditions to various regions in one passage:
The whole of the earth was his, and he ruled Tibet and China. With four hundred
men he entered the dark area near the North Pole, and (he entered) the area of
southern sun in search of the Well of Immortality. He marched there for eighteen
days, then left and returned to Iraq. Alexander appointed the diadochs (muluk altawa’if), and he died on the road at Shahrazur—he was thirty-six, some say. He
was carried to his mother at Alexandria. (35)233
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In this list, the northern regions are only one of many regions that Alexander attempted to
conquer.
In comparison, Ibn al-Athir describes this event in more detail:
When he was done with the matter of the wall, he entered the darkness in the
region near the North Pole, where the sun is southern, and for this, there is
darkness. And on the ground, there is no sunray on it eternally. And when he
entered the darkness, he took with him four hundred of companions, who were
following the well of immortality. They walked in it for eighteen days and they
came out, without conquering the land. [The prophet] had command of his
vanguard, so he conquered that land and swam in it and drank from it, and God is
the wisest. (36)234
Like al-Tabari, Ibn al-Athir’s emphasis is on the military expeditions of Alexander.
Unlike al-Tabari, however, Ibn al-Athir casts Alexander’s retreat from the dark northern
regions as the prerequisite for finding the spring and God’s wisdom. This makes it seem
as if Alexander ventured into the darkness of the northern regions as the rites of passage
to finding God. Both historians take the darkness in the North for granted; it is simply
dark there, and there is no explanation as to why and how it is so.
Rashid al-Din’s account of Alexander’s life is generally much more extensive and
descriptive than that of al-Tabari or Ibn al-Athir. His narrative of Alexander’s expedition
to the northern regions is, especially, filled with imagery:
[Iskandar] walked in the direction of North and reached to the farthest countries
of the North. And he entered the darkness, and the condition of this darkness is
not as some people imagine, that the rise and setting of the sun do not exist, or
that there is always night. Actually, there is always fog, which is similar to the
darkness. And this [fog] doesn’t go away, not in the summer or in the winter.
And perhaps he (Alexander) witnessed the forbidding of the sun at some times
when it rises and sets, but there was no sunray for him because of the cover of the
fog and the darkness. And there were a lot of disputes and difficulties. And in it,
people stayed for ( )اﺗﺤﻠﻄﻮنby the last tribe, and walking there in the season of the
winter is on the frozen ground, but in the season of the summer, walking, there
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was contention for (obliterated letters here) the ground, and in this air, there is
always moisture in excess, and there is overwhelming coldness because he is in
the farthest of the North, and there is nobody as tall as 6 feet, and their bodies are
beautiful (two lines above the picture in Figure 27). (37)235
Rashid al-Din claims here that the darkness in the northern regions is due to the eternal
fog, which guards the earth from the sun. He further elaborates on the northern climate
by adding more information on the humidity level, “excessive moisture,” and the
temperature, “overwhelming coldness.” In addition, Rashid al-Din describes that the
people in the northern regions are short and beautiful.
By correcting what “some people imagine” about the darkness of the northern
regions, Rashid al-Din updates the histories from the previous periods. More particularly
in this case, he claims final authority by imagining what Alexander himself may have
observed in the North, the dysfunctional movements of the sun.
In his account, Rashid al-Din first locates a land, describes its space and climate,
and then discusses the bodies of the people who live in it. Because of this immediate
and smooth transition, it almost seems that Rashid al-Din assumes an intrinsic
relationship between the location, land space, and the bodies of the residents. I posit that
Rashid al-Din does not premise a hierarchy between human beings and land space or a
dichotomy between protagonists and settings that we may assume today. Even the word
‘setting’ does not seem applicable to the land space, as expounded in Rashid al-Din’s
history. In fact, he uses such rich imagery about the northern land space that it does not
seem subsidiary to the action of the main protagonist, Alexander. On the contrary, it
even seems that Alexander’s expedition is a mere pretext under which Rashid al-Din
leads the reader to the northern space.
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Rashid al-Din’s writing here may have reminded the reader of the travelogues or
wonders (aja’ib), the prominent literary genre through which intellectuals from the
Islamic world mused on similarly configured geographical and ethnographical
information. Such writings were part of the court adab literature, which constituted an
important corpus of education throughout the Islamic world, including Ilkhanid Iran.
Furthermore, he answers why it is dark in the North as a way of introducing the imagery
of fog, which in the end plays a crucial role in his narrative. Fog not only relates and
mediates between the sun and the earth, but it also formulates Alexander’s visual
experience of the space in the North. In so doing, the imagery of fog facilitates the
reader’s visualization of the historical space of Alexander’s expedition. As a result, this
imagery may have formulated a new memory of the event, in which the fog dominates
Alexander’s environment and controls his actions. The description of land space in
Rashid al-Din’s historiography may have fueled intellectual dialogues similarly as the
travelogues while it enriched the collective memory of Alexander.

Water and Tree – “Moses in the Bullrushes”

In Suras 20:38 and 28:7-13, the Koran speaks of the biographical beginning of
Moses’ life through God’s revelation to Moses’ mother that she was to send her son
down the river:
We revealed Our will to your mother, saying: “Put your child in the ark and let
him be carried away by the river. The river will cast him on to the bank, and he
shall be taken up by an enemy of Mine and his.” (38)236
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We revealed Our will to Moses’ mother, saying: ‘Give him suck, but if you are
concerned about his safety, then put him down onto the river. Have no fear, nor
be dismayed; for We shall restore him to you and shall invest him with a mission.’
Pharaoh’s household picked him up, though he was to become their adversary and
their scourge. For Pharaoh, Haman, and their warriors were sinners all. His wife
said to Pharaoh: ‘This child may bring joy to us both. Do not slay him. He may
show promise, and we may adopt him as our son.’ But they little knew what they
were doing. Moses’ mother’s heart was sorely troubled. She would have
revealed who he was, had We not give her strength so that she might become a
true believer. She said to his sister: ‘Go, and follow him.’ She watched him from
a distance, unseen by others. Now We had caused him to refuse his nurses’
breasts. His sister said to them: ‘Shall I direct you to a family who will bring him
up for you and take good care of him?’ Thus did We restore him to his mother, so
that she might rejoice in him and grieve no more, and that she might learn that
God’s promise was true. Yet most men are not aware of this. (39)
The emphasis here is on the singular importance of faith in God and the irony of Moses’
being saved by the very people who have been oppressing the Israelites and who have
attempted to murder every new-born Hebrew male.
Although the Koran is silent about the meaning of Moses’ name, al-Tabari
explains it in one of the two versions of this story. In one of his narratives of the account,
al-Tabari finds the origin of Moses’ name in the Egyptian language:
She (Mother of Moses) placed him (Moses) in it (an ark), casting him into the
river...The wave carried the ark forward, alternately lifting it up and carrying it
down, until a wave took the ark to some trees at Pharaoh’s residence. The servant
girls of Asiyah, the wife of Pharaoh, came out to wash themselves and found the
ark. They took it to her, thinking there might be some treasure in it. As Asiyah
looked at him, her pity went out to him, and she loved him...He was called Moses
(Musa) only because they found him in water and trees, and in Egyptian water is
mu and tree is sha. (40)237
Likewise, Ibn al-Athir traces Moses’ name to the Coptic language:
He made a box for him (Moses) and made the opening of the box. She put him
(Moses) into the box and threw it into the river. The waves approached the box,
lifting it once and dropping it at another time until they placed it between some
trees in Pharaoh’s districts. Servant girls of Asiyah, Pharaoh’s wife, came out to
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bathe. The servants found the box and brought it to Asiyah. They thought there
was money in the box. When they opened the box and Asiyah saw Moses, the
compassion and liking for him were on her. Moses is named Moses (Musa)
because he was found in water and tree, and water in the Coptic language is mu
and tree is sa. (41)238
Both al-Tabari and Ibn al-Athir argue that Moses’ name, Musa in Arabic, originates in
the Egyptian language, in which the first syllable, mu, means water and the second
syllable, sa, means tree.
Rashid al-Din, however, explicitly claims that the name of Moses originates in the
Hebrew language:
[Moses’s mother] cast it (the box) in the water of Nile. When the box faced the
land of Pharaoh, the waves raised it to the garden of Pharaoh’s land, and the box
was placed between the trees. It happened that a group of women came out of
Pharaoh’s home to near the water. When they saw this box, they thought that
there was money in it so they took it out of the water and took it to Asiyah, the
wife of Pharaoh. She opened it in her hands and saw Moses. God gave her a
liking and compassion for him in her heart. She said: “My heart pities this child,
and I want to get permission from Pharaoh rightfully to take this child to be my
son since we don’t have a son... Moses is named as such because moshe in the
Hebrew language means what is in the luxuriant vegetation that is on the face of
the water (A line above the picture in Figure 37). (42)239
Here, Rashid al-Din claims that the word moshe in Hebrew means “that which is on the
surface of the water by way of luxuriant trees.”
Since Rashid al-Din invokes the Hebrew language, examining the Torah may be
fruitful here. In the corresponding account, the Torah calls Moses, Moshe, like Rashid
al-Din:
She got a wicker basket for him and caulked it with bitumen and pitch. She put
the child into it and placed it among the reeds by the bank of the Nile...The
daughter of Pharaoh came down to bathe in the Nile, while her maidens walked
along the Nile...When she opened it, she saw that it was a child, a boy crying.
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She took pity on it and said, “This must be a Hebrew child.” ... When the child
grew up, she brought him to Pharaoh’s daughter, who made him her son. She
named him Moses, explaining “I drew him out of the water.” (43)240
In the Torah, Moshe, Moses’ name in Hebrew, originally meant “to draw out” apparently
in Egyptian since it was Pharaoh’s daughter who named him.
Like al-Tabari and Ibn al-Athir but unlike the Torah, Rashid al-Din claims that the
meaning of Moses’ name has to do with water and tree. At the same time, unlike alTabari and Ibn al-Athir but like the Torah, Rashid al-Din claims that Moses’ name is
derived from the word moshe. Yet, while the Torah implies that Moses’ name originates
in the Egyptian language as claimed in the histories of al-Tabari and Ibn al-Athir, Rashid
al-Din alone argues that moshe is a Hebrew word. Clearly, al-Tabari and Ibn al-Athir
follow one tradition of remembering Moses’ name while the Torah is part of another
tradition. Rashid al-Din, on the other hand, follows neither tradition while taking both
traditions as resources for his historiography. Rashid al-Din’s assignment of the meaning
of water and tree to the word, moshe, while claiming that it is Hebrew, seems to indicate
that this land imagery as well as the Hebrew origin of Moses’ name was indispensable to
his historiography.
While the origin of Moses’ name is not unified in the four texts, they share the
same sequence of the changing states of Moses’ identity. Surely, details vary: it is
Pharaoh’s wife who picks up Moses in the Islamic tradition, while it is Pharaoh’s
daughter in the Jewish tradition; and Moses grows up with his mother in the Islamic
tradition, while he grows up with Pharaoh’s daughter in the Jewish tradition. None of
these differences, however, affects the following sequence.
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First, boxing prepares Moses for his departure from the community of the Jews
and from his life, not only of the past but also of the future of fated death.241 By being
carried down the river, Moses enters a liminal space and time where water transforms his
identity from a definite constant, a Jewish male, to an indefinite variable. At this stage,
because Moses is visually inaccessible from the world, his identity is closely associated
with the box that wraps him, ranging from treasure to non-entity, if never picked up; even
his human status is indeterminable. The water penetrates into the land of Pharaoh, the
space of a new beginning in his life. By ending his journey in the trees (or reeds), Moses
arrives at the threshold of this new phase. The trees, here, function as physical recipients
of Moses and as temporal markers of a new beginning. By being picked up by the
Egyptian women, the ultimate recipient in the story, Moses crosses this threshold. By the
time he becomes visually accessible by being brought out of the box, Moses has
completed the rites of passage and has fully penetrated into his new life.
What roles do the water and tree play here? The land imageries make the
sequence of changing states visually traceable and the different states relatable to one
another. If Rashid al-Din invokes Hebrew to challenge the existing historiographical
tradition, he may employ the imageries of “the surface of the water” and “luxuriant trees”
to bring the reader’s attention to the mediations of land in the narrative. The land
imageries, then, become part of the new, updated history of Rashid al-Din and, as has
been analyzed in Chapter 3, visually prominent renditions in the accompanying painting.
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Water and tree may have come into the picture in the Jami al-Tawarikh as visual agents
to participate in the historiographical discourse in the Islamic world.

Shadow and Tree – “Muhammad, Abu Bakr and the Herd of Goats”

The Prophet Muhammad’s hijra (“migration”) from Mecca to Medina is a
significant marker of time in Muslim memory since it inaugurates both a sense of a
Muslim community and of an Islamic calendar. Essentially, the hijra is a journey
through a liminal space and time, the rites of passage not only for the individual the
Prophet Muhammad but also for the Muslims as a collective body. The painting “The
Prophet Muhammad and Abu Bakr” seems to draw upon two famous events Muslims
remember about the hijra: the Prophet Muhammad being shaded from the sun and the
milking of goats for the sustenance of the Prophet Muhammad and Abu Bakr who stayed
in the caves to avoid their enemy, Quraysh.
The Koran does not speak of the Prophet Muhammad’s hijra or either anecdote.
On the other hand, the shading of the prophet is part of al-Tabari’s account of the hijra:
When we heard that the Messenger of God had left Mecca and we were expecting
his arrival, we used to go out after the morning prayer to the far side of our harrah
to wait for him, and did not depart until the sun left us no shade to shelter in.
When we could no longer find any shade we returned to our houses; this was
during a hot period. When the day came on which the Messenger of God arrived,
we sat as usual until there was no shade left and then went into our houses. The
Messenger of God arrived after we had gone home, and the first person to see him
was one of the Jews, who had observed what we were doing and knew that we
were expecting the arrival of the Messenger of God. He shouted out at the top of
his voice, “Banu Qaylah, here is your good fortune who has come!” We went out
to where the Messenger of God was sitting in the shade of a palm tree with Abu
Bakr, who was about the same age as he. Most of us had not seen the Messenger
of God before then, and we crowded around without knowing him from Abu Bakr.
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Then the shade left the Messenger of God and Abu Bakr rose up and shaded him
with his cloak, and we knew. (44)242
Here, the Prophet Muhammad is shaded twice, first by the palm tree and second by Abu
Bakr. The first shading does not seem to signify much on its own. In fact, the
importance of the first shading lies in its termination, leading to the second shading that
reveals the prophet’s identity. Furthermore, although we may normally expect that the
action of shading would result in hiding, it does the opposite here and divulges what was
unknown before. The shading in al-Tabari’s account not only indicates the relationship
between the Prophet Muhammad and Abu Bakr but also adds texture to the narrative by
complicating it.
Ibn al-Athir uses the anecdote of Abu Bakr’s shading of the Prophet Muhammad
for a different reason:
They saw a long rock. Abu Bakr leveled a place on it so that the Prophet
Muhammad (peace upon him) could take his rest on it and seek shade in its
shadow. The Prophet Muhammad (peace upon him) slept, as Abu Bakr guarded
him, until they journeyed onward after the setting of the sun. (45)243
This account is simpler than that of al-Tabari, and the shading here symbolizes Abu
Bakr’s care for the Prophet Muhammad. Yet, in both al-Tabari and Ibn al-Athir’s
accounts, there is an implied hierarchy between the two protagonists. Through shading,
Abu Bakr serves the prophet in al-Tabari’s account and takes care of him in Ibn alAthir’s account.
In the Jami al-Tawarikh, Rashid al-Din offers yet another version of this story:
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When the heat became intense, they stopped. Prophet took a nap in the shadow of
a tree and Abu Bakr sat, looking on until Prophet woke up. When he woke up,
they mounted (the camels) and went (ten lines below the picture in Figure 29).
(46)244
Although this sounds similar to the first half of al-Tabari’s account, the emphasis differs.
While al-Tabari mentions the two protagonists’ sitting under a tree in passing, Rashid alDin implies a length of time for the same action. Furthermore, in Rashid al-Din’s
account, Abu Bakr never instigates the shadow making. Instead, the tree provides shade,
which Abu Bakr also enjoys, sitting next to the prophet. Here, Abu Bakr and the Prophet
Muhammad are portrayed as two companions more or less equal in status.
In al-Tabari and Ibn al-Athir’s accounts, the cloak or rock functions as an
extension of Abu Bakr’s body, executing his intention, whether it is to reveal the
prophet’s identity or to look after him. In contrast, the tree in Rashid al-Din’s account is
not linked to Abu Bakr; instead, it has an independent standing and is distanced from the
protagonists’ intentions and actions. Its consistent presence and participation in the
narrative also separate it from the rest of the setting. Indeed, the tree alone marks the
space and time of the hijra, during the time in which Abu Bakr and the Prophet
Muhammad sit and rest in its shade.
Al-Tabari points to the food brought by Abu Bakr’s daughter as their main means
of sustenance:
They hired as a guide for the road ‘Abdallah b. Arqad, a man from the BanualDin b. Bakr, whose mother was from the Banu Sahm b. ‘Amr, a polytheist...Abu
Bakr told his son ‘Abdallah to listen to what people were saying about them
during the day and to bring them the day’s news in the evening. He also told his
mawla (client or patron) ‘Amir b. Fuhayrah to pasture his flocks during the day
and to bring them to them in the cave in the evening. Abu Bakr’s daughter Asma’
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brought them enough food for their needs in the evening. The Messenger of God
and Abu Bakr spent three days in the cave. (47)245
Ibn al-Athir’s account is similar to this:
The two (the Prophet Muhammad and Abu Bakr) came out through a window-like
opening in Abu Bakr’s house in the rear side of his house. Then they went to a
cave in Thur and entered it. Abu Bakr ordered his son Abdallah to listen to what
people were saying about them in Mecca during the day and come back to them at
night. And he ordered ‘Amr son of Fuhayirah, his client, to graze goats during the
day and then bring the goats back to them. It was Asma’, Abu Bakr’s daughter,
who came to them with food in the evening, and the Prophet Muhammad and Abu
Bakr stayed in the cave for three days. (48)246
In both al-Tabari and Ibn al-Athir’s histories, while Abu Bakr’s son, Abdallah,
reconnoiters the town, Fuhayirah’s son, ‘Amr, shepherds goats during the day to bring
them to the Prophet Muhammad and Abu Bakr at night. The milking of the goats is not
actually mentioned in the accounts of al-Tabari and Ibn al-Athir although it is assumed.
Instead, both historians give much significance to Asma’s food.
In Rashid al-Din’s history, the shepherd’s sex changes:
Then, Abu Bakr borrowed a man from the Mashrkan, whose name was Ariqat.
The son of Ariqat was told to be a guide for them to Madina. The prophet didn’t
know about the Hijra (peace upon him, there is no Muslim higher than him) or
Abu Bakr. They left the house of Abu Bakr to a cave there, and it was called
Gharshur. Abu Bakr ordered his son, Abd Allah not to leave the country during
the day, to inquire about the conditions of the people, to listen to what they were
saying about the truth of the two (what happened to Prophet and Abu Bakr), to
come to them (Prophet and Abu Bakr) in the night, and to let them know the
condition of Quraish. Abu Bakr also ordered (“also ordered” is written twice,
once before the picture and once after) his mawla Fuhayrah the shepherd (ru’ai)
to graze the goats that belong to Abu Bakr during the day, to bring them at the end
of the day to the cave at the time of milking. They milked them, and they fed on
the milk (three lines above the picture in Figure 29). (49)247
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Rashid al-Din claims that Fuhayrah was at once Abu Bakr’s client and a shepherd, and
that it was she who brought the goats to the cave to milk them in the evening. What
kinds of significance might be traced in the change of the shepherd from a son to his
mother and the inclusion of the milking activity?
The accompanying painting has a female figure milking a goat. This is probably
why Rice and Gray in their monumental work on the Edinburgh Jami al-Tawarikh link it
to another story about the Prophet Muhammad and Abu Bakr:
Muhammad, Abu Bakr, and the herd of goats. Pursued by enemies, Muhammad
and Abu Bakr meet with a herd of goats. The herdswoman tells them that the
goats will give no milk; but when Muhammad strokes the udder of one she gives
enough milk for all. The two travellers are seated on the ground on the right,
while the goats and herdswoman occupy the left half, separated from the former
by a tree. The Prophet’s face has been obliterated and partly redrawn. The skins
of the goats are shaded with body white and silver. All round the edge of the
picture-space are mountain ranges, in strips coloured conventionally in blue and
purplish brown – a wholly Chinese type of landscape. Chinese influence is also
seen in the un-outlined foliage of the tree.248
Even to scholars like Rice and Gray, the milking female figure in the painting easily
lends itself to be read as a character from another anecdote where a woman is indeed a
major protagonist. The textual variation, however, is not as misleading because neither
the gender change of the shepherd nor her milking of a goat greatly affects the general
content of the story being told. It is only when this variation is visualized in a painting
does it gain potential to mislead or differently guide the viewer to remembering another
story about the Prophet Muhammad’s miracle.
Without attempting to trace Rashid al-Din’s intentions in the Jami al-Tawarikh, I
would argue that the change of the shepherd from a boy to a woman and the imagery of
her milking a goat enable the text and painting to activate two different collective
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memories in the reader/viewer. While this marks a certain disjuncture between the
historiography of the text and that of the painting, because the reader and viewer are
supposedly one person, the text and painting together compel the reader/viewer to relate
the two collective memories in his own context. In other words, the historiography of
text and that of the painting are in a dialectical relationship, which comes to a synthesis in
the Ilkhanid reader/viewer. The text and painting of this event in the Jami al-Tawarikh
seem to bring the reader/viewer’s attention to the gender of the protagonists and their
actions and to reformulate the relationship between the two differently gendered
memories.249
As noted above, by positioning both the Prophet Muhammad and Abu Bakr
under a free-standing tree’s shadow, Rashid al-Din changes Abu Bakr’s role from the
Prophet’s caregiver to companion. He does not remove the caregiver character from this
narrative completely, however. Instead, he shifts it to the female milking shepherd and
goats, without whom the Prophet Muhammad and Abu Bakr cannot survive. Along with
the important role that the tree plays in the narrative, these changes may upset the
reader/viewer’s expectation that the Prophet Muhammad is the central figure around
which Abu Bakr, a milking figure, and land elements play subsidiary roles. In the
accompanying painting, as well, the Prophet Muhammad is relegated to the side, whereas
the tree and the goats take over most of the picture plane. This composition brings the
relationship between center and periphery to the center of the visual experience, which
may have made it in accord with Rashid al-Din’s spatial organization of the Jami alTawarikh project.
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Rock – “Prophet Salih Produces a Camel from a Rock”

In the Koran, the she-camel is God’s sign for Salih’s prophecy, as in Suras 7:73,
11:64, 17:59, and 26:154-5:
A veritable proof has come to you from your Lord. Here is God’s she-camel: a
sign for you. (50)
My people, here is God’s she-camel, a sign for you. (51)
To Thamud We gave the she-camel as a visible sign. (52)
“Show us a sign, if what you say be true.” “Here,” he (Salih) said, “is this shecamel.” (53)
How and where the she-camel appeared miraculously is not described in the Koran.
In al-Tabari’s history, the description of the she-camel’s appearance forms the
core of one of his accounts:
Thamud said to Salih, “Bring us a sign if you are indeed truthful.” Salih said to
them, “Go to an elevation on the land,” and it shook violently as a woman in labor
shakes, and it opened up, and from its midst a camel came forth. Salih said, “This
is God’s camel, a token unto you. Let her feed in God’s land, and do not hurt her,
lest a painful torment seize you. She has the right to drink, and you have the right
to drink, each on an appointed day.” But when they wearied of her, they
hamstrung her, and Salih said to them, “Enjoy life in your dwelling place for three
days. This is a promise that will not be belied.” (54)250

Here, al-Tabari uses both an imagery of a shaking and breaking rock and a simile of a
pregnant woman in labor to describe the location and the manner in which the she-camel
appears. Ibn al-Athir uses a similar imagery and simile:
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His (Salih’s) people told him: “Salih, let a she-camel come out of this isolated
rock. If this is done, then we will believe you.” He agreed with them and went to
the rock. He prayed, and God gave power and honor. The rock shook violently
as a pregnant woman is in labor. Then, the rock broke up, and from the middle of
it came out a she-camel, as they asked. (55)251
The imagery and simile anthropomorphize the rock, as if the rock gave birth to the shecamel.
In contrast, Rashid al-Din does not use such imagery or simile:
If from this rock, by way of the miracle, a she-camel comes out, they will
celebrate the magnificent rock, upon which is the mountain. When he saw that it
wouldn’t benefit the tribe a bit with these, he invoked God the exalted, and God
responded to the invocation, and a she-camel appeared from this rock (in God’s
extreme beauty, goodness). And they were faithful and stayed on for days on this.
Then soon they returned to the way of straying away from the right path and
tyranny. They expelled Salih, the prophet, from among them and wounded the
she-camel (the picture), (under the picture, the text is obliterated, but it is about
the she-camel drinking) (two lines above the picture in Figure 23). (56)252
Unlike al-Tabari and Ibn al-Athir, Rashid al-Din elaborates more on the description of the
rock itself, which he writes is “magnificent” and under the “mountain.” Without
anthropomorphizing the rock, Rashid al-Din keeps the rock in the material world,
bringing out the inherent dichotomy between the she-camel and its petri-origin and
making the she-camel’s appearance from the rock more unnatural.
While Rashid al-Din keeps the disjuncture between the she-camel and rock in the
textual account of this event, they share the same color, tone, and texture in the
accompanying painting. The artists may have emphasized the link between the land
element and animal so that Rashid al-Din did not have to force it in the textual account.
Conversely, because the link is made obvious visually, by not mentioning it in the text,
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Rashid al-Din may challenge the reader to consider their historiographical relationship
mainly in pictorial terms. As mentioned on Page 39, historians of post-Ilkhanid
Persianate paintings have explored similar links between text and image both on the level
of creation and reception. Here, I do not argue that the Ilkhanid culture was similar to
that of the later societies in Iran. Yet, in the “Prophet Salih Produces a Camel from a
Rock,” text and image seem to have complemented the history put forth through the Jami
al-Tawarikh so that the reader/viewer remembers the event both textually and visually.

Architecture – “City of Iram”

In the Koran, the city of Iram, where the people of ‘Ad dwelled, exemplifies the
settlement of infidels punished by God, as in Sura 26:124-135 and in Sura 89:6-8:
Their (people of ‘Ad) kindsman Hud had said to them: ‘Will you not fear God? I
am indeed your true apostle. Fear God, then, and follow me. For this I demand
of you no recompense; none can reward me except the Lord of Universe. Will
you erect a monument on every hill? Vain is your work. You build strong
fortresses, hoping that you may last for ever. When you exercise your power, you
act like cruel tyrants. Have fear of God, and follow me. Fear Him who has give
you all the things you know. He has given you flocks and children, gardens and
fountains. Beware the torment of a fateful day.’ (57)
Have you not heard how your Lord dealt with ‘Ad? The people of the manycolumned city of Iram, whose like has never been built in the whole land? (58)253
The imageries, such as “every monument on every hill,” “strong fortresses,” and “manycolumned city,” describe the city of Iram. The Koran implies that the unique, ubiquitous,
and well-built architecture misled the denizens of Iram to an overestimation of their
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strength and to a wrong impression of their indestructibility. The Koranic emphasis is
that God is all powerful even over such a city and merciless to whoever finds pleasure in
oppression and idolatry.
Al-Tabari’s and Ibn al-Athir’s accounts share a similar central theme of God’s
punishment of infidels. The focus of their narratives, however, shifts to the individual,
Hud, who brought monotheism to the people of ‘Ad and ended their tyranny. Al-Tabari’s
account has no isnad and is mostly composed of the Koranic verses, 26:124-135:
As for ‘Ad:
God sent them Hud b. ‘Abdallah b. Ribah b. al-Khalud b. ‘Ad b. Uz b. Aram b.
Shem b. Noah. Some genealogists claim that Hud was Eber b. Shelah b.
Arpachshad b. Shem b. Noah. The ‘Ad tribe had three idols which they
worshipped, one of which they called Sada, another Samud, and the third alHaba’. Hud called upon them to recognize God’s oneness and to worship only
Him and none other, and to abandon the unjust treatment of people, but they did
not believe him. They said, “Who is stronger than we?” And only a few of them
believed in Hud. When they persisted in their rebelliousness Hud exhorted them,
saying to them, “Do ye build on every high place a monument for vain delight?
And do ye seek out strongholds, that haply ye may last for ever? And if ye seize
by force, do ye seize as tyrants? Rather, do your duty to God and obey me. Keep
your duty toward Him who has given you what you know, has given you cattle
and sons and gardens and watersprings. I fear for you when the retribution of an
awful day comes.”...As has been mentioned, God held back rain from them for
three years, and they began to suffer because of this. (59)254
Al-Tabari elaborates on Hud’s genealogy while resorting to the Koranic verses to
describe the city of Iram.
Like al-Tabari, Ibn al-Athir’s narrative centers on how Hud ended the wrongdoings
of the people of ‘Ad:
The account of the events that occurred between Noah and Abraham
As for ‘Ad, son of ‘Audh son of Iram son of Shem son of Noah, ‘Ad the first, his
people were in what lies between the Shahar and Oman, and they met their
demise. They were tyrants for a long time, and there was none like them. God
the exalted said: “Remember your work of the successors of Noah’s people and
your increase in the skillful creation.” God sent to them Hud, son of Abdallah son
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of Rubah son of al-khulud son of ‘Ad son of ‘Audh, and some people believe that
this is Hud, son of Ghabar son of Shalikh son of Arfakhashadh son of Shem son
of Noah. People of Uthman the third used to say that the first of them was injured,
the second was skinny, and the third was excitable. He called them to the oneness
of God, but his people were still practicing idolatry, none other than him.
Oppression left the people. (60)255
Unlike al-Tabari, however, Ibn al-Athir does not rely heavily on the Koranic verses and
does not even mention the architecture of the city of Iram
Although God’s triumph over infidels also forms the central theme of Rashid alDin’s account, his description of the architecture in Iram is much more extensive than
that of the Koran or al-Tabari. He writes in length:
(The beginning of the sentence is obliterated) this, which Iram was built. These
three Sultans were sent there, who were of his tribe (obliterated) and they
established upon him gold and silver and all kinds of good equipments. All of
them were from what was in his kingdoms, and they did this. They enjoyed it to
the fullest what were their houses... Building of it realized near 300 years... It was
remembered in the old saying “Iram had columns, and nothing like it rose in the
countries.” People were dazzled by this architecture, and the infidels and the
tyranny increased, and his tyranny increased until they didn’t believe in the
blessings of God the exulted. (the painting) God the exalted sent Hud al-Bani,
peace upon him, who was one of the wisest of the tribe and who descended from
that progeny (four lines above the picture in Figure 25). (61)256
In addition to the Koranic imagery of “many columns,” he writes in detail about the “gold
and silver and all kinds of furnishings” in the city of Iram. Moreover, he explains that it
took long “three hundred years” to build the city. In so doing, he gives details on the
building and furnishings of the architecture. He also explains how the architecture was
received by saying that the denizens of Iram “enjoyed their houses to the fullest,” and that
people were “dazzled by its architecture.”
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Most peoples described in the Jami al-Tawarikh are linked to their land space,
including the Mongol tribes and the people in the northern regions as analyzed above in
the account of Alexander’s expedition. In contrast, the people of ‘Ad are anchored to
their architectural space; when the architecture flourishes, so does the tyranny, and only
when the architecture is demolished, does monotheism triumph. The urban space defines
the spatial and temporal identity of the people of ‘Ad, and this identity does not alter until
an outsider, Hud, enters, penetrates, and navigates the city. Reading this historical
account, then, the reader is compelled to visualize the architectural space, which becomes
central to the reader’s memory of the event.
As analyzed in Chapter 3, the building at the center of the painting “City of Iram”
at once differentiates and relates the two pictorial spaces on the left and right of it. The
two equestrian figures on the right are about to enter the building, and the garden on the
left is about to receive them. A figure steps out of the building in the middle, permitting
this entry. At the same time, the vertical line through the building makes the entry
visually uncomfortable. The tension between Muslims and infidels in the accompanying
text may have resonated with this visual anxiety. As a result, text and painting together
may have intensified the dichotomy between Muslims and non-believers in the
reader/viewer’s memory of the story.

Tense Moment – “‘Abd al-Muttalib and al-Harith about to Discover Zamzam”

The account of the Prophet Muhammad’s grandfather Abd al-Muttalib’s finding
and digging of the well of Zamzam is not Koranic. While al-Tabari refers to this event in
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passing, he does not dedicate a separate section or even a separate passage to it. Instead,
he includes it as a biographical attribute of Abd al-Muttalib:
He (Abd al-Muttalib) was who discovered Zamzam, the well of Ishmael, the son
of Abraham, and brought out what was buried there, namely, two golden gazelles
which Jurhum are said to have buried when they were evicted from Mecca, and
Qal’i swords and coats of mail. (62)257
When Quraysh made difficulties for him (Abd al-Muttalib) about the digging of
Zamzam,... (63)258
For al-Tabari, Abd al-Muttalib’s digging of Zamzam is not an event that fully unfolds
through the protagonist’s actions. The “difficulties” he mentions are also never explained
or mentioned again.
In contrast, Ibn al-Athir narrates the event as a story:
“It is not like what some people think, and it is between al-Farath and al-Dam,
where a white crow pecks on a group of ants.” When this matter became clear to
him, (Abd al-Muttalib), and its existence was demonstrated to him, he knew that it
had to be true. The next morning, with his pickax and his only son al-Harith, he
discovered between Isaf and Naila in the region that belonged to Quraysh and
their companions. And he (Abd al-Muttalib) saw a crow pecking there...Then
Abd al-Muttalib mounted a camel. When his camel set out, the source of fresh
water burst out under the camel’s hoof, and his companions celebrated and drank
from it... “If this water you drink from in this waterless desert is Zamzam, then
return to your water in the right way.” (64)259
At the sight of the sign of crow, Abd al-Muttalib gives a speech about standing strong
against the Quraysh rather than digging the well. Only when he finds strength to forgo
water in the desert, Zamzam miraculously springs forth on its own. The emphasis here is,
then, Abd al-Muttalib’s connection to God through the signs of the crow and camel and
his courage as a Muslim to take on Quraysh’s challenge. Zamzam would, then,
symbolize the triumph of Islam.
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In telling this story, Rashid al-Din shifts the emphasis to the sequential actions of
Abd al-Muttalib:
Where a white-footed crow pecks on a group of ants, you will know you have
what was wanted (Zamzam) and its existence and description. When the morning
came, he took the horse and took his son, Al-Harith with him. They then went to
the existing and described place and stopped near it. They saw a crow that was
pecking on there. Then, Abd al-Muttalib preceded there. He then dug there with
his axe, which was seen by Quraysh, and they laughed at him and marveled at
him. He found an overflowing well after a short time. (sixth line on the right of
the picture in Figure 39). (65)260
Here, Abd al-Muttalib moves to where the sign of crow is promised and stops when he
reaches it. This moment when he halts spatially in front of and temporally before seeing
the sign of crow evokes a sense of a threshold. Only then does Abd al-Muttalib walk
toward the sign of crow and step into a new phase in the story by digging the well. The
story, then, unfolds through the protagonist’s actions in spatial and temporal relation to
the sign of the crow and the Zamzam well.
In this sequence, the point where Abd al-Muttalib stops before Zamzam is the
only moment Rashid al-Din describes in isolation. The time period before, when he
travels to the region, or the time period after, when he walks toward Zamzam, are not
described in moments but rather in larger lapses. Here, I borrow an anthropological term,
“tense,” as laid out by Alfred Gell and Eviatar Zerubavel.261 According to them, the
collective memory of an anthropological group is generally composed of important
“tense” times and not as important times. For instance, in the Islamic collective memory,
the time before the Prophet Muhammad’s prophecy is less important than the time after.
This variation is also recognizable within a single remembered event. For example,
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Judas’ kissing of Jesus can be described as one of the “tense” moments in the Christian
collective memory of the Passion of Jesus. In the narrative of Abd al-Muttalib’s finding
of Zamzam, the moment when he halts before Zamzam can be considered “tense” in the
collective memory that Rashid al-Din’s history constructs. In the accompanying painting,
the artists minimize the land rendition and emphasize the columnar stature of figures,
thereby, making it seem as though time has stopped. As a result, they exaggerate the
tension of this moment, in keeping with the mood put forth in Rashid al-Din’s textual
historiography.

Conclusion

The Jami al-Tawarikh artists appropriate Chinese landscape techniques and
motifs in their renditions of land. They depict clouds, twisting and bending tree trunks,
and rolling hills using loose brushwork, transparent wash, undulating lines, calligraphic
strokes. In so doing, the Jami al-Tawarikh painters newly create an illusion of
atmosphere, three-dimensional space, and passage of time. Accordingly, the visual
experience of encountering the Jami al-Tawarikh land renditions probably had much to
do with Chinese landscape techniques and motifs. In this chapter, however, I argue that
the cognitive process of making sense of such visual experience could not have been
disconnected from other cultural discourses in the Ilkhanid court. Historiography was
one such intellectual discourse directly linked to the Jami al-Tawarikh paintings since
writing and painting were conceived and carried out as parts of a single project of
producing the manuscript of history.
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On the level of writing the history, the new composition of interpolating the main
history with the other histories that Rashid al-Din implements instead of the annalistic
format of Ibn al-Athir brings out the differences between historical spaces that are
compiled in his world history. At the same time, it compels the reader to consider the
relationships between different histories and to keep these relationships in mind when
remembering the past. On the level of production, the Jami al-Tawarikh project required
all kinds of texts to be brought to the center in the Ilkhanid court. Once these histories
were compiled in the Jami al-Tawarikh, however, they were to be disseminated all over
the Ilkhanid domain. The Jami al-Tawarikh project, then, facilitated movements of
knowledge through texts, that is, both in its collection and distribution. Writing and
producing of the Jami al-Tawarikh, then, newly facilitated certain negotiations of
organizing the historical and epistemological spaces, respectively.
Although the pictorial land renditions were new in the Jami al-Tawarikh, the
textual land imageries had long been in use in Islamic historiography. In the account of
Moses’ encounter with God, rich imageries of clouds and mountain allow the reader to
visualize the different spiritual states of the protagonists. The trees in the accounts of
Moses’ being sent down the river and Muhammad’s journey in the hijra may compel the
reader to conceptualize the changing states of these figures, from a Jewish infant to an
Egyptian prince and from a Meccan denizen to a fugitive on the way to Medina,
respectively. The imagery of the city of Iram lets the reader navigate its architectural
space, which define the changes in the identity of the people of ‘Ad.
The land imagery in the account of she-camel’s appearance from a rock
dichotomizes the world of material and that of the living, thereby, miracularizing the
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event even further. The fog in Alexander’s expedition brings the reader to the extreme
regions and dominates the reader’s visualization of them. The clouds and mountain in
the account of the slaying of the giant Og may guide the reader to an updated memory of
the event, to which the death of Aaron was a part. Rashid al-Din newly assigned a name
“Hur hahar” to the mountain where Aaron died as opposed to previous Muslim historians
who called it a nameless “such and such mountain.” Temporally, the stopping of Abu
Muttalib in front of the well of Zamzam halts the reader, who may then grasp this tense
moment in history. These textual land imageries, then, facilitate conceptualizations of
spatial and temporal relations in the collective memory that the reader constructs through
reading a history.
In the experience of viewing the Jami al-Tawarikh pictorial land renditions, the
reader/viewer probably had textual references in mind, whether from the Koran and preIlkhanid histories with which he was familiar or from the text of the Jami al-Tawarikh,
itself. Because the Jami al-Tawarikh paintings are equipped with their own pictorial
spaces isolated from the texts, the events that the paintings portray stand on an equal
footing as those as told by the texts. This would have made reading and viewing two
parallel parts of encountering the manuscript of history. As a result, the reader/viewer
would have reformulated both his textual and visual memory of the past through
reading/viewing the Jami al-Tawarikh.
While the reader/viewer already had in mind memories of a particular historical
event, he would have been completely new to seeing a painting of this event in a
manuscript of history. This new experience may have lead to a reconsideration of the
role of painting altogether. The land renditions played a crucial part in creating a
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pictorial representation of the event, different from the textual narrative. How land came
into the picture in the Islamic world, then, may have had to do with the Ilkhanids'
reformulation of the medium of painting to serve an entirely new purpose. In the Jami
al-Tawarikh, land renditions may have helped the reader/viewer remember the past
through a visual means in addition to the previous means of text.
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Appendix
1.
ﺑﻤﻮﺟﺒﯽ ﮐﻪ از ﺣﮑﻤﺎﯼ اﻳﺸﺎن ﻧﻘﻞ ﻣﯽ ﮐﻨﻨﺪوﺑﺮ ﺁن ﻣﺘﻔﻖ اﻧﺪ ﺑﻤﻮﺟﺒﯽ ﮐﻪ در ﺗﻮارﻳﺦ اﺳﻼﻣﻴﺎن ﻣﺬﮐﻮر اﺳﺖ و در ﺗﻮرة
ﺑﻨﯽ اﻳﺴﺮﺋﻴﻞ ﻣﺴﻄﻮر ،ﮐﻪ ﻧﻮح ﭘﻴﻐﻤﺒﺮ ﻋﻠﻴﻪ اﻟﺴﻼم زﻣﻴﻦ را از ﺟﻨﻮب ﺗﺎ ﺷﻤﺎل ﺳﻪ ﻗﺴﻢ ﮐﺮد :اول را ﺑﻪ ﺣﺎم از
ﻓﺮزﻧﺪان ﺧﻮد داد ﮐﻪ ﭘﺪر ﺳﻮدان ﺑﻮد وﻣﻴﺎﻧﻪ را ﺑﺴﺎم ﮐﻪ ﭘﺪر اﻋﺮاب ﻓﺮس ﺑﻮد ،وﺳﻮم را ﺑﻴﺎﻓﺚ ﮐﻪ ﭘﺪر اﺗﺮاﮎ ﺑﻮد،
واورا ﺑﺠﺎﻧﺐ ﻣﺸﺮق ﻓﺮﺳﺘﺎد -ﻣﻐﻮﻻن وﺗﺮﮐﺎن ﻧﻴﺰهﻤﻴﻦ ﺳﺨﻦ ﻣﯽ ﮔﻮﻳﻨﺪ -ﻟﻴﮑﻦ ﺗﺮﮐﺎن ،ﻳﺎﻓﺚ را اﺑﻮﺑﺠﻪ ﺧﺎن )اﺑﻮﻟﺠﻪ(
ﺧﻮاﻧﺪﻩ اﻧﺪ وﻣﺤﻘﻖ ﻧﻤﯽ داﻧﻨﺪ ﮐﻪ اﻳﻦ اﺑﻮ ﺑﺠﻪ ﺧﺎن ﭘﺴﺮ ﻧﻮح ﻋﻠﻴﻪ اﻟﺴﻼم ﺑﻮدﻩ ،ﻳﺎ ﻓﺮزﻧﺪزادۀ او .
اﻻﺁﻧﮑﻪ ﻣﺘﻔﻖ اﻧﺪ ﺑﺮ ﺁﻧﮑﻪ از ﻧﺴﻞ او ﺑﻮدﻩ وﻗﺮﻳﺐ اﻟﻌﻬﺪ ﺑﻮﯼ.
ﺗﻤﺎﻣﺖ ﻣﻐﻮﻻن واﺻﻨﺎف اﺗﺮاﮎ وﺻﺤﺮاﻧﺸﻴﻨﺎن از ﻧﺴﻞ وﯼ اﻧﺪ
وﺷﺮح ﺁن ﺣﺎل ﺑﺮﻳﻦ ﻣﻮﺟﺐ ﺗﻘﺮﻳﺮ ﻣﯽ ﮐﻨﻨﺪ ،ﮐﻪ اﺑﻮ ﺑﺠﻪ ﺧﺎن ﺻﺤﺮ اﻧﺸﻴﻦ ﺑﻮد.
2.
ﻗﺮاﺧﺎن ﻗﺎﻳﻢ ﻣﻘﺎم ﭘﺪر ﺷﺪ واز وﭘﺴﺮﯼ درو ﺟﻮد ﺁﻣﺪ ﺳﻪ ﺷﺒﺎﻧﻪ روز ﭘﺴﺘﺎن ﻣﺎدر ﻧﻤﯽ ﮔﺮﻓﺖ وﺷﻴﺮ ﻧﻤﯽ ﺧﻮرد ﺑﺪاﻧﺴﺒﺐ
ﻣﺎدرش ﻣﻴﮕﺮﻳﺴﺖ وﺗﻀﺮع ﻣﻴﮑﺮد ،وهﺮ ﺷﺐ در ﺧﻮاب ﭼﻨﺎن دﻳﺪﯼ ﮐﻪ ﺁن ﺑﭽﻪ ﺑﺎوﯼ ﮔﻔﺘﯽ ﮐﻪ اﯼ ﻣﺎدر اﮔﺮ ﺧﺪا
ﭘﺮﺳﺖ ﺷﻮﯼ وﻣﺤﺐ ﺧﺪاﮔﺮدﯼ ،ﺷﻴﺮ ﺗﻮ ﺑﺨﻮرم .ﺁن زن ﺑﻮاﺳﻄﮥ ﺁﻧﮑﻪ ﺷﻮهﺮش وﺗﻤﺎﻣﺖ اﻗﻮام اﻳﺸﺎن ﮐﺎﻓﺮﺑﻮدﻧﺪ،
ﺗﺮﺳﻴﺪ ﮐﻪ اﮔﺮ اﻇﻬﺎر ﺧﺪا ﭘﺮﺳﺘﯽ ﮐﻨﺪ او را ﺑﺎﺑﭽﻪ هﻼﮎ ﮔﺮداﻧﻨﺪ ،ﭘﻨﻬﺎن ﺑﺨﺪاﯼ ﺗﻌﺎﻟﯽ اﻳﻤﺎن ﺁوردﻩ وﺑﺎﺧﻼص ﺗﻤﺎم
ﻣﺤﺐ ﺣﻖ ﺟﻞ وﻋﻼ ﺷﺪﻩ وﺁن ﺑﭽﻪ ﭘﺴﺘﺎن ﻣﺎدر ﮔﺮﻓﺘﻪ و ﺷﻴﺮ ﺧﻮردﻩ...ﭼﻮن ﺑﺤﺪ ﺑﻠﻮغ رﺳﻴﺪ ﭘﺪرش ﻗﺮاﺧﺎن  ...ﮔﻔﺖ
ﭘﺴﺮم اوﻏﻮز در ﮐﻮدﮐﯽ ﻋﻈﻴﻢ ﻣﻘﺒﻞ وﻣﺴﺘﻌﺪ ﻣﻴﻨﻤﻮد وﻣﺮا ﺑﺎﺣﻮال او دﻟﺒﺴﺘﮕﯽ ﺗﻤﺎم ﺑﻮد واﻳﻦ زﻣﺎن ﮐﺎر ﺑﺪ ﭘﻴﺶ ﮔﺮﻓﺘﻪ
واز دﻳﻦ ﻣﺎ ﺑﺮ ﮔﺴﺘﻪ ،او را زﻧﺪﻩ ﻧﺘﻮان ﮔﺬاﺷﺖ ...ﻗﺮﻳﺐ هﻔﺘﺎد وﭘﻨﺞ ﺳﺎل ﺑﺎ ﻳﮑﺪﻳﮕﺮ ﺟﻨﮏ ﻣﻴﮑﺮدﻧﺪ...ﻋﺎﻗﺒﺖ اﻻﻣﺮ
اوﻏﻮز ﻏﺎﻟﺐ ﺁﻣﺪ ،وﺁن ﻣﻠﮏ را از ﺗﻼس وﺻﻴﺮم ﺗﺎ ﺑﺨﺎرا ﺑﮕﺮﻓﺖ وﺁن ﻣﻠﮏ ﺑﺮوﯼ ﻣﺴﻠﻢ ﺷﺪ...ﻣﺠﻤﻮع ﻣﻐﻮﻻن از
ﻧﺴﻞ اﻳﺸﺎن اﻧﺪ .ودر ﺁن ﻋﻬﺪ ﺟﻤﻠﻪ ﮐﺎﻓﺮ ﺑﻮدﻧﺪ وﺑﻤﺮوراﻳﺎم اﻳﺸﺎن ﻧﻴﺰ ﺑﺎاروغ ﻣﻮﺣﺪ ﮔﺸﺘﻨﺪ.
3.
﴿ﻗﻞ ﻳﺎﻳﻬﺎ اﻟﻜﻔﺮون ﻻ اﻋﺒﺪ ﻣﺎ ﺗﻌﺒﺪون وﻻ اﻧﺘﻢ ﻋﺒﺪون ﻣﺎ اﻋﺒﺪ وﻻ اﻧﺎ ﻋﺎﺑﺪ ﻣﺎ ﻋﺒﺪﺗﻢ وﻻ اﻧﺘﻢ ﻋﺒﺪون ﻣﺎ اﻋﺒﺪ ﻟﻜﻢ دﻳﻨﻜﻢ
وﻟﻲ دﻳﻦ﴾
4.
از وﻗﺖ وﻻدت او از اﺑﺘﺪاﯼ ﻗﺎﻗﺎﺋﻴﻞ ﮐﻪ ﺳﺎل ﺧﻮﮎ اﺳﺖ ﻣﻮاﻓﻖ ﺷﻬﻮر ﺳﻨﻪ ﺗﺴﻊ وارﺑﻌﻴﻦ وﺧﻤﺴﻤﺎﺋﻪ هﺠﺮﯼ ﮐﻪ در ﻣﺎﻩ
ذﯼ اﻟﻘﻌﺪﻩ واﻗﻌﺸﺪﻩ ،ﺗﺎﻗﺎﻗﺎﺋﻴﻞ دﻳﮕﺮ ﮐﻪ هﻢ ﺳﺎل ﺧﻮﮎ اﺳﺖ ،ﻣﻄﺎﺑﻖ ﺷﻬﻮر ﺳﻨﻪ اﺛﻨﺘﻴﻦ و ﺳﺘﻴﻦ وﺧﻤﺴﻤﺎﺋﻪ ﮐﻪ در ﻣﺎﻩ
رﺑﻴﻊ اﻻﺧﺮ واﻗﻌﺸﺪﻩ ودر اﻳﻦ ﻣﺪت ﭘﺪر اوﻳﺴﻮﮐﺎﯼ ﺑﻬﺎدر در ﺣﻴﺎت ﺑﻮدﻩ ودر ﺳﺎل ﺁﺧﺮ ﮐﻪ ﺳﻴﺰدهﻢ ﺳﺎﻟﺴﺖ ،ﻳﺴﻮﮐﺎﯼ
ﺑﻬﺎدر وﻓﺎت ﻳﺎﻓﺘﻪ وﭼﻨﮕﻴﺰ ﺧﺎن از وﺳﻴﺰدﻩ ﺳﺎﻟﻪ ﺑﺎز ﻣﺎﻧﺪﻩ.
5.
ﺗﺎرﻳﺦ ﭘﺎدﺷﺎهﺎن وﺧﺎﻗﺎﻧﺎن ﺧﺘﺎﯼ و ﭼﻴﻦ و ﮐﺮاﻳﺖ وﻧﺎﻳﻤﺎن و ﻣﻐﻮل و اوﻳﻐﻮروﺗﺮ ﮐﺴﺘﺎن و ﮐﻮل وﺑﺎﺷﻐﺮ دوﻗﺒﭽﺎق و
اوروس و ﭼﺮﮐﺲ وﺁس و ﻣﺎوراء اﻟﻨﻬﺮ وﺧﻠﻔﺎء وﺳﻼﻃﻴﻦ اﻳﺮان وروم وﺷﺎم وﻣﺼﺮ وﻏﻴﺮهﻢ ﮐﻪ از اﺑﺘﺪاﯼ ﻗﺎﻗﺎﺋﻴﻞ ﻣﻪ
در ذﯼ اﻟﻘﻌﺪﻩ ﺳﻨﻪ ﺗﺴﻊ و ارﺑﻌﻴﻦ و ﺧﻤﺴﻤﺎﺋﻪ هﺠﺮﯼ واﻗﻊ ﺷﺪﻩ اﺳﺖ ،ﺗﺎاﻧﺘﻬﺎﯼ ﻗﺎﻗﺎﺋﻴﻞ دﻳﮕﺮ ﮐﻪ در رﺑﻴﻊ اﻻول ﺳﻨﻪ
اﺛﻨﺘﻴﻦ و ﺳﺘﻴﻦ وﺧﻤﺴﻤﺎﺋﻪ هﺠﺮﯼ واﻗﻊ ﺷﺪﻩ ،ﮐﻪ ﻣﺪت ﺳﻴﺰدﻩ ﺳﺎل ﺗﻤﺎم ﺑﺎﺷﺪ ،ﻣﻌﺎﺻﺮ ﭼﻨﮕﻴﺰ ﺧﺎن ﺑﻮدﻩ اﻧﺪ ،ﺁﻧﭽﻪ
ﻣﻌﻠﻮﻣﺴﺖ ،وﻧﻮادر ﺣﻮادث ﮐﻪ در ﻣﺪت ﻣﺬﮐﻮر اﻓﺘﺎدﻩ.
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6.
ﻓﺼﻞ دوم درﺑﻴﺎن داﺳﺘﺎﻧﻬﺎﯼ ﭼﻨﮕﻴﺰ ﺧﺎن واروغ ﻧﺎﻣﺪار او ﮐﻪ ﺑﻌﻀﯽ ﻗﺎﺁن هﺮ ﻋﻬﺪ ﺷﺪﻩ اﻧﺪ وﭘﺎدﺷﺎهﯽ ﻣﻌﻴﻦ
ﻧﻴﺎﻓﺘﻪ وﻣﺠﻤﻞ ﺣﮑﺎﻳﺎت ﭘﺎدﺷﺎهﺎن ﻋﺎﻟﻢ ﮐﻪ ﻣﻌﺎﺻﺮ اﻳﺸﺎن ﺑﻮدﻩ اﻧﺪ ﺗﺎ اﻳﻨﺰﻣﺎن.
7.
هﺮ ﭼﻨﺪ ﻣﺼﻨﻔﺎن وﻣﺆﻟﻔﺎن ﺗﻮارﻳﺦ ﻣﺘﻘﺪم ،ﮐﺘﺐ از هﺮ ﻧﻮع ﺳﺎﺧﺘﻪ اﻧﺪ و ﺣﮑﺎﻳﺎت از ﻣﻨﻪ ﻣﺨﺘﻠﻒ ﻧﺎﻣﺮﺗﺐ ﭘﺮداﺧﺘﻪ اﻧﺪ،
اﻣﺎ ﺧﻮاﻧﻨﺪ ﮔﺎن از ﺁن ﻓﺎﻳﺪﻩ ﺗﻤﺎم ﻧﻴﺎﻓﺘﻪ .وﻧﻴﺰ ﺗﺎرﻳﺦ ﺳﺎل ﺑﺴﺎل ﮐﻪ ﻣﺮﺣﻮم اﺑﻦ اﻻﺑﺜﺮ ﻧﻬﺎدﻩ ،اﮔﺮ ﭼﻪ ﺳﻌﯽ ﺑﺴﻴﺎر ﻧﻤﻮدﻩ،
ﻟﮑﻦ ﺣﮑﺎﻳﺎت هﺮ ﭘﺎدﺷﺎهﯽ ﻣﻀﺒﻮط ﻧﻴﺴﺖ وﮐﻴﻔﻴﺖ ﺁن ﮐﻤﺎ ﺑﻴﺸﯽ ﺑﺮ وﻻوﺗﺮﺗﻴﺐ ﻣﻌﻠﻮم ﻧﻤﯽ ﺷﻮد واﻳﻨﻤﻌﻨﯽ ﻧﺰد ﻣﻄﺎﻟﻌﻪ
ﮐﻨﺎن ﺁﻧﮑﺘﺎب ﻣﻘﺮراﺳﺖ ﺑﻨﺎﺑﺮاﻳﻦ ﻣﻘﺪﻣﺎت ،ﻣﺆﻟﻒ اﻳﻦ ﺗﺎرﻳﺦ را ﭼﻨﺎن ﻣﻮاﻓﻖ اﻓﺘﺎد ﮐﻪ ﺑﻬﺮ ﭼﻨﺪ ﺳﺎل ﻣﻌﻴﻦ ﮐﻪ ﺗﺎرﻳﺦ
ﭼﻨﮕﻴﺰ ﺧﺎن ﻧﻮﺷﺘﻪ ﺷﻮد ،ﺗﻮارﻳﺦ دﻳﮕﺮ ﭘﺎدﺷﺎهﺎﻧﺎﻃﺮاف ﮐﻪ ﻣﻌﺎﺻﺮ او ﺑﻮدﻩ اﻧﺪ ﺑﺮ دﻻﯼ ﺁن ﺑﺘﺤﺮﻳﺮ ﭘﻴﻮﻧﺪد ،ﺗﺎ اﺣﻮال
ﭘﺎدﺷﺎهﺎﻧﯽ ﮐﻪ ﻣﻌﺎﺻﺮ هﻤﺪﻳﮕﺮ ﺑﻮدﻩ اﻧﺪ ،ﻋﻠﯽ اﻟﻌﻤﻮم ﻣﻌﻠﻮم ﮔﺮدد...اﻳﻦ ﻗﺎﻋﺪۀ ﻣﺬﮐﻮر از اﺑﺘﺪﯼ وﻻدت ﭼﻴﻨﮕﻴﺰ ﺧﺎن ﺗﺎ
ﺁﺧﺮ ﻋﻤﺮ او وﺑﻌﺪ از و ﺗﺎاﻳﻦ زﻣﺎن هﺮ ﭼﻨﺪ ﺳﺎل را ﮐﻪ ﻣﻨﺎﺳﺐ وﻣﻮاﻓﻖ ﻧﻤﻮد ،ﺗﺎرﻳﺦ ﭼﻨﮕﻴﺰ ﺧﺎن و ﻓﺮزﻧﺪان او
واﺣﻮاﻟﯽ ﮐﻪ در ﺟﺎغ اﻳﺸﺎن ﻣﻌﻠﻮم وﻣﺤﻘﻖ ﺑﻮد وﺗﺒﻌﻴﺖ ﻻزم ﺁﻳﺪ ،ذﻳﻞ ﺁن ﺳﺎﺧﺘﻪ ﻣﻴﺂﻳﺪ ﺗﺎ اﻳﻦ ﻋﻬﺪ هﻤﺎﻳﻮن وزﻣﺎن
ﻣﺒﺎرﮎ ،ﺗﺎ ﺧﻮاﻧﻨﺪﻩ از اﺣﻮال ﺟﻤﻠﻪ ﺑﺎﺧﺒﺮ ﺑﺎﺷﺪ .وﺁن ﺿﺎﺑﻄﻪ ﺑﺮﻳﻦ ﻧﻤﻂ و ﺗﺮﺗﻴﺐ اﺳﺖ ﮐﻪ اﺛﺒﺎت ﻣﻴﻴﺎﻳﺪ.
8.
از ﻏﺎﻳﺖ ﻋﻠﻮ هﻤﺖ ﺧﺎﻃﺮ ﻣﺒﺎر ﮐﺶ ﺑﺪان ﻣﻠﺘﻔﺖ ﺷﺪ ﮐﻪ ﺁﻧﺮا ﻣﺮﺗﺐ وﻣﺪون ﮔﺮداﻧﺪ اﺷﺎرت اﺷﺮف ﻓﺮﻣﻮد ﺗﺎ ﺑﻨﺪﻩ دوﻟﺖ
اﻳﻠﺨﺎﻧﯽ ﻣﻌﺘﺼﻢ ﺑﻌﻮن ﻋﻨﺎﻳﺖ رﺑﺎﻧﯽ ﻣﺆﻟﻒ اﻳﻦ ﺗﺮﮐﻴﺐ ﻓﻀﻞ اﷲ ﺑﻦ اﺑﯽ اﻟﺨﻴﺮ اﻟﻤﻠﻘﺐ ﺑﺮﺷﻴﺪ ﻃﺒﻴﺐ اﻟﻬﻤﺪ اﻧﯽ اﺻﻠﺢ
اﷲ ﺷﺄﻧﻪ ووﻗﺎﻩ ﻋﻤﺎﺷﺄﻧﻪ ﺗﻮارﻳﺦ اﺻﻞ وﻧﺴﺐ ﺳﺎﻳﺮ اﺗﺮاﮎ ﮐﻪ ﺑﻤﻐﻮل ﻣﺎﻧﻨﺪﻩ اﻧﺪ ﻓﺼﻞ ﻓﺼﻞ رواﻳﺎت ﺣﮑﺎﻳﺎت اﻳﺸﺎن ﮐﻪ
در ﺧﺰاﻳﻦ ﻣﻌﻤﻮرﻩ ﻣﻀﺒﻮﻃﺴﺖ وﺑﻌﻀﯽ ﭘﻴﺶ اﻣﺮاء وﻣﻘﺮﺑﺎن ﺣﻀﺮت ﻣﺴﺘﻮدع وﺗﺎ ﻏﺎﻳﺖ وﻗﻊ ﺟﻤﻊ ﺁن هﻴﭻ ﺁﻓﺮﻳﺪﻩ را
دﺳﺖ ﻧﺪادﻩ وﺳﻌﺎدت ﺗﺮﮐﻴﺐ ﺁن ﺑﺘﺮﺗﻴﺐ ﮐﺲ را ﻣﺴﺎﻋﺪت ﻧﻨﻤﻮدﻩ وهﺮ ﻣﻮرﺧﯽ ﺷﻄﺮﯼ از ﺁن ﺑﯽ ﻣﻌﺮﻓﺖ ﺣﻘﻴﻘﺖ ﺣﺎل
از اﻓﻮاﻩ ﻋﻮام ﺑﺮ وﺟﻬﯽ ﮐﻪ ﺧﻮش ﺁﻣﺪ ﻃﺒﻊ او ﺑﻮدﻩ ﻧﻘﻞ ﻣﯽ ﮐﺮدﻩ و ﻳﻘﻴﻦ وﺻﺤﺖ ﺁن هﻴﭻ ﻳﮏ را ﻣﻌﻠﻮم وﻣﺤﻘﻖ
ﻧﮕﺸﺘﻪ ﺑﻌﺪ از ﺗﺼﺤﻴﺢ وﺗﻨﻘﻴﺢ واﻣﻌﺎن واﺗﻘﺎن ﺑﻠﻔﻆ ﻣﻬﺬب ﻣﺪون وﻣﺮﺗﺐ ﮔﺮداﻧﺪ وﻋﺮاﻳﺲ ﻧﻔﺎﻳﺲ اﺑﮑﺎر واذﮐﺮ ﺁﻧﮏ
اﺧﺒﺎر وﺁﺛﺮ ﮐﻪ ﺗﺎ ﻏﺎﻳﺖ وﻗﺖ در ﺣﺠﺐ اﺳﺘﺘﺎر ﮐﺘﻤﺎن ﭘﻨﻬﺎن ﻣﺎﻧﺪﻩ ﺑﺮﻣﻨﺼﻪ اﻇﻬﺎر ﺟﻠﻮﻩ اﺷﺘﻬﺎر دهﺪ وﺁﻧﭻ ﻣﺠﻤﻞ ﺑﺎﺷﺪ
وﻣﻔﺼﻞ در ﺁن ﮐﺘﺎب ذﮐﺮ ﻧﺮﻓﺘﻪ از داﻧﺎﻳﺎن وﺣﮑﻤﺎﯼ ﺧﺘﺎﯼ وهﻨﺪو اﻳﻐﻮر وﻗﺒﭽﺎق ودﻳﮕﺮ اﻗﻮام واﻋﻴﺎن ﭼﻮن هﻤﻪ
اﺻﻨﺎف ﻃﻮاﻳﻒ ﻣﺮدم درﺑﻨﺪﮔﯽ ﺣﻀﺮت اﻋﻠﯽ ﻣﻼزم اﻧﺪ.
9.
ﺗﺎ ﻏﺎﻳﺖ وﻗﺖ در هﻴﭻ ﺗﺎرﻳﺨﻴﺮﯼ ،ﺗﺎرﻳﺨﯽ ﮐﻪ ﻣﺸﺘﻤﻞ ﺑﺎﺷﺪ ﺑﺮ ﺣﮑﺎﻳﺎت واﺣﻮال ﻋﻤﻮم اهﻞ اﻗﺎﻟﻴﻢ ﻋﺎﻟﻢ وﻃﺒﻘﺎت
اﺻﻨﺎف ﺑﻨﯽ ﺁدم ﻧﺴﺎﺧﺘﻪ اﻧﺪ ودرﻳﻦ دﻳﺎر هﻴﭻ ﮐﺘﺎب در ﺑﺎب اﺧﺒﺎر ﺳﺎﻳﺮاﻟﺒﻼد واﻣﺼﺎر ﻣﻮﺟﻮد ﻧﺒﻮدﻩ واز ﭘﺎدﺷﺎهﺎن
ﻣﺘﻘﺪم ﮐﺴﯽ ﺗﻔﺤﺺ وﺗﺘﺒﻊ ﺁن ﻧﻨﻤﻮدﻩ درﻳﻦ اﻳﺎم ﮐﻪ ﺑﺤﻤﺪ اﷲ وﻣﻨﻪ اﻃﺮاف واﮐﻨﺎف رﺑﻊ ﻣﺴﮑﻮن در ﺗﺤﺖ ﻓﺮﻣﺎن
ﻣﺎواروﻧﺪ ﻧﺎﻣﺪار ﭼﻨﮕﻴﺰ ﺧﺎن اﺳﺖ وﺣﮑﻤﺎ وﻣﻨﺠﻤﺎن وارﺑﺎب داﻧﺶ واﺻﺤﺎب ﺗﻮارﻳﺦ اهﻞ ادﻳﺎن وﻣﻠﻞ از اهﺎﻟﯽ ﺧﺘﺎﯼ
و ﻣﺎﭼﻴﻦ وهﻨﺪ وﮐﺸﻤﻴﺮ وﺗﺒﺖ واﻳﻐﻮر ودﻳﮕﺮ اﻗﻮام اﺗﺮاﮎ واﻋﺮاب واﻓﺮﻧﺞ در ﺑﻨﺪﮔﯽ ﺣﻀﺮت ﺁﺳﻤﺎن ﺷﮑﻮﻩ ﮔﺮوﻩ
ﻣﺠﺘﻤﻊ اﻧﺪ وهﺮﻳﮏ را از ﺗﻮارﻳﺦ ﺣﮑﺎﻳﺎت وﻣﻌﺘﻘﺪات ﻃﺎﻳﻔﻪ ﺧﻮﻳﺶ ﻧﺴﺨﻪ هﺴﺖ وﺑﺮ ﺑﻌﻀﯽ ازﺁن واﻗﻒ وﻣﻄﻠﻊ رأﯼ
ﺟﻬﺎن ﺁراﯼ ﭼﻨﻴﻦ اﻗﺘﻀﺎ ﻣﻴﮑﻨﺪ ﮐﻪ از ﻣﻔﺼﻞ ﺁن ﺗﻮارﻳﺦ وﺣﮑﺎﻳﺎت ﻣﺠﻤﻠﯽ ﮐﻪ ازروﯼ ﻣﻌﻨﯽ ﻣﮑﻤﻞ ﺑﺎﺷﺪ ﺑﻨﺎم هﻤﺎﻳﻮن
ﻣﺎ ﺑﺮ دارﻧﺪ وﺁﻧﺮا ﺑﺎﺻﻮر اﻻﻗﺎﻟﻴﻢ وﻣﺴﺎﻟﮏ اﻟﻤﻤﺎﻟﮏ دردو ﻣﺠﻠﺪ ﻧﻮﺷﺘﻪ ذﻳﻞ اﻳﻦ ﺗﺎرﻳﺦ ﻣﺬﮐﻮر ﺳﺎزﻧﺪ ﺗﺎ ﻣﺠﻤﻮع ﺁن
ﮐﺘﺎب ﻋﺪﻳﻢ اﻟﻤﺜﻞ ﺑﺎﺷﺪ ﺟﺎﻣﻊ ﺟﻤﻴﻊ اﻧﻮاع ﺗﻮارﻳﺦ ﺑﺤﮑﻢ ﺁن ﮐﻪ ﻓﺮﺻﺖ هﺴﺖ واﻧﺸﺎﯼ ﭼﻨﻴﻦ ﻳﺎدﮔﺎرﯼ ﮐﻪ در هﺮ
روزﮔﺎرﯼ ﭘﺎدﺷﺎهﺎﻧﺮا دﺳﺖ ﻧﺪادﻩ ﻣﻴﺴﺮ ﻣﻴﺸﻮد ﺑﯽ اهﻤﺎل واﻣﻬﺎل ﺑﺎﺗﻤﺎم ﺑﺎﻳﺪ ورﺳﺎﻧﺪ ﺗﺎ ﻣﻮﺟﺐ دوام ﻧﺎم و ﻧﺎﻣﻮس
ﮔﺮدد.
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10.
ﺑﺮ رأﯼ ارﺑﺎب ﻓﻄﻨﺖ وﮐﻴﺎﺳﺖ واﺻﺤﺎب رؤﻳﺖ وﻓﺮاﺳﺖ ﭘﻮﺷﻴﺪﻩ ﻧﻴﺴﺖ ﮐﻪ ﺗﺎرﻳﺦ ﻋﺒﺎرت اﺳﺖ از ﺿﺒﻂ وﺗﺮﺗﻴﺐ هﺮ
ﺣﺎﻟﯽ ﻏﺮﻳﺐ وﺣﺎدﺛﻪ ﻋﺠﻴﺐ ﮐﻪ ﺑﻨﺎدر اﺗﻔﺎق اﻓﺘﺪ.
11.
درﺗﻨﻘﻴﺢ ﺣﮑﺎﻳﺎت اﺟﺘﻬﺎدﯼ هﺮ ﭼﻪ ﺗﻤﺎﻣﺘﺮ رود ﻟﻴﮑﻦ در ﺁن ﺑﺎب زﻳﺎدت ﺳﻌﯽ ﻣﻴﺴﺮ ﻧﺸﺪ ﭼﻪ ﭘﻮﺷﻴﺪﻩ ﻧﻴﺴﺖ ﮐﻪ ﭼﻨﻴﻦ
ﮐﺎرهﺎ را اﺳﺘﻌﺪادﯼ ﺗﻤﺎم وﻣﻬﺎرﺗﯽ در ﺟﻤﻴﻊ ﻋﻠﻮم ﺑﺎﻳﺪ واﻳﻦ ﻣﻌﺎﻧﯽ در ﺧﻮد ﻣﻮﺟﻮد ﻧﺪﻳﺪ وﻧﻴﺰ ﺑﺰﻣﺎن در از در ﺳﻦ
ﺟﻮاﻧﯽ وﻓﺮاﻏﺘﯽ هﺮ ﭼﻪ ﺗﻤﺎﻣﺘﺮ ﺗﻮان ﮐﺮد واﺗﻔﺎق اﺷﺘﻐﺎل درﻳﻦ ﮐﺎر در ﺁﺧﺮ ﺳﻦ ﮐﻬﻮﻟﺖ اﻓﺘﺎد وﺟﻬﺖ ﺁن ﮐﻪ در ﺑﻨﺪﮔﺮ
ﺣﻀﺮت اﻳﻦ ﺿﻌﻴﻒ را درﺳﻠﮏ ﻧﻮاب ﺁوردﻩ اﻧﺪ وﺑﻤﻌﻈﻤﺎت اﻣﻮرﻣﺄﻣﻮر ﮔﺮداﻧﻴﺪﻩ ﺑﺎ ﺁﻧﮑﻪ اﺳﺘﻌﺪاد ﺁن ﮐﺎر ﺑﺰرﮎ
ﻧﺪاﺷﺖ وﻗﻮت ﻋﻘﻞ وﻓﮑﺮ ﺑﺪان واﻓﯽ ﻧﻪ اﻣﺘﺜﺎل ﻓﺮﻣﺎن را اﺷﺘﻐﺎل ﺑﺪان ﻻزم ﺑﻮد وﺑﻘﺪروﺳﻊ ﺳﻌﯽ در ﺁن ﺑﺎب واﺟﺐ
وﭼﻮن ﻗﻮت ذهﻦ ﺑﺪان اﻣﺮ وﻧﯽ ﻧﻤﯽ ﮐﺮد ﺑﺠﻤﻊ ﺗﻮارﻳﺦ ﻧﻴﺰ ﮐﻪ از ﻣﻌﻈﻤﺎت اﻣﻮرﺳﺖ.
12.
و اﮔﺮ ﻓﺎرغ دﻟﯽ ﺑﺎﺷﺪ ﮐﻪ روزﮔﺎر ﺑﺮ ﺗﻌﻠﻴﻖ وﺗﺤﺼﻴﻞ ﻣﺼﺮوف ﮐﻨﺪ وهﻤﺖ او ﺑﺮ ﺿﺒﻂ اﺣﻮال ﻣﺸﻐﻮل ﺑﺎﺷﺪ در
زﻣﺎﻧﯽ ﻃﻮﻳﻞ از ﺷﺮح ﻳﮏ ﻧﺎﺣﻴﺖ ﺗﻘﺼﯽ ﻧﮑﻨﺪ و ﺁﻧﺮا در ﻋﻘﺪ ﮐﺘﺎﺑﺖ ﻧﺘﻮاﻧﺪ ﮐﺸﻴﺪ ﺗﺎ ﺑﺪان ﭼﻪ رﺳﺪ ﮐﻪ از روﯼ هﻮس
ﻣﺤﺮر اﻳﻦ ﮐﻠﻤﺎت را ﺑﺎزﺁﻧﮏ ﻃﺮﻓﺔ اﻟﻌﻴﻨﯽ زﻣﺎن ﺗﺤﺼﻴﻞ ﻣﻴﺴﺮ ﻧﻴﺴﺖ ﭼﻪ ﻣﮕﺮ در اﺳﻔﺎر ﺑﻌﻴﺪ ﻳﮏ ﺳﺎﻋﺘﯽ در
ﻓﺮﺻﺖ ﻧﺰول اﺧﺘﻼﺳﯽ ﻣﯽ ﮐﻨﺪ وﺁن ﺣﮑﺎﻳﺎت را ﺳﻮادﯼ ﻣﯽ ﻧﻮﻳﺴﺪ.
13.
ﺑﺮﻳﻦ ﺳﻴﺎﻗﺖ وهﻴﺎت ﭼﻮن ﺣﻀﺮت ﺑﺎ ﺷﮑﻮﻩ وهﻴﺒﺖ او را ﮐﻪ ﻣﺠﺪر ﺷﻔﺎﻩ و ﻣﻌﻔﺮ ﺟﺒﺎﻩ ﺷﺎهﺎن ﻧﺎﻣﺪارﺳﺖ ﻣﻄﺎﻟﻌﺖ
اﻓﺘﺎد ﺟﻤﻌﯽ از ﻳﺎران وﻓﺎ واﺧﻮان ﺻﻔﺎ ﮐﻪ وﻋﺜﺎء ﺳﻔﺮ ﺑﺤﻀﻮر هﻤﺎﻳﻮﻧﺸﺎن ﺳﻬﻮﻟﺖ ﺣﻀﺮ داﺷﺖ اﺷﺎرﺗﯽ راﻧﺪﻧﺪ ﮐﻪ
ﺑﺮاﯼ ﺗﺨﻠﻴﺪ ﻣﺂﺛﺮ ﮔﺰﻳﺪﻩ وﺗﺎﺑﻴﺪ ﻣﻔﺎﺧﺮ ﭘﺴﻨﺪﻳﺪﻩ ﭘﺎدﺷﺎﻩ وﻗﺖ ﺟﻮان ﺑﺨﺖ ﭘﻴﺮ ﻋﺰﻳﻤﺖ ﺧﺠﺴﺘﻪ ﻓﺎل ﭘﺎﮐﻴﺰﻩ ﺧﺼﺎل ﺗﺎرﻳﺨﯽ
ﻣﯽ ﺑﺎﻳﺪ ﭘﺮداﺧﺖ وﺗﻘﻴﻴﺪ اﺧﺒﺎر وﺁﺛﺮ او را ﻣﺠﻤﻮﻋﻪ ﺳﺎﺧﺖ ﮐﻪ ﻧﺎﺳﺢ ﺁﻳﺎت ﻗﻴﺎﺻﺮﻩ وﻣﺎﺣﯽ رواﻳﺎت اﮐﺎﺳﺮﻩ ﺷﻮد.
14.
ﺗﺎ ﻏﺎﻳﺖ وﻗﻊ ﺟﻤﻊ ﺁن هﻴﭻ ﺁﻓﺮﻳﺪﻩ رادﺳﺖ ﻧﺪادﻩ وﺳﻌﺎدت ﺗﺮﮐﻴﺐ ﺁن ﺑﺘﺮﺗﻴﺐ ﮐﺲ را ﻣﺴﺎﻋﺪت ﻧﻨﻤﻮدﻩ و هﺮ ﻣﻮرﺧﯽ
ﺷﻄﺮﯼ از ﺁن ﺑﯽ ﻣﻌﺮﻓﺖ ﺣﻘﻴﻘﺖ ﺣﺎل از اﻓﻮاﻩ ﻋﻮام ﺑﺮ وﺟﻬﯽ ﮐﻪ ﺧﻮش ﺁﻣﺪ ﻃﺒﻊ او ﺑﻮدﻩ ﻧﻘﻞ ﻣﯽ ﮐﺮدﻩ و ﻳﻘﻴﻦ و
ﺻﺤﺖ ﺁن هﻴﭻ ﻳﮏ را ﻣﻌﻠﻮم و ﻣﺤﻘﻖ ﻧﮕﺸﺘﻪ ﺑﻌﺪ از ﺗﺼﺤﻴﺢ وﺗﻨﻘﻴﺢ و اﻣﻌﺎن و اﺗﻘﺎن ﺑﻠﻔﻆ ﻣﻬﺬب ﻣﺪون و ﻣﺮﺗﺐ
ﮔﺮداﻧﺪ وﻋﺮاﻳﺲ ﻧﻔﺎﻳﺲ اﺑﮑﺎر واذﮐﺎر ﺁﻧﮏ اﺧﺒﺎر وﺁﺛﺎر ﮐﻪ ﺗﺎ ﻏﺎﻳﺖ وﻗﺖ در ﺣﺠﺐ اﺳﺘﺘﺎر ﮐﺘﻤﺎن ﭘﻨﻬﺎن ﻣﺎﻧﺪﻩ.
15.
ﭼﻮن ﻣﺤﻘﻖ اﺳﺖ ﮐﻪ ﻣﻮرخ ﻗﻀﺎﻳﺎ وﺣﮑﺎﻳﺎﺗﯽ ﮐﻪ ﻧﻮﻳﺴﻨﺪ وﺗﻘﺮﻳﺮ ﮐﻨﻨﺪ هﺮ ﮐﺪام ﺑﺮأﯼ اﻟﻌﻴﻦ ﻣﺸﺎهﺪﻩ ﻧﮑﺮدﻩ ﺑﺎﺷﻨﺪ واز
ﺁن ﺟﻤﺎﻋﺖ ﻧﻴﺰ ﮐﻪ ﺻﺎﺣﺐ ﻗﻀﻴﻪ وﺣﺎل ﺑﺎﺷﻨﺪ و ﺗﺎرﻳﺦ اﺣﻮال اﻳﺸﺎن ﺑﻮد ﮐﻪ ذﮐﺮ رود ﺑﻤﺸﺎﻓﻬﻪ ﻧﺸﻨﻴﺪﻩ اﻻ ﮐﻪ ﺑﻨﻘﻞ
راوﻳﺎن ﻧﻮﻳﻪ وﮔﻮﻳﻨﺪ.
16.
ﺗﻮارﻳﺦ ﭼﻨﺪان اﻗﻮام ﻣﺨﺘﻠﻒ وازﻣﺎن ﻣﺘﻄﺎول ﻣﻄﻠﻘﺎ ﻣﺤﻘﻖ ﻧﺘﻮاﻧﺪ ﺑﻮد ورواﻳﺎﺗﯽ ﮐﻪ در ﺁن ﺑﺎب ﮐﺮدﻩ ﺑﺎﺷﻨﺪ وﮐﻨﻨﺪ
ﻣﺘﺴﺎوﯼ وﻣﺘﻔﻖ ﻋﻠﻴﻪ ﻧﻪ...ﺑﺴﻴﺎر ﺑﻮد ﮐﻪ راوﯼ ﺑﺮ ﺣﺴﺐ دﻟﺨﻮاﻩ ﺧﻮد زﻳﺎدت وﻧﻘﺼﺎن ﮐﺮدﻩ در ﺗﻘﺮﻳﺮ ﺁرد و اﮔﺮ ﻧﻴﺰ
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دروغ ﻣﺤﺾ ﻧﮕﻮﻳﺪ در ﻋﺒﺎرت ﻣﺒﺎﻟﻐﻪ وﺗﺄﮐﻴﺪﯼ ﭘﻨﺪ ﻧﻤﺎﻳﺪ ﮐﻪ ﻣﺘﻀﻤﻦ وﻗﻮع اﺧﺘﻼف ﺑﺎﺷﺪ ...هﺮ ﺁﻓﺮﻳﺪﻩ ﮐﻪ ﺧﻮاهﺪ ﺑﺮ
ﺧﻼف اﻳﻦ ﻣﻌﺎﻧﯽ ﺗﻘﺮﻳﺮﯼ ﮐﻨﺪ ﻣﺤﺎل اﻧﺪﻳﺶ ﺑﺎﻃﻞ ﮔﻮﯼ ﺑﺎﺷﺪ.
17.
اﮔﺮ ﻣﻮرخ اﻧﺪﻳﺸﻪ ﮐﻨﺪ ﮐﻪ ﭼﻴﺰﯼ ﻧﻮﻳﺴﺪ ﮐﻪ ﻣﺤﻘﻖ و ﻣﺎﻻﮐﻼم ﺑﺎﺷﺪ ﻗﻄﻌﺎ هﻴﭻ ﺣﮑﺎﻳﺘﯽ اﻳﺮاد ﻧﺘﻮاﻧﺪ ﮐﺮد ﭼﻪ هﺮ ﺁﻧﭽﻪ او
اﻳﺮاد ﮐﻨﺪ رواﻳﺘﯽ ﺑﺎﺷﺪ از ﺟﻤﻌﯽ ﺑﺰرﮔﺎن ﮐﻪ ﺁﻧﺮا ﻣﺸﺎهﺪﻩ ﮐﺮدﻩ ﺑﺎﺷﻨﺪ ﻳﺎ ﺑﻨﻘﻞ از دﻳﮕﺮان ﺷﻨﻴﺪﻩ ﻳﺎ از ﮐﺘﺐ ﻣﺘﻘﺪﻣﺎن
ﻣﻄﺎﻟﻌﻪ ﮐﺮدﻩ وﺑﻬﺮ ﺣﺎل ﭼﻨﺎن ﮐﻪ ذﮐﺮ رﻓﺖ ﻣﺤﻞ اﺧﺘﻼف ﺑﺎﺷﺪ واﮔﺮ ﺑﺪﻳﻦ ﺳﺒﺐ ﺗﺮﮎ ﻧﻮﻳﺸﺘﻦ و ﮔﻔﺘﻦ ﮔﻴﺮﻧﺪ وﺁن
اﻧﺪﻳﺸﻨﺪ ﮐﻪ ﻣﺒﺎدا ﮐﻪ ﻣﺮدم اﻋﺘﺮاض ﮐﻨﻨﺪ وﭘﺴﻨﺪﻳﺪﻩ ﻧﺪارﻧﺪ هﺮ ﺁﻳﻨﻪ ﺟﻤﻠﻪ ﻗﺼﺺ واﺧﺒﺎر واﺣﻮال ﻋﺎﻟﻢ ﻣﺘﺮوﮎ ﻣﺎﻧﺪ
وﻋﻤﻮم ﺧﻠﻖ از ﻓﻮاﻳﺪ ﺁن ﻣﺤﺮوم ﭘﺲ وﻇﻴﻔﻪ ﻣﻮرخ ﺁن ﺑﺎﺷﺪ ﮐﻪ ﺣﮑﺎﻳﺎت واﺧﺒﺎر هﺮ ﻗﻮم وهﺮ ﻃﺎﻳﻔﻪ ﺑﻤﻮﺟﺒﯽ ﮐﻪ اﻳﺸﺎن
در ﮐﺘﺐ ﺧﻮﻳﺶ ﺁوردﻩ ﺑﺎﺷﻨﺪ وﺑﺮان رواﻳﺖ ﺗﻘﺮﻳﺮ ﮐﻨﻨﺪ از ﮐﺘﺐ ﻣﺸﻬﻮر ﻣﺘﺪاول ﺁن ﻗﻮم واز ﻗﻮل ﻣﺸﺎهﻴﺮ وﻣﻌﺘﺒﺮ ان
اﻳﺸﺎن ﻧﻘﻞ ﻣﻴﮑﻨﻨﺪ وﻣﻴﻨﻮﻳﺴﻨﺪ واﻟﻌﻬﺪة ﻋﻠﯽ اﻟﺮاوﯼ .
18.
وﮐﺘﺐ ﺗﻮارﻳﺦ ﮐﻪ ﺑﺪان اﺻﻄﻼﺣﺎت اﻗﺘﺒﺎس ﮐﻨﺪ ﭼﻨﺎﻧﮏ ﻣﻦ اوﻟﻪ اﻟﯽ ﺁﺧﺮﻩ ﺧﻮاص وﻋﻮام را ﻣﻔﻬﻮم وﻣﻌﻠﻮم ﮔﺮدد.
19.
﴿اذ را ﻧﺎرا ﻓﻘﺎل ﻻهﻠﻪ اﻣﻜﺜﻮا اﻧﻲ اﻧﺴﺖ ﻧﺎرا ﻟﻌﻠﻰ اﺗﻴﻜﻢ ﻣﻨﻬﺎ ﺑﻘﺒﺲ او اﺟﺪ ﻋﻠﻰ اﻟﻨﺎر هﺪى ﻓﻠﻤﺎ اﺗﻬﺎ ﻧﻮدى ﻳﻤﻮﺳﻰ اﻧﻲ
اﻧﺎر رﺑﻚ...واﻧﺎ اﺧﺘﺮﺗﻚ ﻓﺎﺳﺘﻤﻊ ﻟﻤﺎ ﻳﻮﺣﻰ﴾
20.
﴿اذ ﻗﺎل ﻣﻮﺳﻰ ﻻهﻠﻪ اﻧﻲ اﻧﺴﺖ ﻧﺎرا ﺳﺎﺗﻴﻜﻢ ﻣﻨﻬﺎ ﺑﺨﺒﺮ او اﺗﻴﻜﻢ ﺑﺸﻬﺎب ﻗﺒﺲ ﻟﻌﻠﻜﻢ ﺗﺼﻄﻠﻮن ﻓﻠﻤﺎ ﺟﺎءهﺎ ﻧﻮدى ان
ﺑﻮرك ﻣﻦ ﻓﻲ اﻟﻨﺎر وﻣﻦ ﺣﻮﻟﻬﺎ﴾
21.
﴿اﻧﺲ ﻣﻦ ﺟﺎﻧﺐ اﻟﻄﻮر ﻧﺎرا ﻗﺎل ﻻهﻠﻪ اﻣﻜﺜﻮا اﻧﻲ اﻧﺴﺖ ﻧﺎرا ﻟﻌﻠﻰ اﺗﻴﻜﻢ ﻣﻨﻬﺎ ﺑﺨﺒﺮ او ﺟﺬوة ﻣﻦ اﻟﻨﺎر ﻟﻌﻠﻜﻢ ﺗﺼﻄﻠﻮن
ﻓﻠﻤﺎ اﺗﻬﺎ ﻧﻮدى ﻣﻦ ﺳﺎﻃﺊ اﻟﻮاد اﻻﻳﻤﻦ ﻓﻲ اﻟﺒﻘﻌﺔ اﻟﻤﺒﺮآﺔ ﻣﻦ اﻟﺸﺠﺮة ان ﻳﻤﻮﺳﻰ اﻧﻲ اﻧﺎ اﷲ رب اﻟﻌﻠﻤﻴﻦ﴾
22.
﴿وﻟﻤﺎ ﺟﺎء ﻣﻮﺳﺎ ﻟﻤﻴﻘﺎﺗﻨﺎ وآﻠﻤﻪ رﺑﻪ ﻗﺎل رب ارﻧﻲ اﻧﻈﺮ اﻟﻴﻚ ﻗﺎل ﻟﻦ ﺗﺮﻧﻲ وﻟﻜﻦ اﻧﻈﺮ اﻟﻰ اﻟﺠﺒﻞ ﻗﺎن اﺳﺘﻘﺮ ﻣﻜﺎﻧﻪ
ﻓﺴﻮف ﺗﺮﻧﻲ ﻗﻠﻤﺎ ﺗﺠﻠﻰ رﺑﻪ ﻟﻠﺠﻴﻞ ﺟﻌﻠﻪ دآﺎو ﺧﺮ ﻣﻮﺳﻰ ﺻﻌﻘﺎ ﻓﻠﻤﺎ اﻓﺎق ﻗﺎل ﺳﺒﺤﻨﻚ ﺗﻴﺖ اﻟﻴﻚ و اﻧﺎ اول اﻟﻤﻮﻣﻨﻴﻦ﴾
23.
﴿و اذ ﻗﻠﺘﻢ ﻳﻤﻮﺳﻰ ﻟﻦ ﻧﻮﻣﻦ ﻟﻚ ﺣﺘﻰ ﻧﺮى اﻟﻠّﻪ ﺟﻬﺮة ﻓﺎﺧﺬ ﺗﻜﻢ اﻟﺼّﻌﻘﺔ واﻧﺘﻢ ﺗﻨﻈﺮون .ﺛ ّﻢ ﺑﻌﺜﻜﻢ ﻣﻦ ﺑﻌﺪ ﻣﻮﺗﻜﻢ ﻟﻌﻠّﻜﻢ
ﺗﺸﻜﺮون﴾
24.
ﻓﻠﻤﺎ دﻧﺎ ﻣﻮﺳﻰ ﻣﻦ اﻟﺠﺒﻞ وﻗﻊ ﻋﻠﻴﻪ ﻋﻤﻮد اﻟﻐﻤﺎم ﺣﺘﻰ ﺗﻐﺸﻰ اﻟﺠﺒﻞ آﻠﻪ ودﻧﺎ ﻣﻮﺳﻰ ﻓﺪﺧﻞ ﻓﻴﻪ وﻗﺎل ﻟﻠﻘﻮم ادﻧﻮا وآﺎن
ﻣﻮﺳﻰ اذا آﻠﻤﻪ وﻗﻊ ﻋﻠﻰ ﺟﺒﻬﺘﻪ ﻧﻮر ﺳﺎﻃﻊ ﻻ ﻳﺴﺘﻄﻴﻊ أﺣﺪ ﻣﻦ ﺑﻨﻰ ﺁدم ان ﻳﻨﻈﺮ اﻟﻴﻪ ﻓﻀﺮب دوﻧﻪ ﺑﺎﻟﺤﺠﺎب ودﻧﺎاﻟﻘﻮم
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وﻗﻌﻮا ﺳﺠﻮدا ﻓﺴﻤﻌﻮﻩ وهﻮ ﻳﻜﻠﻢ ﻣﻮﺳﻰ ﻳﺄﻣﺮﻩ وﻳﻨﻬﺎﻩ اﻓﻌﻞ وﻻ ﺗﻔﻌﻞ ﻓﻠﻤﺎ ﻓﺮغ اﻟﻴﻪ ﻣﻦ أﻣﺮﻩ ﺣﺘﻰ اذا د ﺧﻠﻮا ﻓﻴﺎﻟﻐﻤﺎم
.اﻧﻜﺸﻒ ﻋﻦ ﻣﻮﺳﻰ اﻟﻐﻤﺎم
25.
ﻓﻠﻤﺎ دﻧﺎ ﻣﻮﺳﻰ ﻣﻦ اﻟﺠﺒﻞ وﻗﻊ ﻋﻠﻴﻪ اﻟﻐﻤﺎم ﺣﺘﻰ ﺗﻐﺸﻰ اﻟﺠﺒﻞ آﻠﻪ ودﺧﻞ ﻓﻴﻪ ﻣﻮﺳﻰ وﻗﺎل ﻟﻠﻘﻮم :ادﻧﻮا ،ﻓﺪﻧﻮا ﺣﺘﻰ دﺧﻠﻮا
ﻓﻲ اﻟﻐﻤﺎم ،ﻓﻮﻗﻌﻮا ﺳﺠﻮداً ،ﻓﺴﻤﻌﻮﻩ وهﻮ ﻳﻜﻠﻢ ﻣﻮﺳﻰ ﻳﺄﻣﺮﻩ وﻳﻨﻬﺎﻩ ،ﻓﻠﻤﺎ ﻓﺮغ اﻧﻜﺸﻒ ﻋﻦ ﻣﻮﺳﻰ اﻟﻐﻤﺎم.
26.
ﻣﺸﻰ اﻟﻰ اﻟﻄﻮر اﺧﺬ ﺻﺤﺒﺘﻪ ﺳﺒﻌﻴﻦ ﺣﺒﺮا ﻣﻦ ﻧﺒﻲ اﺳﺮاﺋﻴﻞ ﺣﺘﻰ ﻳﺴﻤﻌﻮا آﻼم اﷲ ﺗﻌﺎﻟﻰ ﻓﻠﻤﺎ ﺗﻄﻬﺮوا وﻟﺒﺴﻮا
اﻟﺜﻴﺎب اﻟﻨﻄﻴﻔﺔ وﻣﺸﻮا ﻓﻲ ﺻﺤﺒﺘﻪ اﻟﻰ ﻃﻮر ﺳﻴﻨﺎ ﻓﻨﺰل ﻋﻠﻰ ﻣﻮﺳﻰ اﻟﻐﻤﺎم وﻏﻄﻰ ﺟﻤﻴﻊ اﻟﺠﺒﻞ وﻃﻠﺐ هﻮﻻء
اﻟﺮوﺳﺎء اﻟﺴﺒﻌﻴﻦ ﺣﺘﻰ دﺧﻠﻮا ﻓﻲ اﻟﻐﻤﺎم وﺳﺠﺪوا وﺳﻤﻌﻮا آﻼم اﻟﺮب ﺗﻌﺎﻟﻰ.
27.
וישב משה את-דברי העם אל-יהוה .ויאמר יהוה אל משה הנה אנכי בא אליך בעב הענן בעבור ישמע
העם בדברי עמך וגם-בך יאמינו לעולם ו...ימר יהוה אל-משה לך אל-העם וקדשתם היום ומחר וכבסו
שמלתם :והיו נכנים ליום השלישי כי ביום השלישי ירד יהוה לעיני כל-העם על-הר סיני... :במשך
היבל המה יעלו בהר :וירד משה מן-ההר אל-העם...ויהי ביום השלישי בהית הבקר ויהי קלת ןברקים
וענן כבד על-ההר וקל שפר חזק תאד ויחרד כל-העם אשר במחנה...:וכל-העם ראים את-הקולת ואת-
הלפידם ואת קול השפר ואת-ההר עשן וירא העם וינעו ויעמדו מרחק...:ויעמד העם מרחק ומשה נגש
אל-הערפל אשר-שם האלהים :ויאמר יהוה אל-משה כה תאמר אל-בני ישראל אתם ראיתם כי מן-
השמים דברתי עמכם...ויעל משה ואהרן נדב ואביהוא ושבעים מזקני ישראל :ויראו את אלהי
ישראל...ואל-אצילי בני ישראל לא שלח ידו ויחזו את-האלהים ויאכלו וישתו...:ויעל משה אל-ההר
ויכס הענן את-ההר :וישכן כבוד-יהוה על-הר סיני ויכסהו הענן ששת ימים ויקרא אל-משה ביום
השביעי מתוך הענן :ומראה כבוד יהוה כאש אכלת בראש ההר לעיני בני ישראל :ויבא משה בתוך
הענן ויעל אל-ההר ויהי משה בהר ארבעים יום וארבעים לילה:
28.
ﻓﻘﺎﻟﻮا هﺬا اﻟﻄﻌﺎم واﻟﺸﺮاب ﻓﺎﻳﻦ اﻟﻈﻞ ﻓﻈﻠﻞ اﷲ ﻋﻠﻴﻬﻢ اﻟﻐﻤﺎم ...واﻟﺘﻘﻰ ﻣﻮﺳﻰ وﻋﺎج ﻓﻨﺰا ﻣﻮﺳﻰ ﻓﻲ اﻟﺴﻤﺎء ﻋﺸﺮة
اذرع وآﺎﻧﺖ ﻋﺼﺎﻩ ﻋﺸﺮة اذرع وآﺎن ﻃﻮﻟﻪ ﻋﺸﺮة اذرع واﺻﺎب آﻌﺐ ﻋﺎج ﻓﻘﺘﻠﻪ ،ﺣﺪﺛﻨﺎ اﺑﻦ ﺑﺸﺎر ﻗﺎل ﻧﻨﺎ ﻣﻮﻣﻞ ﻗﺎل
ﻧﻨﺎ ﺳﻔﻴﺎن ﻋﻦ اﺑﻰ اﺳﺤﺎق ﻋﻦ ﻧﻮف ﻗﺎل آﺎن ﺳﺮﻳﺮ ﻋﻮج ﺛﻤﺎﻧﻤﺎﺋﺔ ذراع وآﺎن ﻃﻮل ﻣﻮﺳﻰ ﻋﺸﺮة اذرع وﻋﺼﺎﻩ ﻋﺸﺮة
اذرع ﺛﻢ وﺛﺐ ﻓﻲ اﻟﺴﻤﺎء ﻋﺸﺮة اذرع ﻓﻀﺮب ﻋﻮﺟﺎ ﻓﺎﺻﺎب آﻌﺒﻪ ﻓﺴﻘﻂ ﻣﻴﺘﺎ ﻓﻜﺎن ﺟﺴﺮا ﻟﻠﻨﺎس ﻳﻤﺮون ﻋﻠﻴﻪ ،ﺣﺪﺛﻨﺎ
اﺑﻮ آﺮﻳﺐ ﻗﺎل ﻧﻨﺎ اﺑﻦ ﻋﻄﻴﺔ ﻗﺎل ﻧﺎ ﻗﻴﺲ ﻋﻦ اﺑﻰ اﺳﺤﺎق ﻋﻦ ﺳﻌﻴﺪ اﺑﻦ ﺟﺒﻴﺮ ﻋﻦ اﺑﻦ ﻋﺒﺎس ﻗﺎل آﺎﻧﺖ ﻋﺼﺎ ﻣﻮﺳﻰ
ﻋﺸﺮة اذرع ووﺛﺒﺘﻪ ﻋﺸﺮة اذرع وﻃﻮﻟﻪ ﻋﺸﺮة اذرع ﻓﺎﺻﺎب آﻌﺐ ﻋﻮج ﻓﻘﺘﻠﻪ ﻓﻜﺎن ﺟﺴﺮا ﻻهﻞ اﻟﻨﻴﻞ ،وﻗﻴﻞ ان ﻋﻮج
ﻋﺎش ﺛﻠﺜﺔ اﻻف ﺳﻨﺔ .ذآﺮ وﻓﺎة ﻣﻮﺳﻰ وهﺎرون اﺑﻨﻰ ﻋﻤﺮان ﻋﻢ .ﺣﺪﺛﻨﺎ ﻣﻮﺳﻰ ﺑﻦ هﺎرون اﻟﻬﻤﺪاﻧﻰ ﻗﺎل ﻧﻨﺎ ﻋﻤﺮو ﺑﻦ
ﺣﻤﺎد ﻗﺎل ﻧﻨﺎ اﺳﺒﺎط ﻋﻦ اﻟﺴﺪى ﻓﻲ ﺧﺒﺮ ذآﺮﻩ ﻋﻦ اﺑﻰ ﻣﺎﻟﻚ وﻋﻦ اﺑﻰ ﺻﺎﻟﺢ ﻋﻦ اﺑﻦ ﻋﺒﺎس وﻋﻦ ﻣﺮة اﻟﻬﻤﺪاﻧﻰ ﻋﻦ
ﻋﺒﺪ اﷲ ﺑﻦ ﻣﺴﻌﻮد وﻋﻦ ﻧﺎس ﻣﻦ اﺻﺤﺎب اﻟﻨﺒﻰ ﺻﻠﻌﻢ ﺛﻢ ان اﷲ ﺗﺒﺎرك وﺗﻌﺎﻟﻰ اوﺣﻰ اﻟﻰ ﻣﻮﺳﻰ اﻧﻰ ﻣﺘﻮف هﺎرون
ﻓﺎت ﺑﻪ ﺟﺒﻞ آﺬا وآﺬا...ﻓﻠﻤﺎ ﻧﺎﻣﺎ اﺧﺬ هﺎرون اﻟﻤﻮت ﻓﻠﻤﺎ وﺣﺪ ﺣﺴﻪ...ورﻓﻊ اﻟﺴﺮﻳﺮ اﻟﻰ اﻟﺴﻤﺎء .
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29.
ﻓﻘﺎﻟﻮا :اﻳﻦ اﻟﻈﻞ؟ ﻓﻈﻠﻞ ﻋﻠﻴﻬﻢ اﻟﻐﻤﺎم...ﺛﻢ ان ﻣﻮﺳﻰ اﻟﺘﻘﻰ هﻮ وﻋﻮج ﺑﻦ ﻋﻨﺎق ،ﻓﻮﺛﺐ ﻣﻮﺳﻰ ﻋﺸﺮة اذرع ،وآﺎﻧﺖ
ﻋﺼﺎﻩ ﻋﺸﺮة اذرع ،وآﺎن ﻃﻮﻟﻪ ﻋﺸﺮة اذرع ،ﻓﺎﺻﺎب آﻌﺐ ﻋﻮج ﻓﻘﺘﻠﻪ .وﻗﻴﻞ :ﻋﺎش ﻋﻮج ﺛﻼﺛﺔ اﻻف ﺳﻨﺔ .ﺛﻢ ان اﷲ
اوﺣﻰ اﻟﻰ ﻣﻮﺳﻰ :اﻧﻲ ﻣﺘﻮف هﺎرون ﻓﺎت ﺑﻪ ﺟﺒﻞ آﺬا وآﺬا...ﻓﺘﻮﻓﻲ ورﻓﻊ ﻋﻠﻰ اﻟﺴﺮﻳﺮ اﻟﻰ اﻟﺴﻤﺎء.
30.
ﺣﺘﻰ ﻳﻌﻠﻢ آﻞ واﺣﺪ ﻣﻦ اﻻﺛﻨﻰ ﻋﺸﺮ ﺳﺒﻄﺎ ﻣﺸﻰ ﺑﻪ ﻓﻼ ﻳﻘﻊ ﺑﻴﻨﻬﻢ ﻣﻨﺎزﻋﺔ وﻣﻘﺎم اﻟﻈﻞ آﺎن ﻟﻬﻢ ﻏﻤﺎم ﻳﻈﻠﻬﻢ ﻣﻦ
اﻟﺸﻤﺲ وﺣﺮارﺗﻬﺎ وﻣﻦ ﻣﻮاهﺐ ﺗﻌﺎﻟﻰ ﻋﻠﻴﻬﻢ ﻓﻲ اﻟﺘﻴﻪ  ...وﻳﻘﺎﻟﻮ ان ﻋﻮج ﺑﻦ ﻋﻨﻖ وﺻﻞ اﻟﻴﻪ ﻣﻮﺳﻰ ﺑﻌﺪ ﻣﺪة
وهﻮ ﻗﺼﺪ ﺑﻨﻰ اﺳﺮاﺋﻴﻞ ﻓﺎﺷﺘﻐﻞ ﻣﻮﺳﻰ ﺑﺪﻓﻌﻪ وآﺎن ﻃﻮل ﻗﺎﻣﺔ ﻣﻮﺳﻰ ﻋﺸﺮة اذرع وﻃﻮل ﻋﺼﺎﻩ ﻋﺸﺮة
وﻃﻔﺮ ﻓﻲ اﻟﻬﻮاء ﻋﺸﺮة ﻓﻮﺻﻞ ﺑﺎﻟﻌﺼﺎ اﻟﻰ آﻌﺒﻪ ﻓﻬﻠﻚ ﻋﻮج ﺗﺒﻠﻚ اﻟﻀﺮﺑﺔ ودﻓﻊ اﷲ ﺷﺮﻩ ﻋﻦ ﺑﻨﻰ اﺳﺮاﺋﻴﻞ
وﻟﻤﺎ ﺑﻘﻮا ﻓﻲ اﻟﺘﻴﻪ ﻓﻲ اول اﻟﺴﻨﺔ اﻻرﺑﻌﻴﻦ ﺗﻮﻓﻴﺖ ﻣﺮﻳﻢ اﺣﺖ ﻣﻮﺳﻰ واﻳﻀﺎ ﺗﻮﻓﻲ ﻓﻲ اﺧﺮ اﻟﺴﻨﺔ هﺮون ﻓﻲ
)ﺻﻮرة( ﺟﺒﻞ ﻳﺴﻤﻰ هﻮر هﺎهﺎر ﻻ ﻳﻌﻠﻢ ﻣﻮﺿﻊ دﻓﻨﻪ وﻳﻮﻓﺎﺗﻪ ﺿﺎﻗﺖ ﺻﺪور ﺑﻨﻰ اﺳﺮاﺋﻴﻞ وﺣﺰﻧﻮا ﻋﻠﻴﻪ
ﺣﺰﻧﺎ ﻋﻈﻴﻤﺎ )ﺻﻮرة( وﺗﺎﺳﻔﻮا اﺳﻔﺎ ﺷﺪﻳﺪا ﻻﻧﻪ آﺎن ﻣﺤﺒﻮب.
31.
﴿وﻇﻠﻠﻨﺎ ﻋﻠﻴﻜﻢ اﻟﻐﻤﺎم واﻧﺰﻟﻨﺎ ﻋﻠﻴﻜﻢ اﻟﻤﻦ واﻟﺴﻠﻮى آﻠﻮا ﻣﻦ ﻃﻴﺒﺖ ﻣﺎ رزﻗﻨﻜﻢ وﻣﺎ ﻇﻠﻤﻮﻧﺎ وﻟﻜﻦ آﺎﻧﻮا اﻧﻔﺴﻬﻢ ﻳﻈﻠﻤﻮن﴾
32.
ומת בהר אשר אתה עלה שמה והאסף אל-עמיך כאשר-מת אהרן אחיך בהר ההר.
33.
ואמרו אל-יושב הארץ הזאת שמעו כי-אתה יהוה בקרב העם הזה אשר-עין בעין נראה אתה יהוה
ועננך עמד עלהם ובעמד ענן אתה הלך לפניהם יומם ובעמוד אש לילה
34.
ויתן יהוה אלהינו בידנו גם את-עוג מלך-הבשן ואת-כל-עמו ונכהו עד-בלתי השאיר-לו שריד :ונלכד את-כל-
עריו בעת ההוא לא היתה קריה אשר לא-לקחנו מאתם...כי רק-עוג מלך הבשן נשאר מיתר הרפאים הנה ערשו
ערש ברזל הלה הוא ברבת בני עמון תשע אמות ארכה וארבע אמות רחבה האמת-איש.
35.
وداﻧﺖ ﻟﻪ ﻋﺎﻣﺔ اﻻرﺿﻴﻦ وﻣﻠﻚ اﻟﺘﺒﺖ واﻟﺼﻴﻦ ودﺧﻞ اﻟﻈﻠﻤﺎت ﻣﻤﺎ ﻳﻠﻰ اﻟﻘﻄﺐ اﻟﺸﻤﺎﻟﻰ واﻟﺸﻤﺲ ﺟﻨﻮﺑﻴﺔ ﻓﻲ
ارﺑﻊ ﻣﺎﺋﺔ رﺟﻞ ﻳﻄﻠﺐ ﻋﻴﻦ اﻟﺨﻠﺪ ﻓﺴﺎر ﻓﻴﻬﺎ ﺛﻤﺎﻧﻴﺔ ﻋﺸﺮ ﻳﻮﻣﺎ ﺛﻢ ﺧﺮج ورﺟﻊ اﻟﻰ اﻟﻌﺮاق وﻣﻠﻚ ﻣﻠﻮك
اﻟﻄﻮاﺋﻒ وﻣﺎت ﻓﻲ ﻃﺮﻳﻘﻪ ﺑﺸﻬﺮزور وآﺎن ﻋﻤﺮﻩ ﺳﺘﺎ وﺛﻠﺜﻴﻦ ﺳﻨﺔ ﻓﻲ ﻗﻮل ﺑﻌﻀﻬﻢ وﺣﻤﻞ اﻟﻰ اﻣﻪ
ﺑﺎﻻﺳﻜﻨﺪرﻳﺔ.
36.
ﻻ ﻓﻠﻴﺲ ﻓﻲ
ﻓﻠﻤﺎ ﻓﺮع ﻣﻦ اﻣﺮ اﻟﺴﺪ دﺧﻞ اﻟﻈﻠﻤﺎت ﻣﻤﺎ ﻳﻠﻲ اﻟﻘﻄﺐ اﻟﺸﻤﺎﻟﻲ ،واﻟﺸﻤﺲ ﺟﻨﻮﺑﻴﺔ ،ﻓﻠﻬﺬا آﺎﻧﺖ ﻇﻠﻤﺔ ،وإ ّ
ﻻ ﺗﻄﻠﻊ اﻟﺸﻤﺲ ﻋﻠﻴﻪ أﺑﺪًا .ﻓﻠﻤﺎ دﺧﻞ اﻟﻈﻠﻤﺎت اﺧﺬ ﻣﻌﻪ ارﺑﻌﻤﺎﺋﺔ ﻣﻦ اﺻﺤﺎﺑﻪ ﻳﻄﻠﺐ ﻋﻴﻦ اﻟﺨﻠﺪ ،ﻓﺴﺎر
اﻷرض ﻣﻮﺿﻊ إ ّ
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ﻓﻴﻬﺎ ﺛﻤﺎﻧﻴﺔ ﻋﺸﺮ ﻳﻮﻣﺎً ،ﺛﻢ ﺧﺮج وﻟﻢ ﻳﻈﻔﺮ ﺑﻬﺎ ،وآﺎن اﻟﺨﻀﺮ ﻋﻠﻰ ﻣﻘﺪﻣﺘﻪ ،ﻓﻈﻔﺮ ﺑﻬﺎ وﺳﺒﺢ ﻓﻴﻬﺎ وﺷﺮب ﻣﻨﻬﺎ ،واﻟﻠًﻪ
أﻋﻠﻢ.
37.
وﻣﺸﻰ اﻟﻰ ﺻﻮب اﻟﺸﻤﺎل ووﺻﻞ اﻟﻰ اﻗﺼﻰ ﺑﻼد اﻟﺸﻤﺎل ودﺧﻞ اﻟﻈﻠﻤﺎت وﺣﺎل هﺬﻩ اﻟﻈﻠﻤﺎت ﻟﻴﺲ ﻋﻠﻰ ﻣﺎ
ﺗﺼﻮرﻩ ﺑﻌﺾ اﻟﻨﺎس ﺑﺎن ﻃﻠﻮع اﻟﺸﻤﺲ وﻏﺮوﺑﻬﺎ ﻻ ﻳﻜﻮﻧﺎن هﻨﺎك وان )ﺻﻮرة( اﻟﻠﻴﻞ داﺋﻢ هﻨﺎك ﺑﻞ ﻳﻜﻮن
هﻨﺎك داﺋﻤﺎ ﺿﺒﺎب ﺷﺒﻴﻪ اﻟﻈﻠﻤﺔ وهﺬا ﻻ ﻳﺰول ﻻ ﻓﻲ اﻟﺼﻴﻒ وﻻ ﻓﻲ اﻟﺸﺘﺎء ورﺑﻤﺎ ﻳﺸﺎهﺪ ﺣﺮم اﻟﺸﻤﺲ ﻓﻲ
ﺑﻌﺾ اﻻوﻗﺎت ﺣﻴﻦ ﺗﻄﻠﻊ وﺗﻐﺮب اﻣﺎ اﻧﻪ ﻻ ﻳﻜﻮن ﻟﻪ ﺷﻌﺎع ﺑﺴﺒﺐ ﺣﺠﺎب اﻟﻀﺒﺎب واﻟﻈﻠﻤﺔ وهﻨﺎك دﺣﺎك
وﻋﻴﺎص آﺜﻴﺮة وهﺎ ﻧﺎس ﺳﺎآﻨﻮن ﻻ ﺗﺤﻠﻄﻮن ﺑﻘﻮم اﺧﺮﻳﻦ وﻳﻤﻜﻦ اﻟﻤﺸﻰء هﻨﺎك ﻓﻲ ﻓﺼﻞ اﻟﺸﺘﺎء اﻟﺠﻤﻮدة
اﻻرض واﻣﺎ ﻓﻲ ﻓﺼﻞ اﻟﺼﻴﻒ ﻓﺎﻟﻤﺸﻰء هﻨﺎك ﻣﺤﺎك )ﻟﺘﺨﺲ؟( ﻻرض وﻓﻲ ذﻟﻚ اﻟﻬﻮاء داﺋﻤﺎ ﻧﺪاوة ورﻃﻮﺑﺔ
ﺑﺎﻓﺮاط وهﻨﺎك ﺑﺮودة ﻏﺎﻟﺒﺔ ﻻﻧﻪ ﻓﻲ اﻗﺼﻰ اﻟﺸﻤﺎل ﻓﻼﺟﺮم ﺳﺎآﻨﻮﻩ ﻳﻜﻮﻧﻮن ﻃﻮال اﻟﻘﺎﻣﺔ وﺟﺜﺜﻬﻢ ﺣﺴﻨﺔ.
38.
﴿اذ اوﺣﻴﻨﺎ اﻟﻰ اﻣﻚ ﻣﺎ ﻳﻮﺣﻰ ان اﻗﺬ ﻓﻴﻪ ﻓﻲ اﻟﺘﺎﺑﻮت ﻓﺎﻗﺬ ﻓﻴﻪ ﻓﻲ اﻟﻴﻢ ﻓﻠﻴﻠﻘﻪ اﻟﻴﻢ ﺑﺎﻟﺴﺎﺣﻞ ﻳﺎﺧﺬﻩ ﻋﺪو ﻟﻲ وﻋﺪو
ﻟﻪ واﻟﻘﻴﺖ ﻋﻠﻴﻚ ﻣﺤﺒﺔ ﻣﻨﻲ وﻟﺘﺼﻨﻊ ﻋﻠﻰ ﻋﻴﻨﻲ﴾
39.
﴿واوﺣﻴﻨﺎ اﻟﻰ ام ﻣﻮﺳﻰ ان ارﺿﻌﻴﻪ ﻓﺎذا اﺧﻔﺖ ﻋﻠﻴﻪ ﻓﺎﻟﻘﻴﻪ ﻓﻲ اﻟﻴﻢ وﻻ ﺗﺨﺎﻓﻲ وﻻ ﺗﺤﺰﻧﻲ اﻧﺎ رادوﻩ اﻟﻴﻚ
وﺟﺎﻋﻠﻮﻩ ﻣﻦ اﻟﻤﺮﺳﻠﻴﻦ .ﻓﺎﻟﺘﻘﻄﻪ ال ﻓﺮﻋﻮن ﻟﻴﻜﻮن ﻟﻬﻢ ﻋﺪو وﺣﺰﻧﺎ ان ﻓﺮﻋﻮن وهﺎﻣﻦ وﺟﻨﻮدهﻤﺎ آﺎﻧﻮا
ﺧﻄﻴﻦ .وﻗﺎﻟﺖ اﻣﺮات ﻓﺮﻋﻮن ﻗﺮت ﻋﻴﻦ ﻟﻲ وﻟﻚ ﻻ ﺗﻘﺘﻠﻮﻩ ﻋﺴﻰ ان ﻳﻨﻔﻌﻨﺎ او ﻧﺘﺨﺬﻩ وﻟﺪا وهﻢ ﻻ ﻳﺸﻌﺮون.
واﺻﺒﺢ ﻓﺆاد ام ﻣﻮﺳﻰ ﻓﺮﻏﺎ ان آﺎدت ﻟﺘﺒﺪى ﺑﻪ ﻟﻮﻻ ان رﺑﻄﻨﺎ ﻋﻠﻰ ﻗﻠﺒﻬﺎ ﻟﺘﻜﻮن ﻣﻦ اﻟﻤﺆﻣﻨﻴﻦ .وﻗﺎﻟﺖ ﻻﺧﺘﻪ
ﻗﺼﻴﻪ ﻓﺒﺼﺮت ﺑﻪ ﻋﻦ ﺟﻨﺐ وهﻢ ﻻ ﻳﺸﻌﺮون .وﺣﺮﻣﻨﺎ ﻋﻠﻴﻪ اﻟﻤﺮاﺿﻊ ﻣﻦ ﻗﺒﻞ ﻓﻘﺎﻟﺖ هﻞ ادﻟﻜﻢ ﻋﻠﻰ اهﻞ
ﺑﻴﺖ ﻳﻠﻔﻠﻮﻧﻪ ﻟﻜﻢ وهﻢ ﻟﻪ ﻧﺼﺤﻮن .ﻓﺮددﻧﻪ اﻟﻰ اﻣﻪ آﻰ ﺗﻘﺮﻋﻴﻨﻬﺎ وﻻ ﺗﺤﺰن وﻟﺘﻌﻠﻢ ان وﻋﺪ اﷲ ﺣﻖ وﻟﻜﻦ
اآﺜﺮهﻢ ﻻ ﻳﻌﻠﻤﻮن﴾
40.
ﻓﺠﻌﻞ ﻟﻪ ﺗﺎﺑﻮﺗﺎ وﺟﻌﻞ ﻣﻔﺘﺎح اﻟﺘﺎﺑﻮت ﻣﻦ داﺧﻞ وﺟﻌﻠﺘﻪ ﻓﻴﻪ واﻟﻘﺘﻪ ﻓﻲ اﻟﻴﻢ ...،ﻓﺎﻗﺒﻞ اﻟﻤﻮج ﺑﺎﻟﺘﺎﺑﻮت ﻳﺮﻓﻌﻪ ﻣﺮة وﻳﺨﻔﻀﻪ
اﺧﺮى ﺣﺘﻰ ادﺧﻠﻪ ﺑﻴﻦ اﺷﺠﺎر ﻋﻨﺪ ﺑﻴﺖ ﻓﺮﻋﻮن ،ﻓﺨﺮج ﺟﻮاري ﺁﺳﻴﺔ اﻣﺮاة ﻓﺮﻋﻮن ﻳﻐﺘﺴﻠﻦ ﻓﻮﺟﺪن اﻟﺘﺎﺑﻮت ﻓﺎدﺧﻠﻨﻪ
اﻟﻰ ﺁﺳﻴﺔ ،وﻇﻨﻮا ان ﻓﻴﻪ ﻣﺎﻻً ،ﻓﻠﻤﺎ ﻧﻈﺮت اﻟﻴﻪ ﺁﺳﻴﺔ وﻗﻌﺖ ﻋﻠﻴﻪ رﺣﻤﺘﻬﺎ واﺣﺒﺘﻪ...،واﻧﻤﺎ ﺳﻤﻰ ﻣﻮﺳﻰ ﻻﻧﻬﻢ وﺟﺪوﻩ ﻓﻲ
ﻣﺎء وﺷﺠﺮ ،واﻟﻤﺎء ﺑﺎﻟﻘﺒﻄﻴﺔ ﻣﻮ ،واﻟﺸﺠﺮ ﺷﺎ.
41.
ﻓﺠﻌﻞ ﻟﻪ ﺗﺎﺑﻮﺗًﺎ وﺟﻌﻞ ﻣﻔﺘﺎح اﻟﺘﺎﺑﻮت ﻣﻦ داﺧﻞ وﺟﻌﻠﺘﻪ ﻓﻴﻪ واﻟﻘﺘﻪ ﻓﻲ اﻟﻴﻢ....،ﻓﺎﻗﺒﻞ اﻟﻤﻮج ﺑﺎﻟﺘﺎﺑﻮت ﻳﺮﻓﻌﻪ ﻣﺮة وﻳﺨﻔﻀﻪ
اﺧﺮى ﺣﺘﻰ ادﺧﻠﻪ ﺑﻴﻦ اﺷﺠﺎر ﻋﻨﺪ دور ﻓﺮﻋﻮن ،ﻓﺨﺮج ﺟﻮاري ﺁﺳﻴﺔ اﻣﺮاة ﻓﺮﻋﻮن ﻳﻐﺘﺴﻠﻦ ﻓﻮﺟﺪن اﻟﺘﺎﺑﻮت ﻓﺎدﺧﻠﻨﻪ
اﻟﻰ ﺁﺳﻴﺔ ،وﻇﻨﻦ ان ﻓﻴﻪ ﻣﺎﻻً ،ﻓﻠﻤﺎ ﻓﺘﺢ وﻧﻈﺮت اﻟﻴﻪ ﺁﺳﻴﺔ وﻗﻌﺖ ﻋﻠﻴﻬﺎ رﺣﻤﺘﻪ واﺣﺒﺘﻪ...،واﻧﻤﺎ ﺳﻤﻲ ﻣﻮﺳﻰ ﻻﻧﻪ وﺟﺪ
ﻓﻲ ﻣﺎء وﺷﺠﺮ ،واﻟﻤﺎء ﺑﺎﻟﻘﺒﻄﻴﺔ ﻣﻮ ،واﻟﺸﺠﺮ ﺳﺎ.
42.
اﻟﻘﺘﻪ ﻓﻲ ﻣﺎء اﻟﻨﻴﻞ وﻟﻤﺎ ﺣﺎذى اﻟﺼﻨﺪوق دار ﻓﺮﻋﻮن ﻗﺪﻓﺘﻪ اﻻﻣﻮاج اﻟﻰ ﺑﺴﺘﺎن دارﻩ ووﻗﻒ ﺑﻴﻦ اﻻﺷﺠﺎر واﺗﻔﻖ ان
ﺟﻤﺎﻋﺔ ﻣﻦ اﻟﻨﺴﺎء ﻓﺪﺧﻦ ﻣﻦ )ﺻﻮرة( ﻣﻦ دار ﻓﺮﻋﻮن اﻟﻰ ﺟﺎﻧﺐ اﻟﻤﺎء ﻓﺮاﻳﻦ ذﻟﻚ اﻟﺼﻨﺪوق ﻓﻈﻨﻦ ان ﻓﻴﻪ ﻣﺎﻻ
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ﻓﺎﺧﺮﺟﻨﻪ ﻣﻦ ﺑﻴﻦ اﻟﻤﺎء وﺟﻴﻦ ﺑﻪ اﻟﻰ اﺳﻴﺔ زوﺟﺔ ﻓﺮﻋﻮن وﻓﺘﺤﺘﻪ ﺑﻴﻦ ﻳﺪهﺎ ﻓﺮاوا ﻣﻮﺳﻰ ﻓﺎﻟﻘﻰ اﷲ ﺗﻌﺎﻟﻰ ﻣﺠﺘﻪ واﻟﺸﻔﻘﺔ
ﻋﻠﻴﻪ ﻓﻲ ﻗﻠﺒﻬﺎ وﻗﺎﻟﺖ ﻗﺪ ﺣﻦ ﻗﻠﺒﻲ ﻋﻠﻰ هﺬا اﻟﻄﻔﻞ وارﻳﺪ ان اﺧﺬ ﻣﻦ ﻓﺮﻋﻮن دﺳﺘﻮراﻻذﻧﻲ هﺬا اﻟﻄﻔﻞ آﺎﻟﻮﻟﺪ ﻓﺎﻧﻪ ﻟﻴﺲ ﻟﻨﺎ
وﻟﺪ...وﺳﻤﻲ ﻣﻮﺳﻰ ﻻن ﻣﻮﺷﻪ ﻓﻲ ﻟﻐﺔ اﻟﻌﺒﺮاﻧﻴﺔ هﻮ ﻣﺎ ﻳﻜﻮن ﻋﻠﻰ وﺟﻪ اﻟﻤﺎء ﻣﻦ اﻟﺪﻏﻞ.
43.
ותקח-לו תבת גמא ותחמרה בחמר ובזפת ותשם בה את-הילד ותשם בסוף על-שפת היאר :ותתצב
אחתו מרחק לדעה מה-יעשה לו :ותרד בת-פרעה לרחץ על-היאר ונערתיה הלכת על-יד היאר ותרא
את-התבה התוך הסוף ותשלח את-אמתה ותקחה :ותפתח ותראהו את-הילד והנה-נער בכה ותחמל
עליו ותאמר מילדי העברים זה :ותאמר אחתו על-בת-פרעה האלך וקראתי לך אשה מינקת מן
העברית ותינק לך את-הילד :ותאמר-לה בת-פרעה לכי ותלך העלמה ותקרא את-אם הילד :ותאמר לה
בת-פרעה היליכי את-שכרך ותקח האשה הילד ותניקהו :ויגדל הילד ותבאהו לבת-פרעה ויהי-לה לבן
ותקרא שמו משה ותאמר כי מן-המים משיתהו
44.
ﻟﻤﺎ ﺳﻤﻌﻨﺎ ﺑﻤﺨﺮج رﺳﻮل اﷲ ﺻﻠﻌﻢ ﻣﻦ ﻣﻜﺔ وﺗﻮآﻔﻨﺎ ﻗﺪوﻣﻪ آﻨﺎ ﻧﺨﺮج اذا ﺻﻠﻴﻨﺎ اﻟﺼﺒﺢ اﻟﻰ ﻇﺎهﺮ ﺣﺮﺗﻨﺎ ﻧﻨﺘﻈﺮ رﺳﻮل
اﷲ ﺻﻠﻌﻢ ﻓﻮاﷲ ﻣﺎ ﻧﺒﺮح ﺣﺘﻰ ﺗﻐﻠﺒﻨﺎ اﻟﺸﻤﺲ ﻋﺎى اﻟﻈﻼل ﻓﺎذا ﻟﻢ ﻧﺠﺪ ﻇﻼ دﺧﻠﻨﺎ ﺑﻴﻮﺗﻨﺎ وذﻟﻚ ﻓﻲ اﻳﺎم ﺣﺎرة ﺣﺘﻰ اذا آﺎن
ﻓﻲ اﻟﻴﻮم اﻟﺬى ﻗﺪم ﻓﻴﻪ رﺳﻮل اﷲ ﺻﻠﻌﻢ ﺟﻠﺴﻨﺎ آﻤﺎ آﻨﺎ ﻧﺠﻠﺲ ﺣﺘﻰ اذا ﻟﻢ ﻳﺒﻖ ﻇﻞ دﺧﻠﻨﺎ ﺑﻴﻮﺗﻨﺎ وﻗﺪم رﺳﻮل اﷲ ﺻﻠﻌﻢ
ﺣﻴﻦ دﺧﻠﻨﺎ اﻟﺒﻴﻮت ﻓﻜﺎن اول ﻣﻦ راﻩ رﺟﻞ ﻣﻦ اﻟﻴﻬﻮد وﻗﺪ راى ﻣﺎ آﻨﺎ ﻧﺼﻨﻊ واﻧﺎ آﻨﺎ ﻧﻨﺘﻈﺮ ﻗﺪوم رﺳﻮل اﷲ ﺻﻠﻌﻢ
ﻓﺼﺮخ ﺑﺎﻋﻠﻰ ﺻﻮﺗﻪ ﻳﺎ ﺑﻨﻰ ﻗﻴﻠﺔ هﺬا ﺟﺪآﻢ ﻗﺪ ﺟﺎء ﻗﺎل ﻓﺨﺮﺟﻨﺎ اﻟﻰ رﺳﻮل اﷲ ﺻﻠﻌﻢ وهﻮ ﻓﻲ ﻇﻞ ﻧﺨﻠﺔ وﻣﻌﻪ اﺑﻮ ﺑﻜﺮ
ﻓﻲ ﻣﺜﻞ ﺳﻨﻪ واآﺜﺮﻧﺎ ﻣﻦ ﻟﻢ ﻳﻜﻦ راى رﺳﻮل اﷲ ﺻﻠﻌﻢ ﻗﺒﻞ ذﻟﻚ ﻗﺎل ورآﺒﻪ اﻟﻨﺎس وﻣﺎ ﻧﻌﺮﻓﻪ ﻣﻦ اﺑﻰ ﺑﻜﺮ ﺣﺘﻰ زال
اﻟﻈﻞ ﻋﻦ رﺳﻮل اﷲ ﺻﻠﻌﻢ ﻓﻘﺎم اﺑﻮ ﺑﻜﺮ ﻓﺎﻇﻠﻪ ﺑﺮداﺋﻪ ﻓﻌﺮﻓﻨﺎﻩ ﻋﻨﺪ ذﻟﻚ.
45.
ﻞ ﺑﻈﻠّﻬﺎ ،ﻓﻨﺎم
ورأوا ﺻﺨﺮة ﻃﻮﻳﻠﺔ ،ﻓﺴﻮّى أﺑﻮ ﺑﻜﺮ ﻋﻨﺪهﺎ ﻣﻜﺎﻧًﺎ ﻟﻴﻘﻴﻞ ﻓﻴﻪ رﺳﻮل اﻟﻠّﻪ ،ﺻﻠّﻰ اﻟﻠّﻪ ﻋﻠﻴﻪ وﺳﻠﻢ ،وﻟﻴﺴﺘﻈ ّ
رﺳﻮل اﻟﻠّﻪ ،ﺻﻠّﻰ اﻟﻠّﻪ ﻋﻠﻴﻪ وﺳﻠّﻢ ،وﺣﺮﺳﻪ أﺑﻮ ﺑﻜﺮ ﺣﺘﻰ رﺣﻠﻮا ﺑﻌﺪﻣﺎ زاﻟﺖ اﻟﺸﻤﺲ.
46.
ﻓﻠﻤﺎ اﺷﺘﺪ اﻟﺤﺮ ﻋﻠﻴﻬﻢ ﻧﺰﻟﻮا ﻓﻘﺎل رﺳﻮل اﷲ ﺻﻠﻰ اﷲ ﻋﻠﻴﻪ وﺳﻠﻢ ﻓﻲ ﻇﻞ ﺷﺠﺮة وﺟﻠﺲ اﺑﻮ ﺑﻜﺮ رﺿﻰ اﷲ ﻋﻨﻪ ﻳﺮﺻﺪﻩ
اﻟﻰ ان اﺳﺘﻴﻘﻆ ﻓﻠﻤﺎ اﺳﺘﻴﻘﻆ رآﺒﻮا وﺳﺎروا.
47.
واﻣﺮ اﺑﻮ ﺑﻜﺮ اﺑﻨﻪ ﻋﺒﺪ اﷲ ﺑﻦ اﺑﻰ ﺑﻜﺮ ان ﻳﺴﻤﻊ ﻟﻬﻤﺎ ﻣﺎ ﻳﻘﻮل اﻟﻨﺎس ﻓﻴﻬﻤﺎ ﻧﻬﺎرﻩ ﺛﻢ ﻳﺎﺗﻴﻬﻤﺎ اذا اﻣﺴﻰ ﺑﻤﺎ ﻳﻜﻮن ﻓﻲ ذﻟﻚ
اﻟﻴﻮم ﻣﻦ اﻟﺨﺒﺮ واﻣﺮ ﻋﺎﻣﺮ ﺑﻦ ﻓﻬﻴﺮة ﻣﻮﻻﻩ ان ﻳﺮﻋﻰ ﻏﻨﻤﻪ ﻧﻬﺎرﻩ ﺛﻢ ﻳﺮﻳﺤﻬﺎ ﻋﻠﻴﻬﻤﺎ اذا اﻣﺴﻰ ﺑﺎﻟﻐﺎر وآﺎﻧﺖ اﺳﻤﺎء
ﺑﻨﺖ اﺑﻰ ﺑﻜﺮ ﺗﺎﺗﻴﻬﻤﺎ ﻣﻦ اﻟﻄﻌﺎم اذا اﻣﺴﺖ ﺑﻤﺎ ﻳﺼﻠﺤﻬﻤﺎ ﻓﺎﻗﺎم رﺳﻮل اﷲ ﺻﻠﻌﻢ ﻓﻲ اﻟﻐﺎر ﺛﻠﺜﺎ وﻣﻌﻪ اﺑﻮ ﺑﻜﺮ.
48.
وﺧﺮﺟﺎ ﻣﻦ ﺧﻮﺧﺔ ﻓﻲ ﺑﻴﺖ أﺑﻲ ﺑﻜﺮ ﻓﻲ ﻇﻬﺮ ﺑﻴﺘﻪ ،ﺛ ّﻢ ﻋﻤﺪا إﻟﻰ ﻏﺎر ﺑﺜَﻮر ﻓﺪﺧﻼﻩ ،وأﻣﺮ أﺑﻮ ﺑﻜﺮ اﺑﻨﻪ ﻋﺒﺪ اﻟﻠّﻪ أن
ﻳﺴﺘﻤﻊ ﻟﻬﻤﺎ ﺑﻤﻜّﺔ ﻧﻬﺎرﻩ ﺛ ّﻢ ﻳﺄﺗﻴﻬﻤﺎ ﻟﻴﻼً ،وأﻣﺮ ﻋﺎﻣﺮ ﺑﻦ ُﻓﻬَﻴﺮة ﻣﻮﻻﻩ أن ﻳﺮﻋﻰ ﻧﻬﺎرﻩ ﺛ ّﻢ ﻳﺄﺗﻴﻬﻤﺎ ﺑﻬﺎ ﻟﻴﻼً ،وآﺎﻧﺖ أﺳﻤﺎء
ﺑﻨﺖ أﺑﻲ ﺑﻜﺮ ﺗﺄﺗﻴﻬﻤﺎ ﺑﻄﻌﺎﻣﻬﻤﺎ ﻣﺴﺎء ،ﻓﺄﻗﺎﻣﺎ ﻓﻲ اﻟﻐﺎر ﺛﻼﺛًﺎ.
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49.
ﺛﻢ اﺳﺘﺎﺟﺮ اﺑﻮ ﺑﻜﺮ رﺿﻲ اﷲ ﻋﻨﻪ ﺷﺨﺼﺎ ﻣﻦ اﻟﻤﺸﺮآﻦ اﺳﻤﻪ ارﻳﻘﻂ اﻟﺪﻳﻠﻰ وﻗﻴﻞ اﺑﻦ ارﻗﺪﻟﻴﻜﻮن ﻟﻬﻢ دﻟﻴﻼ اﻟﻰ
اﻟﻤﺪﻳﻨﺔ وﻟﻢ ﻳﻌﺮف هﺠﺮة اﻟﻨﺒﻲ ﺻﻠﻰ اﷲ ﻋﻠﻴﻪ وﺳﻠﻢ ﻣﻦ اﻟﻤﺴﻠﻤﻦ ﻏﻴﺮ ﻋﻠﻲ واﺑﻲ ﺑﻜﺮ ﻓﺎﻧﻄﻠﻘﻮا ﻣﻦ ﺑﻴﺖ اﺑﻲ
ﺑﻜﺮ اﻟﻰ آﻬﻒ هﻨﺎك ﻳﺴﻤﻰ ﻏﺎرﺛﻮر واﻣﻦ اﺑﻮ ﺑﻜﺮ اﺑﻨﻪ ﻋﺒﺪ اﷲ ان ﻻ ﻳﻔﺎرق اﻟﺒﻠﺪ ﺑﺎﻟﻨﻬﺎر وﺗﻔﺤﺺ ﻋﻦ اﺣﻮال
اﻟﻨﺎس وﻳﺴﻤﻊ ﻣﺎ ﻳﻘﻮﻟﻮن ﻓﻲ ﺣﻘﻬﻤﺎ وﻳﺠﺊ ﻓﻲ اﻟﻠﻴﻞ اﻟﻴﻬﻤﺎ وﻳﻌﻠﻤﻬﻤﺎ ﺑﺤﺎل ﻗﺮﻳﺶ واﻣﻦ اﻳﻀﺎ )ﺻﻮرة( واﻣﻦ
اﻳﻀﺎ ﻣﻮﻻﻩ ﻓﻬﻴﺮة اﻟﺮاﻋﻲ ان ﻳﺮﻋﻰ اﻻﻏﻨﺎم اﻟﺘﻰ ﻻﺑﻲ ﺑﻜﺮ ﺑﺎﻟﻨﻬﺎر وﻳﺠﺊ ﺑﻬﺎ اﺧﺮ اﻟﻨﻬﺎر اﻟﻰ اﻟﻐﺎر وﻗﺖ
اﻟﺤﻠﺐ وآﺎﻧﻮا ﻳﺤﻠﺒﻮﻧﻬﺎ وﻳﻘﻮﺗﻮن ﺑﺎﻟﺒﺎﻧﻬﺎ.
50.
﴿ﻗﺪ ﺟﺎء ﺗﻜﻢ ﺑﻴﻨﺔ ﻣﻦ رﺑﻜﻢ هﺬﻩ ﻧﺎﻗﺔ اﷲ ﻟﻜﻢ اﻳﺔ﴾
51.
﴿وﻳﻘﻮم هﺬﻩ ﻧﺎﻗﺔ اﷲ ﻟﻜﻢ اﻳﺔ﴾
52.
﴿واﺗﻴﻨﺎ ﺛﻤﻮد اﻟﻨﺎﻗﺔ ﻣﺒﺼﺮة﴾
53.
﴿ﻓﺎت ﺑﺎﻳﺔ ان آﻨﺖ ﻣﻦ اﻟﺼﺪﻗﻴﻦ .ﻗﺎل هﺬﻩ ﻧﺎﻗﺔ﴾
54.
ﻗﺎﻟﺖ ﺛﻤﻮد ﻟﺼﺎﻟﺢ اﺋﺘﻨﺎ ﺑﺎﻳﺔ ان آﻨﺖ ﻣﻦ اﻟﺼﺎدﻗﻴﻦ ﻗﺎل ﻓﻘﺎل ﻟﻬﻢ ﺻﺎﻟﺢ اﺧﺮﺟﻮا اﻟﻰ هﻀﺒﺔ ﻣﻦ اﻻرض ﻓﺎذا هﻰ
ﺗﺘﻤﺨﺾ آﻤﺎ ﺗﺘﻤﺨﺾ اﻟﺤﺎﻣﻞ ﺛﻢ ﺗﻔﺮﺟﺖ ﻓﺨﺮﺟﺖ ﻣﻦ وﺳﻄﻬﺎ اﻟﻨﺎﻗﺔ ﻓﻘﺎل ﺻﺎﻟﺢ ﻋﻢ هﺬﻩ ﻧﺎﻗﺔ اﷲ ﻟﻜﻢ اﻳﺔ ﻓﺬروهﺎ ﺗﺎآﻞ
ﻓﻲ ارض اﷲ وﻻ ﺗﻤﺴﻮهﺎ ﺑﺴﺆ ﻓﻴﺎﺧﺬآﻢ ﻋﺬاب اﻟﻴﻢ ﻟﻬﺎ ﺷﺮب وﻟﻜﻢ ﺷﺮب ﻳﻮم ﻣﻌﻠﻮم ﻓﻠﻤﺎ ﻣﻠﻮهﺎ ﻋﻘﺮوهﺎ ﻓﻘﺎل ﻟﻬﻢ ﺗﻤﺘﻌﻮا
ﻓﻲ دارآﻢ ﺛﻠﺜﺔ اﻳﺎم ذﻟﻚ وﻋﺪ ﻏﻴﺮ ﻣﻜﺬوب.
55.
وﻗﺎل ﻟﻪ ﺳﻴّﺪ ﻗﻮﻣﻪ :ﻳﺎ ﺻﺎﻟﺢ أﺧﺮج ﻟﻨﺎ ﻣﻦ هﺬﻩ اﻟﺼﺨﺮة ﻣﻨﻔﺮدة – ﻧﺎﻗﺔ ﺟﻮﻓﺎء ﻋﺸﺮاء ،ﻓﺈن ﻓﻌﻠﺖ ذﻟﻚ ﺻﺪّﻗﻨﺎك .ﻓﺄﺧﺬ
ﻞ ﻓﺈذا هﻲ ﺗﺘﻤﺨّﺾ آﻤﺎ ﺗﺘﻤﺨّﺾ اﻟﺤﺎﻣﻞ ﺛ ّﻢ اﻧﻔﺠﺮت
ﻋﻠﻴﻬﻢ اﻟﻤﻮاﺛﻴﻖ ﺑﺬﻟﻚ وأﺗﻰ اﻟﺼﺨﺮة وﺻﻠّﻰ ودﻋﺎ رﺑّﻪ ﻋ ّﺰ وﺟ ّ
وﺧﺮﺟﺖ ﻣﻦ وﺳﻄﻬﺎ اﻟﻨﺎﻗﺔ آﻤﺎ ﻃﻠﺒﻮا.
56.
اذا اﺧﺮﺟﺖ ﻣﻦ هﺬا اﻟﺤﺠﺮ ﻋﻠﻰ ﺳﺒﻴﻞ اﻟﻤﻌﺠﺮة ﻧﺎﻗﺔ واﺷﺎدوا اﻟﻰ ﺣﺠﺮ ﻋﻈﻴﻢ آﺎن ﻋﻠﻰ ذﻟﻚ اﻟﺠﺒﻞ ﻓﻠﻤﺎ راى
اﻧﻪ ﻻ ﻳﻔﻴﺪ ﻣﻊ اوﻟﻴﻚ اﻟﻘﻮم ﺷﻰء دﻋﺎ اﻟﻰ اﷲ ﺗﻌﺎﻟﻰ ﻓﺎﺟﺎب دﻋﻮﺗﻪ ﻓﻄﻬﺮ ﻣﻦ ذﻟﻚ اﻟﺤﺠﺮ ﻧﺎﻗﺔ ﻓﻲ ﻏﺎﻳﺔ اﻟﺤﺴﻦ
ﻓﺎﻣﻨﻮا وﺑﻘﻮا اﻳﺎﻣﺎ ﻋﻠﻰ ذﻟﻚ ﺛﻢ ﻋﺎدوا ﻋﻦ ﻗﻠﻴﻞ اﻟﻰ اﻟﻀﻼل واﻟﻄﻐﻴﺎن واﺧﺮﺟﻮا ﺻﺎﻟﺤﺎ اﻟﻨﺒﻲ ﻣﻦ ﺑﻴﻨﻬﻢ
وﻋﻘﺮوا اﻟﻨﺎﻗﺔ )ﺻﻮرة(.
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57.
﴿اذ ﻗﺎل ﻟﻬﻢ اﺧﻮهﻢ هﻮد اﻻﺗﺘﻘﻮن اﻧﻲ ﻟﻜﻢ رﺳﻮل اﻣﻴﻦ ﻓﺎﺗﻘﻮا اﷲ واﻃﻴﻌﻮن وﻣﺎ اﺳﺌﻠﻜﻢ ﻋﻠﻴﻪ ﻣﻦ اﺟﺮ ان اﺟﺮى اﻻﻋﻠﻰ
رب اﻟﻌﻠﻤﻴﻦ اﺗﺒﻨﻮن ﺑﻜﻞ رﻳﻊ اﻳﺔ ﺗﻌﺒﺸﻮن وﺗﺘﺨﺬون ﻣﺼﺎﻧﻊ ﻟﻌﻠﻜﻢ ﺗﺨﻠﺪون واذا ﺑﻄﺸﺘﻢ ﺑﻄﺸﺘﻢ ﺟﺒﺎرﻳﻦ ﻓﺎﺗﻘﻮا اﷲ
واﻃﻴﻌﻮن واﺗﻘﻮااﻟﺬى اﻣﺪآﻢ ﺑﻤﺎ ﺗﻌﻠﻤﻮن اﻣﺪآﻢ ﺑﺎﻧﻌﺎم وﺑﻨﻴﻦ وﺟﻨﺖ وﻋﻴﻮن اﻧﻰ اﺧﺎف ﻋﻠﻴﻜﻢ ﻋﺬاب ﻳﻮم ﻋﻈﻴﻢ﴾
58.
﴿اﻟﻢ ﺗﺮآﻴﻒ ﻓﻌﻞ رﺑﻚ ﺑﻌﺎد ارم ذات اﻟﻌﻤﺎد اﻟﺘﻲ ﻟﻢ ﻳﺨﻠﻖ ﻣﺜﻠﻬﺎ ﻓﻲ اﻟﺒﻼد﴾ .
59.
ﻓﺎﻣﺎ ﻋﺎد
ﻓﺎن اﷲ ﻋﺰ وﺟﻞ ارﺳﻞ اﻟﻴﻬﻢ هﻮد ﺑﻦ ﻋﺒﺪ اﷲ ﺑﻦ رﺑﺎح ﺑﻦ اﻟﺨﻠﻮد ﺑﻦ ﻋﺎد ﺑﻦ ﻋﻮص ﺑﻦ ارم ﺑﻦ ﺳﺎم ﺑﻦ ﻧﻮح وﻣﻦ اهﻞ
اﻟﻨﺴﺎب ﻣﻦ ﻳﺰﻋﻢ ان هﻮدا هﻮ ﻋﺎﺑﺮ ﺑﻦ ﺷﺎﻟﺦ ﺑﻦ ارﻓﺨﺸﺪ ﺑﻦ ﺳﺎم ﺑﻦ ﻧﻮح ،وآﺎﻧﻮا اهﻞ اوﺛﺎن ﺛﻠﺜﺔ ﻳﻌﺒﺪوﻧﻬﺎ ﻳﻘﺎل
ﻻﺣﺪهﻤﺎ ﺻﺪا وﻟﻼﺧﺮ ﺻﻤﻮد وﻟﻠﺜﺎﻟﺚ اﻟﻬﺒﺎء ﻓﺪﻋﺎهﻢ اﻟﻰ ﺗﻮﺣﻴﺪ اﷲ واﻓﺮادﻩ ﺑﺎﻟﻌﺒﺎدة دون ﻏﻴﺮﻩ وﺗﺮك ﻇﻠﻢ اﻟﻨﺎس ﻓﻜﺬﺑﻮﻩ
وﻗﺎﻟﻮا ﻣﻦ اﺷﺪ ﻣﻨﺎ ﻗﻮة ﻓﻠﻢ ﻳﻮﻣﻦ ﺑﻬﻮد ﻣﻨﻬﻢ اﻻ ﻗﻠﻴﻞ ﻓﻮﻋﻈﻬﻢ هﻮد اذ ﺗﻤﺎدوا ﻓﻲ ﻃﻐﻴﺎﻧﻬﻢ ﻓﻘﺎل ﻟﻬﻢ اﺗﺒﻨﻮن ﺑﻜﻞ رﻳﻊ اﻳﺔ
ﺗﻌﺒﺜﻮن ،وﺗﺘﺨﺬون ﻣﺼﺎﻧﻊ ﻟﻌﻠﻜﻢ ﺗﺨﻠﺪون ،واذا ﺑﻄﺸﺘﻢ ﺑﻜﺸﺘﻢ ﺟﺒﺎرﻳﻦ ،ﻓﺎﺗﻘﻮا اﷲ واﻃﻴﻌﻮن واﺗﻘﻮا اﻟﺬى اﻣﺪآﻢ ﺑﻤﺎ
ﺗﻌﻠﻤﻮن ،اﻣﺪآﻢ ﺑﺎﻧﻌﺎم وﺑﻨﻴﻦ ،وﺟﻨﺎت وﻋﻴﻮن ،اﻧﻰ اﺧﺎف ﻋﻠﻴﻜﻢ ﻋﺬاب ﻳﻮم ﻋﻈﻴﻢ ،ﻓﻜﺎن ﺟﻮاﺑﻬﻢ ﻟﻪ ان ﻗﺎﻟﻮا ﺳﻮا ﻋﻠﻴﻨﺎ
اوﻋﻈﺖ ام ﻟﻢ ﺗﻜﻦ ﻣﻦ اﻟﻮاﻋﻈﻴﻦ وﻗﺎﻟﻮا ﻟﻪ ﻳﺎ هﻮد ﻣﺎ ﺟﺌﺘﻨﺎ ﺑﺒﻴﻨﺔ وﻣﺎ ﻧﺤﻦ ﺑﺘﺎرآﻰ اﻟﻬﺘﻨﺎ ﻋﻦ ﻗﻮﻟﻚ وﻣﺎ ﻧﺤﻦ ﻟﻚ
ﺑﻤﻮﻣﻨﻴﻦ ،ان ﻧﻘﻮل اﻻ اﻋﺘﺮاك ﺑﻌﺾ اﻟﻬﺘﻨﺎ ﺑﺴﺆ ،ﻓﺤﺒﺲ اﷲ ﻋﻨﻬﻢ ﻓﻴﻤﺎ ذآﺮ اﻟﻘﻄﺮ ﺳﻨﻴﻦ ﺛﻠﺜﺎ ﺣﺘﻰ ﺟﻬﺪوا ﻓﺎوﻓﺪوا وﻓﺪا
ﻟﻴﺴﺘﺴﻘﻮا ﻟﻬﻢ .
60.
ذآﺮ اﻷﺣﺪاث اﻟﺘﻲ آﺎﻧﺖ ﺑﻴﻦ ﻧﻮح وإﺑﺮ اهﻴﻢ
ﻓﺎﻣّﺎ ﻋﺎد ﻓﻬﻮ ﻋﺎد ﺑﻦ ﻋﻮض ﺑﻦ إرم ﺑﻦ ﺳﺎم ﺑﻦ ﻧﻮح ،وهﻮ ﻋﺎد اﻷوﻟﻰ ،وآﺎﻧﺖ ﻣﺴﺎآﻨﻬﻢ ﻣﺎ ﺑﻴﻦ اﻟﺸّﺤﺮ و ﻋﻤﺎن و
ﺣﻀﺮ ﻣﻮت ﺑﺎﻻﺣﻘﺎف ،ﻓﻜﺎﻧﻮا ﺟﺒّﺎرﻳﻦ ﻃﻮال اﻟﻘﺎﻣﺔ ﻟﻢ ﻳﻜﻦ ﻣﺜﻠﻬﻢ ،ﻳﻘﻮل اﻟﻠّﻪ ﺗﻌﺎﻟﻰ :واذ آﺮوا إذ ﺟﻌﻠﻜﻢ ﺧﻠﻔﺎء ﻣﻦ ﺑﻌﺪ
ﻗﻮم ﻧﻮح وزاد آﻢ ﻓﻲ اﻟﺨﻠﻖ ﺑﺴﻄﺔ ،ﻓﺄرﺳﻞ اﻟﻠّﻪ إﻟﻴﻬﻢ هﻮد ﺑﻦ ﻋﺒﺪ اﻟﻠّﻪ ﺑﻦ رﺑﺎح ﺑﻦ اﻟﺠﻠﻮد ﺑﻦ ﻋﺎد ﺑﻦ ﻋﻮض ،وﻣﻦ
اﻟﻨّﺎس ﻣﻦ ﻳﺰﻋﻢ اﻟّﻪ هﻮد وهﻮ ﻏﺎﺑﺮ ﺑﻦ ﺷﺎﻟﺦ ﺑﻦ أرﻓﺨﺸﺬ ﺑﻦ ﺳﺎم ﺑﻦ ﻧﻮح ،وآﺎﻧﻮا أهﻞ اوﺛﺎن ﺛﻼﺛﺔ ﻳﻘﺎل ﻷﺣﺪهﺎ ﺿﺮا
وﻟﻶﺧﺮ ﺿﻤﻮر وﻟﻠﺜﺎﻟﺚ اﻟﻬﺒﺎ ،ﻓﺪﻋﺎهﻢ إﻟﻰ ﺗﻮﺣﻴﺪ اﻟﻠّﻪ وإﻓﺮادﻩ ﺑﺎﻟﻌﺒﺎدة دون ﻏﻴﺮﻩ وﺗﺮك ﻇﻠﻢ اﻟﻨﺎس.
61.
وذﻟﻚ اﻟﺬي ﺑﻨﺎ ﺑﻠﺪ ﻣﺮارم وارﺳﻞ اﻟﻰ هﻮﻻء اﻟﺴﻼﻃﻴﻦ اﻟﺜﻼﺛﺔ اﻟﺬﻳﻦ آﺎﻧﻮا ﻣﻦ ﻗﺒﻠﻪ ) (...ﻣﺎ ﻳﻤﻜﻨﻬﻢ وﻳﻘﺮرون
ﻋﻠﻴﻪ ﻣﻦ اﻟﺬهﺐ واﻟﻔﻀﺔ واﻧﻮاع اﻟﺠﻮاهﺮاﻟﻄﻴﺐ آﻞ واﺣﺪ ﻣﻤﺎ ﻓﻲ ﻣﻤﻠﻜﺘﻪ ﻓﻔﻌﻠﻮا ذﻟﻚ واﻧﻔﺪوا اﻟﻴﻪ ﻣﺎ
اﻣﻜﻨﻬﻢ...واﺳﺘﻐﻞ ﺑﻌﻤﺎرﺗﻬﺎ ﻗﺮب ﺛﻠﺜﻤﺎﻳﺔ ﺳﻨﺔ ...هﻮ ﻣﺬآﻮر ﻓﻲ اﻟﻜﻠﻴﻢ اﻟﻘﺪﻳﻢ ارم ذات اﻟﻌﻤﺎد اﻟﺘﻲ ﻟﻢ ﺳﻠﻖ ﻣﺜﻠﻬﺎ
ﻓﻲ اﻟﺒﻼد واﻏﺘﺮﺗﻠﻚ اﻟﻌﻤﺎرة وزاد ﻓﻲ اﻟﻜﻔﺮ واﻟﻄﻐﻴﺎن وزاد ﺗﺠﺒﺮﻩ ﺣﺘﻰ آﻔﺮ ﺑﺎ ﻧﻌﻢ اﷲ ﺳﺒﺤﺎﻧﻪ وﺗﻌﺎﻟﻰ
)ﺻﻮرة( وارﺳﻞ اﷲ ﺗﻌﺎﻟﻰ هﻮد اﻟﻨﺒﻲ ﻋﻠﻴﻪ اﻟﺴﻠﻢ وآﺎن ﻣﻦ اﺷﺮاف اوﻟﻴﻚ اﻟﻘﻮم وﻣﻦ ﺳﻼﻟﺔ ﺗﻠﻚ اﻟﺬرﻳﺔ.
62.
وهﻮ اﻟﺬى آﺸﻒ ﻋﻦ زﻣﺰم ﺑﺌﺮ اﺳﻤﺎﻋﻴﻞ ﺑﻦ اﺑﺮاهﻴﻢ واﺳﺘﺨﺮج ﻣﺎ آﺎن ﻓﻴﻬﺎ ﻣﺪﻓﻮﻧﺎ وذﻟﻚ ﻏﺰاﻻن ﻣﻦ ذهﺐ
آﺎﻧﺖ ﺟﺮهﻢ دﻓﻨﺘﻬﻤﺎ ﻓﻴﻤﺎ ذآﺮ ﺣﻴﻦ اﺧﺮﺟﺖ ﻣﻦ ﻣﻜﺔ واﺳﻴﺎف ﻗﻠﻌﻴﺔ.
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63.
ﻗﺪ ﻧﺬر ﺣﻴﻦ ﻟﻘﻰ ﻣﻦ ﻗﺮﻳﺶ ﻓﻲ ﺣﻔﺮ زﻣﺰم...
64.
ﺳﺒﺐ ﺣﻔﺮ ﺑﺌﺮ زﻣﺰم
...
ﻟﻴﺲ آﺒﻌﺾ ﻣﺎ ﻗﺪ ﺗﻌﻠﻢ ،وهﻲ ﺑﻴﻦ اﻟﻔﺮث واﻟﺪم ،ﻋﻨﺪ ﻧﻘﺮة اﻟﻐﺮاب اﻷﻋﺼﻢ ،ﻋﻨﺪ ﻗﺮﻳﺔ اﻟﻨﻤﻞ .ﻓﻠﻤّﺎ ﺑﻴّﻦ ﻟﻪ ﺷﺄﻧﻬﺎ ودل
ﻋﻠﻰ ﻣﻮﺿﻌﻬﺎ وﻋﺮف أﻧّﻪ ﻗﺪ ﺻﺪق ،ﻏﺪا ﺑﻤﻌﻮﻟﻪ وﻣﻌﻪ اﺑﻨﻪ اﻟﺤﺎرث ﻟﻴﺲ ﻟﻪ وﻟﺪ ﻏﻴﺮﻩ ،ﻓﺤﻔﺮ ﺑﻴﻦ إﺳﺎف وﻧﺎﺋﻠﺔ ﻓﻲ
اﻟﻤﻮﺿﻊ اﻟﺬي ﺗﻨﺤﺮ ﻗﺮﻳﺶ ﻷﺻﻨﺎﻣﻬﺎ ،وﻗﺪ رأى اﻟﻐﺮاب ﻳﻨﻘﺮ هﻨﺎك ...ﺛ ّﻢ رآﺐ ﻋﺒﺪ اﻟﻤﻄّﻠﺐ ،ﻓﻠﻤّﺎ اﻧﺒﻌﺜﺖ ﺑﻪ راﺣﻠﺘﻪ
ن اﻟﺬي ﺳﻘﺎك هﺬا اﻟﻤﺎء ﺑﻬﺬﻩ اﻟﻔﻼة ﻟﻬﻮ
اﻧﻔﺠﺮت ﻣﻦ ﺗﺤﺖ ﺧﻔّﻬﺎ ﻋﻴﻦ ﻋﺬﺑﺔ ﻣﻦ ﻣﺎء ،ﻓﻜﺒّﺮ وآﺒّﺮ أﺻﺤﺎﺑﻪ وﺷﺮﺑﻮا ...إ ّ
اﻟﺬي ﺳﻘﺎك زﻣﺰم ،ﻓﺎرﺟﻊ إﻟﻰ ﺳﻘﺎﻳﺘﻚ راﺷﺪا.
65.
ﻋﻨﺪ ﻧﻘﺮة اﻟﻐﺮاب اﻻﻋﺼﻢ )ﺻﻮرة( ﻋﻨﺪ ﻗﺮﻳﺔ اﻟﻨﻤﻞ ﻓﻌﺮف ﻋﺒﺪ اﻟﻤﻄﻠﺐ ﻣﻮﺿﻌﻬﺎ وﻧﻌﺘﻬﺎ ﻓﻠﻤﺎ اﺻﺒﺢ )ﺻﻮرة( اﺧﺬ
اﻟﻔﺎس واﺧﺬ اﺑﻨﻪ اﻟﺤﺮث ﻣﻌﻪ ﻓﺠﺎء اﻟﻰ ذﻟﻚ اﻟﻤﻮﺿﻊ اﻟﻤﻨﻌﻮت )ﺻﻮرة( ﻓﻮﻗﻒ ﻗﺮﻳﺒﺎ ﻣﻨﻪ ﻓﺮاى ﻏﺮاﺑﺎ ﻳﻨﻘﺮذﻟﻚ اﻟﻤﻮﺿﻊ
ﻓﻘﺪم ﻋﺒﺪ اﻟﻤﻄﻠﺐ اﻟﻰ )ﺻﻮرة( ذﻟﻚ اﻟﻤﻮﺿﻊ ﻓﻀﺮﺑﻪ ﺑﻔﺎﺳﻪ ﻣﺸﻬﺪ ﻣﻦ ﻗﺮﻳﺶ وهﻢ ﻳﻀﺤﻜﻮن ﻋﻠﻴﻪ وﻳﺘﻌﺠﺒﻮن )ﺻﻮرة(
ﻣﻨﻪ ﻓﻮﺟﺪ ﺑﻌﺪ ﺑﺮهﺔ ﻗﻠﻴﻠﺔ ﺑﻴﺮا ﻣﻄﻤﻮﻣﺔ.
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CHAPTER 5

Relating Spaces and Times in Astronomy and Governance

As analyzed in Chapter 3, the Jami al-Tawarikh land renditions bring the
conceptualizations of space and time to the center of the viewer’s experience of
encountering a painting. The Ilkhanid viewer may have been new to this since none of
the surviving pre-Ilkhanid paintings operate in a similar fashion. This makes it difficult
to articulate purely in art historical terms how the Ilkhanid reader/viewer may have
interpreted the issues of space and time played out in the Jami al-Tawarikh land
renditions.
On the other hand, the Ilkhanid astronomical methods of conceptualizing physical
space and time formed part of the court education and may have helped the Ilkhanid
viewer conceptualize pictorial space and time in his visual experience of encountering the
Jami al-Tawarikh. The Ilkhanids invested as much in astronomy as they did in bookmaking projects; they built the state-of-the-art observatory at Maragha and promoted
scholars like Nasir al-Din al-Tusi (d. 1274), who later became the most prominent
astronomer in the Ilkhanid court. Without speaking of the “period eye,” it may be fruitful
to make cognitive analogies and connections in the Ilkhanid intellectual mind for clues to
the pictorial significations of Jami al-Tawarikh land renditions. The connection made
here between the Jami al-Tawarikh land renditions and Ilkhanid
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astronomy is on a theoretical plane rather than an exploration of intertextuality. The aim
is to find ways to articulate the visual experience of the new painting style in Ilkhanid
terms.
Particularly in the Jami al-Tawarikh, Rashid al-Din lays out in the introduction
that "Tome Three is an exposition of the shapes of the climes and routes through realms.”
(1)262 Although this section on geography was either never written or has not survived,
its inclusion in the Jami al-Tawarikh project suggests that Rashid al-Din’s vision of
historiography encompassed geographical knowledge and concepts. In this light, how
geography relates to historiography in the Ilkhanid context is an important subject that
needs a thorough research.
This dissertation does not include a study of Ilkhanid geographical writings, such
as Mustawfi’s Nuzhat al-Qulub (1340) which was written about thirty-five years after the
production of the Jami al-Tawarikh.263 It is also not my claim that astronomy is
geography although both depend on calculations of astronomical observations.264 Rather,
at this point in my project, I choose to concentrate on scientific writings from before the
production of the Jami al-Tawarikh. For the same reason, this discussion excludes Ibn
al-Shatir’s (1304-75) treatise, Kitab nihayat al-sul fi tashih al-usul (“The Final Quest
Concerning the Rectification of Principles”). While leaving this link between later
Ilkhanid geographical writings and the Jami al-Tawarikh land renditions as a future
project, this dissertation conjectures what kinds of scientific conceptualizations of
physical space and time may have formed the viewership of the Jami al-Tawarikh.
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Who were the viewers of the Jami al-Tawarikh? As explained in Chapter 4,
Rashid al-Din specified in the Waqfnama that at least two copies of the Jami al-Tawarikh
were to be sent out to madrasas (schools) in the Ilkhanid Empire and that it had to be in
simple writing so as to be understood by "different minds" and by the "elite and common
alike." The extent to which this ambition was realized is unverifiable now; in fact, the
dearth of surviving copies of the Jami al-Tawarikh seems to indicate otherwise.
Realistically speaking, the viewers of the Jami al-Tawarikh were probably highly
educated Ilkhanid courtiers, who may have imagined their political community on a large
scale through the Jami al-Tawarikh project.265 For the purpose of understanding the
Ilkhanid viewership, studying Nasir al-Din al-Tusi’s astronomical writings may shed
light on the epistemological environment of the Jami al-Tawarikh paintings. 266
In addition to astronomy, governance also depends on a system of conceptualizing
and ordering the land space, leading to an imagination of political power.267 The
Ilkhanids inherited many different structures of governance, from the pre-Ilkhanid
Persianate and Islamic worlds and China as well as from their nomadic ancestors.
Instead of following one of these pre-existing structures, the Ilkhanids synthesized their
own system of governance that had particularly complicated variances in space and time.
Sheila Blair has pointed out that battle scenes and conquests are the most frequently
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illustrated subject matter for the Ghaznavids and that this may have had to do with the
Ilkhanids’ efforts to legitimize their power in the Islamic world.268
Extending this idea further, I link the Jami al-Tawarikh land renditions to the
complex process of conceptualizing political space and time in the Ilkhanid context.
Thomas Allsen has worked through both Jami al-Tawarikh and Yuan Shi (Yuan dynastic
history) in his study of cultural exchange and power negotiations between Ilkhanid Iran
and Yuan China.269 Weaving his accomplishments in my discussion below, I ponder how
pictorial renditions of land in the Jami al-Tawarikh may have had political meanings in
terms of space and time across Asia.

Astronomy

The people of the Middle East had made astronomical observations and models
before the advent of Islam, and their achievements had a great impact on the later
geographical study of the region.270 For example, the table of geographical data, zij,
which became one of the main forms of geographical discourse in the Islamic world,
originated in pre-Islamic times. 271 Yet, the practice of Islam particularly encouraged a
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widespread use of astronomical knowledge. Every Muslim faces in the direction of
Mecca (qibla) for daily prayers. To find the qibla from various parts of the Islamic world,
Muslims used and further developed pre-Islamic instruments such as astrolabes.272 The
pilgrimage to Mecca (hajj), obligatory for every Muslim, also involved long journeys
overland and overseas. Although not everyone could afford such travels, knowledge of
terrains, paths, astronomical movements, and political divisions necessary for making the
hajj became widely available.
In order to develop astronomical knowledge, people of the Islamic world built
observatories. Although it is speculated that the Umayyads (661 – 750) had an
observatory near Damascus, the first observatory of the Islamic world was probably built
during the reign of the seventh Abbasid ruler, al-Ma’mun (r. 813 – 833).273 The data
obtained in al-Ma’mun’s observatory were apparently recorded in the Mamuni Zij, which
has not survived the time. Although some private observatories were also built in the
Abbasid period, such as that of Dinawari (815-895) in the city of Dinawar now located in
western Iran, they did not match the imperial observatories in terms of the caliber of
equipments and the lifespan of architecture. The modern historian Aydin Sayili calls
most of these observatories “observation posts” rather than “full-fledged observatories”
because of the limited scope of the projects that these institutes seem to have carried out.
Abbasid imperial patronage for astronomical research is considered to have
culminated in the ninth century. This period has been called the “golden age” of
"The Double Argument Lunar Tables of Cyriacus," Journal for the History of Astronomy, 7, 1976, 41-46.
Saliba, "The Planetary Tables of Cyriacus," Journal for the History of Arabic Science, 2, 1978, 53-65.
Saliba, "Computational Techniques in a Set of Late Medieval Astronomical Tables," Journal for the
History of Arabic Science, 1, 1977, 24-32.
272
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Sayili, Observatory. For the plan of the Maragha observatory, see D. N. Wilber, The Architecture of
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astronomical study in the Islamic world, after which it seems to have lost its momentum,
resulting in fewer constructions of observatories and less production of astronomical
writings. The Ilkhanids reversed this downward trend; they newly energized the field of
astronomy with an unprecedented amount of funding and human resources. As a result,
the number of zijs, which had decreased slowly after the ninth century, soared in the
Ilkhanid period (Figure 43). The thirteenth-century observatory in the city of Maragha,
near Tabriz in Iran, trumped all Abbasid observatories so much so that Aydin Sayili calls
it “one of the most important observatories of Islam, and probably the most important of
them all.”274
Unlike earlier observatories, the Maragha one was funded by religious
endowment (waqf) and composed not only of a library and research institute but also of a
school (madrasa).275 It outlived its founder, Hulagu and seems to have functioned in
good order during the reigns of Abaqa (1265-81), Ahmad Takudar (1281-84), Arghun
(1284-91), Gaykhatu (1291-95), Baydu, Ghazan Mahmud (1295-1303), and Oljeitu
(1303-1316).276 The instruments in the Maragha observatory were monumental and
precise. Mu’ayyad al-Din al-‘Urdi, who worked at the Maragha observatory, describes a
mural quadrant with a radius of around 430 cm, an armillary sphere with a radius of
about 160 cm, a solsticial armilla with a radius of 125 cm, an equinoctial armilla, and a
parallactic ruler that could measure a circle with a radius of 250 cm.277
In his chronograph in Syriac, the bishop Barhebraeus (Gregory Abu al-Faraj,
1226 - 86) describes the academic surroundings of the Maragha observatory:
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And in this year (1274) died Khwajah Nasir, the Persian philosopher (Nasir alDin al-Tusi (1201-1274), the director of the Maragha observatory). He was a man
renowned and famous, and was pre-eminent in all the branches of science, and
was especially learned in those dealing with mathematics. He constructed
instruments for the observations of the stars, and the great brass spheres which
were more wonderful than those which Ptolemy set up in Alexandria, and he
observed and defined the courses of the stars. And there were gathered together
about him in Maragha, a city of Adhorbijan, a numerous company of wise men
from various countries. And since the councils of all the mosques and the houses
of instruction of Baghdad and Assyria were under his direction he used to allot
stipends to the teachers and to the pupils who were with him. About this time,
having set out for Baghdad to visit various places, he died in Baghdad. And
certain men have reported that he was blind. He wrote many books—
explanations on rhetoric and natural and divine learning. He arranged Euclid and
Magisti very accurately. And there is also [attributed] to him a lexicographical
work in Persian in which he taught the meaning of the words of Plato and
Aristotle on practical philosophy. For he held fast to the opinions of the early
philosophers, and he combated vigorously in his writings those who contradicted
them. 278
According to Barhebraeus, Nasir al-Din al-Tusi actively participated in scholarly
discourses through writings. His instruments exceeded those of Ptolemy, and Maragha
matched the reputation of ancient Alexandria. Al-Tusi cooperated with a “numerous
company of wise men from various countries” and oversaw all the schools in “Baghdad
and Assyria.”
In the introduction to the Zij-i Ilkhani (“Ilkhanid Table”), al-Tusi names some of
the scholars working under him:
[Hulagu Khan] sought philosophers having knowledge of observations, such as
Mu’aiyid al-Din ‘Urdi who was in Damascus, Fakhr al-Din Khilati of Tiflis,
Fakhr al-Din Maraghi of Mausil and Najm al-Din Dabiran of Qazvin. They chose
Maragha as the place for the observations to be made, and applied themselves to
this task, making instruments and erecting buildings suitable for the purpose. He
also ordered them to bring books from Baghdad, Syria, Mausil and Khurasan and
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to put them in the place where they would make observations, so that the whole
affair went forward in excellent order.279
In addition to the scholars listed here, at least one Chinese geographer seems to have
worked under al-Tusi, namely, Fao Mun-Ji ( ) ﻓﻮﻣﻨﺠﯽwho came to Iran with Hulagu.280
To this, Aydin Sayili adds ‘Ali ibn ‘Umar al-Qazwini, Muhyi al-Din al-Maghribi, Qutb
al-Din al-Shirazi, Shams al-Din al-Shirwani, ‘Abd al-Razzaq ibn al-Tuwati, Kamal alDin al-Ayki, Husam al-Din al-Shami, Athir al-Din al-Abhari, Shams al-Din ibn
Muhammad ibn Muayyad al-‘Urdi, and al-Tusi’s two sons, Asil al-Din and Sadr alDin.281 The scholars who worked at the Maragha observatory, then, came from all over
the known world, ranging from North Africa to China.
Reflecting this diversity, al-Tusi uses the Mongol, Chinese, Greek, Islamic, and
Persian calendars in the introduction to the Zij-i Ilkhani:
[Genghis Khan defeated Ilaqa Sengum.] This was in the Tonghuz Yil: in the
reckoning of the astronomers of Cathay, the year gui khai, which was the last year
of the jung wan, i.e. the middle cycle, there having elapsed since the beginning of
the world 8863 wan of years and 9788 years. In the reckoning of the Greeks it is
the year 1154 from the reign of Alexander, the son of Philip, the Greek, who came
forth from Greece and traversed the whole world from East to West in seven years;
and no king withstood him but he vanquished him. In the reckoning of the Arabs
[it is] the year 599 from the flight of the Prophet of the Muslims (may God bless
him and give him peace!) from Mecca, which was his home, to Medina; thereafter
he led out armies from Medina and all Arabia submitted to him; and after his
death his religion penetrated to the uttermost parts of India, Turkistan, and the
West. And in the reckoning of the Persians [it is] the year 570 from the beginning
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of the reign of Yazdijird, the son of Shahriyar, who was the last of the kings of
Persia of the descendants of Kisra Anushirvan. (2)282
As Thomas Allsen points out, at least the intended audience of the Zij-i Ilkhani was, then,
of various cultural backgrounds, and it is possible that the information gathered here was
transmitted by the scientists from all over the world as well as their books.283 Al Tusi
himself came to work at the Maragha observatory under unusual circumstances; he was
hand-picked when the Ilkhanid ruler Hulagu sacked Alamut in 1256 and defeated his
former patrons, the Ismacilis.284
Ilkhanid patronage may have focused Nasir al-Din al-Tusi’s scholarship on
astronomy. In the introduction to the Zij-i Ilkhani, al-Tusi claims as much:
At the time that he (Hulagu Khan) seized the dominions of the heretics (Alamut of
Ismailis), I Nasir al-Din who am of Tus and had fallen into the power of the
heretics—me he brought forth from that place and ordered to observe the stars.
He sought philosophers having knowledge of observation...The fame of this great
work (erection of the observatory at Maragha and collecting books on astronomy)
spread throughout the world.285
Tusi’s main motive for making such a claim may have been to appeal to his patrons or to
facilitate scholarly networking. Yet this self-acknowledgement at least tells us that the
prosperity of astronomical research in the Ilkhanid court could be seen as an important
watershed in his biography. It is not attempted here to force links between Nasir al-Din
al-Tusi’s patterns of scholarship and patronage. It is possible, however, to imagine that
the enormous amount of funding and highly skilled human labor that the Ilkhanids
provided for him or that he and fellow scholars succeeded in securing for themselves may
have prompted the already versatile scholar to specialize in astronomical research.
282
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Regardless of whether this change in affiliation was “betrayal” or “political genius,” what
is relevant here is that the focus of his work changed drastically, from philosophy at
Alamut to astronomy at Maragha. 286 The academic production at Maragha by al-Tusi
and his colleagues shifted the scholarly trend in the larger context of the Islamic world,
marking a breakthrough in the regional history of scientific research as well as in his
biography.
Nasir al-Din al-Tusi’s life, spanning from 1201 to 1274, preceded the Jami alTawarikh production by half a century. Nevertheless, al-Tusi’s reputation as the most
important scientist under Ilkhanid patronage was recognized not only by his
contemporaries but also by the later Ilkhanids, such as Rashid al-Din in the Jami alTawarikh.287 Moreover, the academic environment that he oversaw at the Maragha
observatory continued to flourish after his death, producing important astronomical
writings, such as Ibn al-Shatir’s (fl. Damascus, 1304 – 1375) treatise, Kitab nihayat al-sul
fi tashih al-usul ("The Final Quest Concerning the Rectification of Principles"), which
historians of science generally agree was the source for the sixteenth-century astronomer
Nicolaus Copernicus' De revolutionibus.288 The Maragha scholars from the thirteenth
and fourteenth centuries share similar agenda and approaches, so much so that they are
grouped together as the Maragha “school” in current scholarship. The writings attributed
to al-Tusi were probably based on the cooperation of many scholars including him, as is
characteristic of medieval scholarship. Understanding this, one can argue that al-Tusi's
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work at least lets us see the collective efforts in astronomical research in the Ilkhanid
court.
The two most important writings that Nasir al-Din al-Tusi produced at Maragha
are Zij-i Ilkhani (“Ilkhanid Table”) and the Tadhkira fi ‘ilm al-hay’a ("A Memoir on the
Science of Astronomy"). The Zij-i Ilkhani updated older zijs in the Islamic world based
on the new data obtained at the Maragha observatory.289 Being the first important
publication from Maragha, one can see that it was an extract of the intellectual energy
and efforts of the newly formulated academy. Al-Tusi’s monumental treatise, Tadhkira,
was the most comprehensive work of the time, explaining general concepts and methods
in the field of astronomy.290 It gives an overview of astronomical knowledge; it begins
with a definition of astronomy and of geometrical figures, upon which it slowly builds
more complex discussions of the configurations of astronomical bodies. Not incidentally,
the two genres, zij (table) and tadhkira (memoir) had been the most important means
through which astronomy was discussed in the pre-Ilkhanid Islamic world, as it is
explained below.
The copious funding for astronomical study on the imperial level tells us that the
problem of space and time concerned the intellectual milieu of the Ilkhanid court. If the
Jami al-Tawarikh paintings newly facilitated visual conceptualizations of space and time,
could this be related to the methods of conceptualizing space and time in the field of
astronomy? How Nasir al-Din al-Tusi’s work marked a continuation of or a break from
the existing tradition in the Islamic world may give us clues to what concepts of space
289
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and time the Ilkhanid thinker may have explored. Understanding these concepts leads to
a possible theorization of how the Ilkhanid viewer may have participated in the discourse
of space and time through the Jami al-Tawarikh land renditions.

Conceptualization of Space through the Medieval Zij

Historians of science now generally agree that the zij was the main form in which
astronomical research was published in the pre-Ilkhanid Islamic world. The Ilkhanids reenforced the old tradition by refueling the production of zij. But why did they follow the
local tradition instead of fueling a new form of astronomical and geographical study, such
as maps? In fact, Thomas Allsen argues that the cartographic techniques traveled from
West to East Asia during the Mongol rule.291 Yet, the advancement of technology
contradicted with the level of production of maps across Asia. The Yuan Chinese made
maps for administrative purposes.292 The Ilkhanids, on the other hand, produced many
more zijs than maps according to records, and because no Ilkhanid map survives, it is
difficult to conclude that the Ilkhanids were zealous map makers. On the contrary, the
Ilkhanids made zijs. A simple answer may be a political one, that the Ilkhanids were
addressing a local audience and regional scholarship. This was not unusual in the
Persianate world; both Ghaznavids (962 – 1186) and Saljuqs (1040 – 1157) who ruled
Iran before the Ilkhanids assimilated to the local culture instead of continuing the

291

Allsen, “Geography and Cartography.”
Tan Qixiang ed., The Historical Atlas of China, v. 7, The Yuan Dynasty Period, The Ming Dynasty
Period. Cao Wanru, Zheng Xihuang, Huang Shengzhang, Niu Zhongxun, Ren Jincheng, Ju Deyuan eds.,
An Atlas of Ancient Maps in China from the Warring States Period to the Yuan Dynasty (476 B.C. – A.D.
1368), Beijing, 1990.

292

176

practices of their ancestors from Central Asia.293
Here, I explore a cognitive reason for why the way space and time were
conceptualized through the form of zij was more appropriate for the Ilkhanid
astronomical discourse. Scholars like John Pickles have studied the social implications
of the modern technologies of gathering, analyzing, and mapping geographic data,
especially in the GIS (Geographic Information Systems).294 Pickles argues that the GIS
is transforming “our ways of worldmaking and the ways in which geographers and others
think about and visualize the places, regions, environments, and peoples of the earth.”295
Similarly, technologies of geography were also linked to how one imagines the physical
and social world in pre-modern times. Examining this link through the zij may lead to a
better understanding of the conceptual tools of visualizing the world accessible to the
Ilkhanid viewer.
Historians of cartography have noted the scarcity of maps from the medieval
Islamic world.296 Most of the pre-Ilkhanid maps come from the twelfth century or
before; one of the first groups of mapmakers is the al-Balkhi “school” of tenth-century
scholars Ibn Hawqal, al-Istakhri, and al-Muqaddasi, so named because they cite the
contemporary al-Balkhi in their work. Their maps (“ ﺻﻮرة اﻻرضpicture of the Earth”)
were not based on longitudinal or latitudinal accuracy; rather, they allowed the viewer to
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visualize relationships between places. These scholars’ interest in distances between
caravansaries and their patronage by the Persian merchant classes suggest that they may
have accommodated a private interest rather than a pan-Islamic discourse on an imperial
level.297
The maps from the Nuzhat al-Mushtaq fi ikhtiraq al-Afaq (Book of Roger) by the
twelfth-century geographer al-Idrisi are much celebrated in current scholarship.298 They
were not, however, made for a patron in the Islamic world but for a European patron.
This work, therefore, cannot represent the general interest in map making in the Islamic
world although these maps deserve a thorough case-study. Moreover, the Nuzhat does
not consist solely of maps; al-Idrisi also meticulously compiled tables in the form of zij.
Al-Idrisi presents a total of seventy maps for seven climates, each with ten sub-regions,
but he does not put together these sectional maps to make one single continuous map, as
has been done with his maps by the modern scholar Miller in Mappae Arabicae.299 It
seems that the fractional maps were indeed what al-Idrisi intended. This suggests that his
maps may have functioned similarly as his tables, with discrete geographical data
captured on separate maps. Modern scholars’ attention to al-Idrisi’s maps may, then, be
driven by the interest of our time and may not tell us much about the role of maps in the
medieval Islamic world.
The Ilkhanids did not make maps while, at the same time, generously funding the
production of tables. What can this preference of the form of zij to map tell us about the
epistemological environment of the Ilkhanid court? Since how the Ilkhanids
conceptualized space through zij was not documented or discussed in the
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contemporaneous times, I attempt to theorize here how the zijs compel us in the twentyfirst century to visualize space first and then suggest ideas on how this theorization can
be linked to the way Ilkhanids experienced Jami al-Tawarikh paintings.
Maps are two-dimensional representations of geographical information, based on
absolute coordinates and projections. Visually, one grasps space at once when looking at
a map; if one makes a conceptual journey, one can see the beginning and the end and
what lies in between in any order one chooses. On the other hand, the tables in medieval
zijs are records of movements; they allow the reader to follow calculation to calculation,
one entry to the other, on a journey that a body has taken. In the tables, then, space is
conceptualized through dynamic motions and not through a still representation. It lets the
reader relish each movement rather than grasp a trajectory at once on the imaginary plane
of a map. In the tables, movements define space, and one conceptualizes space only in
relative terms.
I will call this operation of conceptualizing space in medieval geography
“placing.” The noun “place” is a term used in the discipline of political geography,
meaning “the intersection of a unique mixture of social, economic, and cultural relations,
some of which are local in character, some of which have a global reach.”300 Extending
this meaning to a verb, “to place,” I designate that, while locating, positioning, or plotting
may require an absolute reference point, placing is carried out dynamically and
kinetically in additive increments, in itineraries, and in relations, as in the forms of tables
and travelogues. The Ilkhanids may have promoted such a process of conceptualizing
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space through the zijs by putting it at the center of their astronomical discourses. This
analysis is not to ignore the possible astrological purpose of Zij-i Ilkhani.301 Instead, it is
to articulate the kind of visualizing space and time the form of zij grants, following the
movements of bodies and from one entry to the next.
I suggest that the procedure of placing coincides with the way the viewer
encounters the compositions in the Jami al-Tawarikh paintings. If the multiple pictorial
spaces in the Jami al-Tawarikh paintings compel the viewer to take on a conceptual
journey from one to the next, the viewer visually place his memories of the event in
relation to the painting through relating different pictorial spaces. In this process of
engaging with the new visual medium of historical narrative, the viewer may have drawn
or formulated a range of meanings that the painting could convey.

The Recanonization of the Discipline of Astronomy through the Tadhkira

Unlike the zij, the genre of tadhkira (“memoir”) is in prose, and the scientific
tadhkiras explicate observations, concepts, and proofs. Ibn al-Haytham, much celebrated
by modern scholars as one of the most important scientists from the medieval Islamic
world, was probably the founder of the tadhkira as a scientific genre.302 Through the
tadhkiras, scientists from the medieval Islamic world exposited and challenged the works
of Aristotle, Euclid, and Ptolemy mainly to engage in a regional discourse and to actively
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participate in scholarly networking.303 Some focused on one aspect of science: for
instance, Ibn al-Haytham wrote tadhkiras mostly on optical problems. Others addressed
an entire scientific discipline: for example, Nasir al-Din al-Tusi lays out the basics of
astronomy in his Tadhkira fi ‘ilm al-hay’a.
Throughout his Tadhkira, Nasir al-Din al-Tusi repeatedly characterizes his work
as a "summary" of astronomical knowledge. The word, summary ()ﺟﻤﻞ, is already central
in the opening passage of his Tadhkira:
Praise be to God Who brings forth good and Who inspires truth. And may His
blessings be upon Muhammad, who was sent with the Final Message, upon his
family, the most excellent of families, and upon his Companions, the most
excellent of Companions. We wish to present a summary of astronomy as a
memento for one of our dear friends, and we ask God to grant us success for its
completion; for He is the One who grants success and to Him is the Final Return.
Let us now set forth what we have in mind in chapters that are contained within
four books. (3)304
Here, mixed in with the expressions of gratitude to God and a eulogy to the Prophet
Muhammad, one phrase spells out the aim of the Tadhkira, namely, “a summary of
astronomy.” As this phrase is inserted in the opening passage, it defines the purpose of
the Tadhkira as soon as the reader begins reading.
In his monograph, the modern historian F. J. Ragep underplays this purpose and
argues instead that the Tadhkira was a revolutionary work that went beyond
summarization. He points to the fact that the genre of tadhkira, as a memoir rather than
an academic treatise, called for such modesty and that the content of al-Tusi’s Tadhkira
offered outstanding corrections to the already-established and well-studied Greek sources.
It is true that claiming to advance the field was not part of the medieval rhetoric of
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tadhkira and that so often revolutionary medieval scholars declared that they were merely
"copying." Ragep’s analysis, then, lets us see beyond the rhetoric and appreciate the
value of al-Tusi’s work for what it is. By the same token, however, a claim to have
compiled the existing knowledge may have been more than merely rhetorical and had an
importance that may not be immediately clear to us. Could there have been a "summary"
value in the Tadhkira that was specific to the contemporaries?
Although more thorough research is necessary, it can be said that astronomers in
the Islamic world up until al-Tusi seem to have only cited Greek sources in their
tadhkiras.305 All that changed after al-Tusi's Tadhkira. According to Ragep, surviving
self-declared commentaries on the Tadhkira alone number fourteen, ranging from
Muhammad b. Ali b. al-Husayn al-Munajjim al-Himadhi’s Tibyan maqasid al-Tadhkira
(1285 – 1311) to an anonymous author’s work of 1691.306 In addition to these
commentators, many astronomers contemporary to him and from the later periods cite
and challenge al-Tusi’s Tadhkira in their work. For example, the fifteenth-century
scientist Sadr al-Sharica depends on al-Tusi’s Tadhkira as the core source in the Kitab
Ta'dil Hay’at al-Aflak.307 This is not to say that the Greek sources disappeared from the
later writings or that al-Tusi’s Tadhkira was the singularly important work, but
apparently, the canon in the discipline of astronomy recentered on Nasir al-Din al-Tusi’s
Tadhkira after its production.308
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How contemporary and later scholars received al-Tusi’s Tadhkira does not reflect
al-Tusi's original intention. But did he put forth the astronomical study in the Tadhkira in
such a way that it lends itself to become a new canon? The fact that al-Tusi does not
assume prerequisite knowledge on the part of the reader and that he uses a clear and
simple language also tells us that his claim to have summarized the astronomical
knowledge may be more than merely rhetorical. By being a “summary,” the Tadhkira
may have newly regionalized astronomical discourse in the context of the Islamic world
instead of continuing a “foreign” discourse originating in ancient Greece. I posit that this
new formulation of the discipline of astronomy resonated with the centralization and
institutionalization of the astronomy academy at the Maragha observatory. Ilkhanid
patronage thus refreshed and reestablished the discipline more thoroughly especially
since there had been a hiatus of three centuries in the field of astronomical study.
In the Zij-i-Ilkhani, Nasir al-Din al-Tusi foresees the future of the discipline of
astronomy:
At a certain age, learned and truthful masters will ascertain the location of the
stars, and a long time after, e.g., five hundred or one thousand years later, other
masters will determine their positions anew, and it will thus become established
how much each has moved during the interval separating the two sets of
observations.309
Establishing a basis for the continuing field of astronomy in the Islamic world may have
been al-Tusi’s vision of “summary” in the Tadhkira. Such aim was new; previous
tadhkiras did not specify authors’ visions of the discipline as a whole. One can see here a
parallel between the Tadhkira and the Jami al-Tawarikh; just as Rashid al-Din
emphasizes that his history is a compilation, Nasir al-Din al-Tusi stresses that his memoir
Without underestimating the accomplishments of Ibn al-Haytham, it is safe to say that their projects
differed in aim, production, and use.
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is a summary. Without speaking of a zeitgeist, there seems to be at least a shared
character in these two of the most important Ilkhanid imperial intellectual projects. Both
projects center on the new organization of knowledge that was apparently already known
but was newly gathered together in the Ilkhanid court. Indeed, the Tadhkira and Jami alTawarikh served as points of reference for the later astronomers and historians. Without
delving into the complexities of reception in the later Islamic world, it may be said here
that the summary purpose of the Tadhkira may have also been shared by the new painting
style invented in the Jami al-Tawarikh and other Ilkhanid paintings. The new painting
tradition created an arena for visual creativities and art making for the centuries to come.

The Relativity of Space and Time in Terms of the Positions and Movements of
Bodies in the Tadhkira

How does Nasir al-Din al-Tusi conceptualize space and time in the al-Tadhkira fi
‘ilm al-hay’a? Throughout the book, al-Tusi explains that perception is our means of
theoretically accessing the physical world, regardless of what the essential properties of
the bodies may be. He explicitly distances his observation from the observed bodies:
If a celestial motion is irregular from our perspective, we must require that it have
a model according to which that motion is uniform; this model should also bring
about its irregularity with respect to us. For irregular [motion] does not arise from
the celestial bodies. (4)310
For him, our observation conforms to a theoretical model and is not inherent in the
observed bodies. Conversely, how we conceptualize needs to explain how we see,
irrespective of what is in fact essential in the bodies. By centering an astronomical study
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on one’s observation of the bodies rather than the bodies themselves, al-Tusi avoids the
complex problem of how to relate a theory to reality.
Al-Tusi’s observation is that of movement, which he identifies as the difference
between his work and the Almagest:
These then are models and rules that should be known. We have only stated them
here; their geometric proofs are given in the Almagest. Restricting oneself to
circles is sufficient in the entirety of this science for whoever studies the proofs.
However, one who attempts to understand the principles of the motions must
know the configuration of the bodies, which move with these motions. (5)311
This is within the context in which he names the Almagest as the founding text of the
discipline of astronomy:
Indeed, ours should not be a complete science if taken in isolation from the
Almagest for it is a report of what is established therein. (6)312
By pointing out how his work relates to the Almagest, Nasir al-Din al-Tusi compels the
reader to place him in relation to the canon of this scientific discourse. And where his
astronomy differs from the canonical Almagest is that it stems from his observations of
motions.
To al-Tusi, motion is perceived in relation to the reference point:
It should be noted that when one orb moves another, the moved retains its
position with respect to the mover; its relation to it is as a part to the whole. Thus
it along with its poles and the rest of its parts moves due to the motion of [the
mover] just as an occupant on a ship moves by virtue of the ship’s motion. At the
same time, the [moved orb] has its own proper motion just as is the case with the
occupant of a ship who moves back and forth on the ship – sometimes in the
direction of the ship’s motion, at other times opposite that motion. (7)313
Here, al-Tusi explains that a person standing still in a moving ship does not consider
himself moving, but his motion with the ship will be apparent to a person standing on the
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coast. For him, then, motion is a perceived quantity that varies depending on the
reference point of the observer.
Al-Tusi goes even further to argue that even time is a relative entity:
If it were possible to travel around the entire Earth and then three individuals were
assumed to become separated at some location, one of them traveling toward the
west, the second traveling toward the east, and the third staying in place until the
two travelers had circled the Earth -- the traveler who went west returning to him
from the east and the traveler who went east returning to him from the west – then
the first [traveler] will have one fewer than the total [number] of days that have
been generally counted because he has lengthened [the period for each of] the
revolutions of the orb due to his travel so that he distributes a revolution among
their total [number]. The second will have one more because he has shortened
[the period for each of] the revolutions due to his motion so that a revolution
accumulates for him from the decreases. This is also something that is asked
about and found to be strange. (8)314
Here, al-Tusi argues that time is a perceived quantity relative to the movements of the
observing and observed bodies; in other words, time can be different for one body to
another. Although al-Tusi’s astronomical study is obviously not the same as Einstein’s,
his concepts of space and time are based on similar ideas of relativity as those of the later
physicist. In order to perceive time, one needs to understand the movements of bodies
and the spatial and mobile relationships between them.

Relative Spaces and Times in the Jami al-Tawarikh Land Renditions

By using the techniques of modeling and shading, appropriated from Chinese
landscape paintings, the artists of the Jami al-Tawarikh convey an illusion of threedimensional space. Compositionally, many Jami al-Tawarikh land renditions contain
multiple pictorial spaces, which compel the viewer to visually relate them. For example,
314
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in the “City of Iram,” the outdoor space on the right is rendered differently from that on
the left (Figures 27, 28). When the viewer’s eye moves across the painting, he/she
visualizes each space in relation to the other.
In these pictorial spaces, the visual elements seem to be moving. If the picture
looked flat, such movement might suggest to the viewer a component of height, thus, a
three-dimensional space. In the Jami al-Tawarikh paintings, however, the pictorial
environment looks three-dimensional, so the movement of the visual elements adds a
fourth dimension, which human mind may recognize as time.
The visual elements in the Jami al-Tawarikh paintings seem to move at varying
velocities, implying differently-paced times. For example, in “Moses in the Bullrushes,”
time seems to rush down the river, while, in “'Abd al-Muttalib and al-Harith about to
Discover Zamzam,” time seems to have stopped (Figures 39 - 42). In comparison, in
“Moses Hearing God’s Voice,” there seem to be three different times linked to the three
pictorial spaces: a fast-paced time for the clouds, a slower time for the hills, and the
frozen time for the figures (Figures 23, 24). As a result, the paintings do not convey one
uniform or absolute time; rather, each pictorial space seems to run on its own time.
Spaces and times in the Jami al-Tawarikh paintings are, then, conjoined concepts, not
unlike the post-Einstein “space-times.”
This kind of painting compels the viewer to grasp the pictorial space-times one
at a time, in relation to each other, rather than all at once. In this regard, the process of
viewing the paintings in the Jami al-Tawarikh is similar to how space is conceptualized
in the contemporary zijs and travelogues, through an itinerary from one entry to another,
from one station to the next. In the process of visually relating one pictorial space-time

187

to another, the viewer is compelled to put one space-time as the reference point for the
other. For example, in the experience of looking at the “Moses Hearing God’s Voice,”
the space-time of the hills seems to be slower-paced than that of the clouds but fasterpaced than that of the figures. While encountering this painting, then, the viewer
becomes aware that the observation of a space-time changes according to the reference
point.
Such awareness of the movement and reference point echoes that of Nasir al-Din
al-Tusi in his conceptualization of time in the Tadhkira. Time in al-Tusi’s astronomy is
also an observed quantity that depends on the observer’s position and movement. The
approach to visualizing time in the Jami al-Tawarikh paintings is, then, epistemologically
similar to Nasir al-Din al-Tusi’s theorization of time.
Although astronomical study enjoyed a long history in the Islamic world, it was
dwindling in the periods before the Ilkhanids took over the region. In this section, I
explored from a conceptual point of view that the unforeseen resurgence of astronomical
study in the Ilkhanid period may have overlapped with the invention of a new painting
tradition. The Ilkhanid astronomy centers on theorization of physical spaces and times in
relation to the reference points; similarly, the land renditions in the Jami al-Tawarikh
visually problematize pictorial spaces and times and how they relate to one another. Both
Ilkhanid astronomy and Jami al-Tawarikh paintings compel the reader/viewer to
conceptualize spaces and times in a complex process of observation. In the viewer’s
mind, then, the cognitive processes required for studying astronomy and viewing painting
may have converged to put forth seeing as a way of thinking.
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Governance

Both China and the pre-Ilkhanid Islamic world had settled governments with their
own methods of visualizing political space. Throughout its history, China had a
centralized government, separated from the court ruling power. In the Yuan period, both
magistrate offices and court were situated in populated cities.315 Accordingly, urban
activities had formed the core of bureaucracy in centralized government, and monarchy
and hegemony in relation to its citizens had been central to court politics. S. N.
Eisenstadt argues that there are two types of regimes in terms of the relationship between
center and periphery.316 According to him, China belonged to a group characterized by
“a relatively sharp distinction between center and periphery.”317
On the other hand, he argues, the classical Islamic world belonged to the other
category, which “displayed few symbolic or organizational differences between the
center and periphery.”318 The Islamic world is based on territory expansion. Historically
speaking, the two-hundred-year period after the Prophet Muhammad’s hijra (emigration
from Mecca to Medina in 622) saw the Islamic world stretching from the Arabian
Peninsula to Southern Europe, Northern Africa, Middle East, Northern India, and
Western China. Although the actual territory expansion did not amount to much after
that, the idea of frontier may have remained important to the power structuring in the
caliphates. As Bonner contends, in Abbasid Iraq, the Abbasid-Byzantine frontier,
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Thughur, played an important role in the political discourses that took place in the central
government in Baghdad.319
In addition to these concepts, the Ilkhanids brought with them yet another concept
of ordering power in terms of space: in pre-Ilkhanid Mongol nomadic politics, the highest
governing power migrated from one pasture to another. As nomads, the Mongols before
Genghis Khan synchronized overland movements with the times of the year. It is
believed that they had no permanent architecture and moved with tents for better weather
and better pasture for their animals.320 Although Genghis Khan had much more land to
rule than his predecessors, he still carried tents (yurts) to various places for winter and
summer residences without building palaces. In this system, Mongol imperial power
moved with the body of Genghis Khan, whose location was always transient and not
predictable.
How did the Ilkhanids relate their power to space and time? They could have
opted for one of the concepts that were available to them or invented a completely new
one that had nothing to do with any of the pre-Ilkhanid concepts. The Ilkhanids, on the
other hand, seem to have appropriated not one but multiple pre-Ilkhanid concepts, leading
to a complex system of governance. Historians such as Charles Melville and Thomas
Allsen have noted that, while using the term “ilkhan,” which meant subordination to the
khan, that is, the Yuan Chinese emperor, the Ilkhanids also adopted Persian and Islamic
titles for the ruler after he converted to Islam. They have also pointed out that, while the
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Ilkhanids migrated from season to season, their life depended on urban activities that took
place in cities such as Tabriz and Sultaniyya. Addressing this complexity, Allsen argued
that the Ilkhanids mainly followed the nomadic practice with recognizable deviations.321
Here, this issue is revisited; I examine various Ilkhanid and Yuan sources in order to
theorize how Ilkhanid governance operated in terms of space and time. This study takes
Thomas Allsen’s work as a stepping stone, which has established for us the cultural
relationship between Ilkhanid Iran and Yuan China as its own subject of study.

Center/Periphery – Naming in Relation to China

The Mongol rulers in Iran used "Ilkhan" to refer to themselves continuously until
their fall in 1370, a name that appears on coins and in histories, including the Jami alTawarikh.322 The meaning of the name "Ilkhan” may have been multiple, ranging from
“country” to “polity prince.”323 Yet most scholars agree that il of "Ilkhan" was a prefix in
the Mongolian language that meant "conquered" as opposed to "rebellious" in nomadic
warfare.324 Genghis Khan, for instance, used the prefix to designate a polity and the land
that fell under his rule throughout Eurasia.325 In the introduction to the Zij-i Ilkhani,
Nasir al-Din al-Tusi writes:
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[Genghis Khan] subdued all the Khans of Cathay and Turkistan; whoever did not
submit he destroyed. (9)326
Here, to do il ( ) اﻳﻞ ﮐﺮدنmeans to subdue or to force one to submit, which is distinguished
from to do nist () ﻧﻴﺴﺖ ﮐﺮدن, which means to annihilate. The name, "Ilkhan,” then, had a
meaning derived from nomadic traditions, that is, to be the polity and land conquered and
subordinated by the khan that was the Mongol ruler of China at the time of the Ilkhanids.
Why would the Ilkhanid rulers identify themselves as subordinates in their
naming? As Thomas T. Allsen contends, early Ilkhanid rulers may have been uneasy
about their having taken over Iran, one of the richest regions in the empire, without
officially inheriting it from Genghis Khan.327 He argues that, by calling themselves
"Ilkhans," the Ilkhanids sought to appease the khans of China and to avoid military
retaliation. In this argument, Allsen explores the disjuncture between the meaning of
self-subjugation in the name “ilkhan” and the actual power relationship between the
Ilkhanids and the Yuan rulers.
Can one find clues to this in the Chinese sources, as well? The primary source for
studying Yuan China is the Yuan dynastic history, the Yuan Shi, which was composed in
the early Ming period from the official documents and letters from the Yuan period.328
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Overall, the content of the Yuan Shi is devoted mostly to internal politics. Following the
established form of historiography in China, the Yuan Shi begins with annals (本纪) and
proceeds to the ritualistic, administrative, and bureaucratic specifics, the court treasury,
and the biographies of important people.
In the Yuan Shi, the Ilkhanids are neither listed in the internal administrative
section nor given a title for a subjugated polity with its own government, guo(国), a title
given to Korea (高麗国), for example. The Ilkhanids, thus, seem to be neither part of
Yuan China nor a subordinate state. At the same time, the Ilkhanids are not mentioned in
any of the international diplomatic affairs of the rulers. This suggests that the Yuan
Chinese did not consider the Ilkhanids as a completely foreign state, either. In the Yuan
Shi, the Ilkhanids seem to occupy a non-existent political place.
On the other hand, the Ilkhanids’ spatial relationship to China is clearly stated in
the Yuan Shi. For instance, the Ilkhanid space is considered to be “western:”
[Monke] ordered his younger brother Qubilai to take charge of the population of
the Chinese territory [held by] the Mongols...[and ordered] his other brother
Hulegu to subdue the states of the Western Region and of the Sultan. (10)329
The "west" (西) was one of the words used to indicate a non-Han ethnicity in general, and
not necessarily the Ilkhanids in particular. For example, the Treasury for Foreign
Visitors was called the “Western Visitor Storehouse” (西賓库).330 In the introduction to
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the Zij-i Ilkhani, Nasir al-Din al-Tusi uses the directions of East and West to distinguish
polities:
[Mangu Khan] sent his brother Hulagu Khan across the Oxus (ab-i Jaibun) and
assigned to him all the lands from Hindustan to the setting sun.331
That spot (the land of the Genghis Khan’s tribe) is to the east of the land of
Turkistan on the right of the sunrise. (11)332
He refers to the sunrise and sunset to describe the lands of the Chinese and Ilkhanids,
respectively. By the time of al-Tusi, relating the Ilkhanid Empire to China in spatial
terms may have already become rhetorical in the Ilkhanid court.
More specifically, the authors of the Yuan Shi write that “Imperial Prince
Kharbandah [Oljeitu] guarded a far distant corner (12).”333 Here, the Ilkhanid space is
designated as a “far distant corner.” Did such spatial designation have a political
meaning? The Yuan Shi itself does not explicitly define the relationship between center
and periphery. It does, however, use the left and right (左右) orientations to name some
of the coupled administrative branches. For example, the advisors for the emperor are
grouped into left and right councils. The imperial army is also divided into two: “the
General Commandery of the Right Asud Guard and Imperial Army and the General
Commandery of the Left Asud Guard and Imperial Army (13).”334 These expressions
presume the existence of a center, around which the political power of officials is
oriented.
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Given that the Yuan Shi was composed in the Ming period and that Yuan
intellectualism centered on literature rather than court documents, it may be fruitful to
look into other histories and poems for possible clues to how the Yuan literati may have
conceptualized the political relationship between center and periphery. In the Shi Ji (史
记), one of the ancient histories that formed the core education of Chinese intellectuals
for ages, being “remote” implied the political weakness of a state:
Gongzi, in the thirtieth year of the duke of qi, went to the state of Liu. The duke
asked Gongzi: “Why is it that, although the polity (guo) of the duke Mu Chin was
small and its land was remote (pi), he became hegemonic?” (14)335
Here, the remoteness of the political space is in parallel with its diminutiveness; they are
obstacles equally difficult to overcome. At least rhetorically speaking, this passage
presumes the existence of a state at the center, whose ruler has an easier task of being
hegemonic.
Being a maverick traveler or recluse was one of the rhetorical characters of freespirited literati in Song and Yuan China. A tell-tale sign of a maverick literatus is his
residence in the countryside, away from cities. This idea figured in art criticism from the
Song period, as in the poem by Zhao Bing-wen on Wu Yuan-zhi’s painting, “Fisherman
and Woodcutter in Conversation:”
These two old men have long forgotten the world,
And taken trees and rocks as their followers.
When they happen to meet each other,
Wind and moon must have directed them there.
Decline and rise [of empires] is not my business;
Why should I be engaged in these petty affairs?
I only know that my own feelings
Seem to have been depicted in the painting on paper.
At one time I am the fisherman,
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Traveling in spirit on vast rivers and lakes.
At another, I am the woodcutter,
In a dream becoming lean in mountain and marsh.
With my self shaped by what I dwell in,
Which one is my true self?
Since I’ve forgotten whether I am the one or the other,
How much less can I return to the distractions of court and market?
The west wind blows down the setting sun,
And at the ford there is smoke from a single chimney.
I neither ask nor answer,
But chant at length: “Let us return.” (15)336
As Susan Bush points out, Zhao Bing-wen uses Daoist metaphors to imply the scholarofficial’s inward nostalgia for the life of a recluse and the independence that comes with
it. In this poem, the farther away one is from cities, the freer one becomes. The
government fades away from the cities to end in the countryside. Literatus painter Zhao
Meng-fu who served the Yuan rulers wrote:
As for farming, I have not become a recluse like Hong-zhan [Lu Yu].
In Painting, I simply achieve the foolishness of Hu-tou [Gu Kai-zhi].
I have known for long that painting is not child’s play.
Cloudy mountains, wherever I see them, are my teachers. (16)337
Being a recluse, it is implied here, grants ultimate freedom, which can be achieved to a
degree by engaging in the arts of landscape painting.
Among many names that China had, "Middle Kingdom" (中国) has enjoyed a
long and continuous usage.338 The term “middle outside” (中外) meaning China and the
rest of the world has also been used since the Han dynasty and possibly before.339 For
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example, already in the fifth-century text, the History of Later Han (後汉书, 南匈奴传),
“middle outside” meant China and the rest of the world:
In the time of Emperor Xuan, Hu Han came and surrendered to him.
Consequently, the people of the frontier (literally, “side”) achieved peace, China
and foreign countries (“middle outside”) were united, and once born, people
rested for more than sixty years. (17)340
Here, global unification brings peace and rest to the people, and the term “middle
outside” is used to imply the whole world. Reflecting on the wide currency of these
literary works, it is safe to say that Yuan intellectuals were well versed in the rhetoric of a
radially descending political power around the center.
It is not claimed here that the Yuan intellectuals’ conceptualization of the political
world was this simple. Yet, since the Han period, Chinese dynastic histories have
concentrated noticeably on internal affairs, so much so that David Morgan writes that
“although China was part of a world empire under Mongol rule, a reader of the Yuan-shih
would hardly guess it...[because] like other Chinese sources of the period, it shows
almost no interest in any part of the world other than China itself.”341 Thomas Allsen
argues that the Yuan shi concentrates on the local events because it was written by the
Ming officials who did not share the Yuan interest in West Asia.342 If so, why did the
Ming historians think that non-Chinese accounts were irrelevant? S. N. Eisenstadt argues
that in countries like China, “the periphery could have at least symbolic access to the
center; and such access was largely contingent on the weakening of the social and
cultural closure and self-sufficiency of the periphery and upon its developing active
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orientations to the social and cultural order upheld by the center.”343 Defining the
Chinese ethnic character is not the aim here; instead, one can acknowledge that there is at
least a sense of disjointedness between the center and periphery in Chinese
historiography. If the center is powerful and historical, the periphery may be weak and
non-historical.
As David Morgan and Thomas Allsen have pointed out, the term ilkhan as
adopted from the nomadic politics already had political and spatial meanings in relation
to the khan, the ruler of China in the Ilkhanid period. The term referred to a group of
people subjugated to the khan. Adding to this, I would argue that the name "Ilkhan" may
have also resonated with the value of centrality in Chinese political discourse. If China
was at the center, Ilkhanids were on the periphery, which was inferior to the center in
Yuan political structure. By using the name “ilkhan” the early Ilkhanids may have
negotiated both with nomadic and the Chinese ways of structuring power in terms of
space in order to achieve a successful diplomatic relationship. This may have added to
the Ilkhanids’ effort to appease the Yuan rulers who, Allsen points out, may have been
displeased with the Ilkhanid power over Iran.
For the later Ilkhanids, beginning with Ghazan Khan (r. 1295 – 1303), however,
this explanation is not sufficient. By then it had become clear that neither China nor the
khan was a military threat; instead, the Mamluks and the Chaghatais were.344 This did
not mean that the Ilkhanids developed a closer liaison with China; on the contrary, in
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order to fend off their enemies, the Ilkhanids sought help from Europe and not from
China.345 After Ghazan Khan's conversion to Islam in 1295, the Ilkhanids gained prime
importance as the protectors of the Muslim community, the umma, a position independent
of Genghis Khan or China.346
Naming may reflect this new role; with Ghazan Khan, the Ilkhanids began using
Persian and Islamic titles and epithets, such as padishah (king). For example, in the Jami
al-Tawarikh, Rashid al-Din lists Oljeitu's titles and epithets:
Sultan Muhammad Khudabanda Khan, sultan-i a'zam (Most Mighty Sultan),
qa'an-i akram (Most Noble Qa'an), Shahanshah-i islam (Emperor of Islam),
malik-i riqab-i anam (Master of the Necks of All Peoples), ilkhan-i a'dal (Most
Just Ilkhan), jahanban-i akmal (Most Perfect Keeper of the World), vali-i
aqalim-i kamkari (Governor of the Climes of Success), jami-i tafasil-i bakhtyari
(Compendium of the Details of Good Fortune), shahsuwar-i mayadin-i dinparvari
(Royal Cavalier in the Fields of the Nurture of Religion), shahryar-i mamalik-i
dadgustari (Prince of the Realms of Justice), mumahhid-i qawa'id-i farmanravai
(Layer of the Foundations of Rule), mushayyid-i mabani-i kishvargushai (Builder
of the Structure of World Conquest), markaz-i dayira-i gitisitani (Center of the
Circle of World Domination), madar-i nuqta-i sahibqirani (Circumference around
the Point of Auspiciousness), zubda-i faqa'id-i takwin u ibda' (Cream of the
Benefits of Creation), khulasa-i natayij-i ajnas u anwa' (Best of the Offspring of
All Types and Sorts), basit-i bisat-i amn u aman (Spreader of the Carpet of Safety
and Security), muwattid-i asas-i islam u islamian (Reinforcer of the Foundation of
Islam and Muslims), muzhir-i shi'ar-i shari'at-i nabawi (He Who Makes Manifest
the Slogans of the Prophetic Law), muhyi-i marasim-i millat-i mustafawi (Reviver
of the Customs of the Mustafavid Nation), mamba'-i zulal-i lutf-i layazali
(Fountainhead of the Limpid Waters of Eternal Lovingkindness), matla'-i hilal-i
fayz-i zuljalali (Rising Point of the Crescent Moon of Divine Effulgence),
manzur-i nazar-i tawfiq-i rabbani (Focus of the Gaze of Lordly Success),
makhsus bi-'inayat u ta'yid-i yazdani (Singled Out for Divine Favor and
Assistance), padishah-i dinpanah (Padishah Who gives Asylum to Religion), and
saya-i lutf-i ilah (Shadow of God's Kindness). (18)347
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Here Oljeitu appropriates twenty-five Persian and Islamic titles for a ruler. What would
be the significance of this? The Ilkhanids newly identified their leadership both with
religious authority of Islam and with Iranian kingship. For the latter, Masuya makes a
similar argument that tiles of the Ilkhanid palace of Takht-i Sulaiman depict scenes from
the Iranian Shahnama (“Book of Kings”) that legitimized the Ilkhanid rule in Iran.348
George Lane argues that by the mid-thirteenth century the Ilkhanid Empire “represented
the rebirth of Iran and the re-establishment of Persian culture in the forefront of Islam.”349
In their naming, at least, the Ilkhanids implied their sovereignty both over the Islamic
world and over Iran.
Even then, Rashid al-Din still calls Oljeitu ilkhan-i a'dal (Most Just Ilkhan), as
well. Clearly, even after adopting Persian and Islamic titles, the later Ilkhanids still kept
using the term "Ilkhan." Sheila Blair’s study of Ilkhanid coins supports this view.350 If
they already assumed centrality by converting to Islam and using such titles as padishah,
an entirely Persian concept of sovereignty, why did Ghazan and his successors continue
calling themselves "Ilkhan," a term implying subordination? Thomas Allsen has
suggested that it was to claim the Ilkhans' unchanging loyalty to yasa, the codes of
Genghis Khan.351 He bases his argument on the fact that the Ilkhanid rulers' ability to
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recite yasa continued to be included in the contemporary rhetorical panegyrics. No
matter the motivation, one effect of the Ilkhanids’ naming is that they presented
themselves with a dual identity of the prime ruler and a subordinate. As I argued earlier,
the Chinese ideas of centralized political power may have had currency in the Ilkhanid
discourse of governance. If so, the Ilkhanids may have adopted names both of the prime
ruler and a subordinate in order to claim two different geographical locations at once, the
center and the periphery.
How might this dual – central and peripheral – identity have figured in late
Ilkhanid politics? By the rule of Ghazan Khan, the Ilkhanids had converted to Islam and
were actively participating in regional intellectual discourses. They were, therefore, more
engaged with the cultural heritage of the Islamic world than China. Within this context,
it may be fruitful to look further into local politics for possible clues to the usage of the at
once central and peripheral identity.
Examining how the people of the pre-Ilkhanid Islamic world related space and
power may help us with the problem of the late Ilkhanids’ naming. For this purpose, I
examine Abbasid politics based on Michael Bonner’s scholarship. Like the Ilkhanids, the
rulers of the Samanids, Ghaznavids, and Saljuqs were outsiders who incorporated both
their own Turkic and indigenous Iranian ways of governing. Here, however, I leave the
examination of these government structures as a future project. As Bonner contends, in
the Abbasid period (750-1258), the Abbasid-Byzantine frontier, Thughur, played an
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important political role in the center of the empire.352 He argues that, after caliph Harun
al-Rashid (786-809) adopted the role of ghazi ( ﻏﺎزيreligious leader), the warfare against
the infidels on the frontiers became one of the most important means through which
caliphs constructed their political identity.353 According to Bonner, the likes of Abu
Ishaq al-Fazari, the scholar-ascetic who traveled to the frontier and lived there, used their
experience on the frontier to navigate through the power structure at the center of the
empire.354 At least rhetorically, then, the center and frontier were in a dialectical
relationship in the context of Abbasid politics. Eisenstadt argues that in the Middle
Eastern regimes, governance was “of an expansive nature – that is, directed at extending
control over large territories – rather than intrinsic – characterized by intensive
exploitation of a fixed resource basis.”355 As a result, he further argues, there arose a
strong “conception of the relations between political boundaries and cultural, social, or
ethnic ones.”356
A dual identity can render one difficult to classify, which may in turn create a new
category. Since no Ilkhanid record of how they formed their identity survives, we can
only theorize what the dual identity may have meant to them. By assuming the central
place as the Muslim padishah, the Ilkhanids may have sought to secure their power in
relation to the Muslim Mamluks in Egypt and in relation to the histories of the Muslims
and Persians. On the other hand, keeping the peripheral place may have enabled the
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Ilkhanids to participate in or even rejuvenate the discourse of frontier from the preIlkhanid Islamic world. If the name “ilkhan” politically and spatially related the
Ilkhanids to the Yuan rulers, the dialectic of center and periphery in the pre-Ilkhanid
political discourse may have been further negotiated in the Ilkhanid naming. By claiming
to occupy both center and periphery, then, the Ilkhanids may have rendered their power
relatable both to China and to the Islamic world. In so doing, the Ilkhanids may have
sought to maximize their ability to negotiate with various values and concepts of power
and space in their multicultural empire.357

Transience/Permanence – Itinerant and Settled Government

As nomads, the Ilkhanids moved about according to the times of the year, from
winter pasture, qishlaq, to summer pasture, yaylaq.358 In these seasonal migrations, the
Ilkhanids carried tents made of luxury textiles and built temporary buildings. Many
Ilkhanid historians record such royal movements, including Rashid al-Din in the Jami al357
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same land space as if they waged war ceremonially rather than for actual territorial expansion. In the case
of Syria under Mamluk control, the Ilkhanids attacked it six times, in 1260, 1281, 1299, 1300, 1303, and
1312. It may simply have been difficult to take over and keep Syria, but it seems that the Ilkhanid war,
unlike that of Genghis Khan, took on a symbolic meaning and a character of performing kingship. The
term “power Islamized” is that of Aziz al-Azmeh in Muslim Kingship Power and the Sacred in Muslim,
Christian, and Pagan Polities, London and New York, 1997.
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Tawarikh. The Ilkhanid ruler, Oljeitu, for example, apparently took with him a giant
entourage of administrators, military commanders, equestrian soldiers, their families, and
livestock in his seasonal migrations (Figure 44).359
As scholars have noted, this itinerant lifestyle does not give the whole picture of
the Ilkhanid government. Unlike their predecessors, the Ilkhanids were zealous builders
of permanent cities, architecture, and infrastructure. During the reign of Abakha (r. 1265
– 82), the Ilkhanids set their capital in the pre-Ilkhanid ancient city of Tabriz, which
Marco Polo (1254 – 1324) described as a mercantile haven:
Tauris is a great and noble city, situated in a great province called Yrac, in which
are many other towns and villages. But as Tauris is the most noble I will tell you
about it. The men of Tauris get their living by trade and handicrafts, for they
weave many kinds of beautiful and valuable stuffs of silk and gold. The city has
such a good position that merchandize is brought thither from India, Baudas,
Cremesor, and many other regions; and that attracts many Latin merchants,
especially Genoese, to buy goods and transact other business there; the more as it
is also a great market for precious stones. It is a city in fact where merchants
make large profits. The people of the place are themselves poor creatures; and
are a great medley of different classes. There are Armenians, Mestorians,
Jacobites, Georgians, Persians, and finally the natives of the city themselves, who
are worshippers of Mohommet. These last are a very evil generation; they are
known as Taurizi. The city is all girt round with charming gardens, full of many
varieties of large and excellent fruits.360
Here, Marco Polo implies both cultural and religious diversity in the city of Tabriz, which
charmed foreign merchants like him with its fruitful gardens.
During the reign of Oljeitu (r. 1304 – 16), the Ilkhanids built from scratch the new
capital of Sultaniyya. The Mamluk historian, Musa b. Yahya al-Yusufi writes about the
construction and usage of Sultaniyya:
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They began to dig the moat and foundations. Rashid al-Dawla acted as supervisor
of construction. The total of those who worked on the foundations was 10,000
men. Ten thousand moved dirt, and 5,000 cut and dressed stone. There were
1500 wagons to move rock and other materials, for which there were 10,000
donkeys. They made 1000 kilns for brick and 1000 kilns for lime. Five thousand
camels transported wood, and 1000 persons were assigned to cut wood from the
mountains and other places. Three thousand smiths were employed to work
sheets of metal, windows, nails, and the like. There were 5,000 carpenters, and
5,000 men laid marble. Supervisors were appointed over them to urge them on in
the work. It was not long before the buildings had risen and the workers had
arched the vaults, built the houses, palaces, and baths, and had prepared the canals
into which they ran large amounts of water...[people moved to Sultaniyya] from
every place and took up residence there. They liked it, preferring it to all the rest
of the land. Merchants and travelers came there and set up estates around the city,
planting orchards and all kinds of trees...Kharbanada (Oljeitu) delighted in the
city, and when he settled there the kings of the land sent messengers to him with
gifts and curiosities, among which was a person sent by the king of Rum, fifteen
cubits tall.361
As the enemies of the Ilkhanids, the Mamluks usually disparage the Ilkhanid
accomplishments. Even then, al-Yusufi speaks of the enormous amount of raw material
and human labor involved in the building of Sultaniyya and the urban activities that took
place there afterward. As al-Yusufi implies, the city of Sultaniyya was not isolated; in
fact, the Ilkhanid roads and postal system covered all of west Asia and connected to Yuan
China.362 As a result, the Ilkhanid cities, such as Tabriz and Sultaniyya, were stopping
points for travelers and seasonal residence for itinerant Ilkhanid rulers.
In Tarikh-i Oljeitu, the Ilkhanid historian, Abu al-Qasim al-Qashani, describes
Sultaniyya as a visually stunning place:
The city (Sultaniyya) is a fortress like Tabriz, amply wide and long… In the
center of the city environ is built a grand square castle where the palaces of
gardens are ordered to be built. Its red color is that of stone, and the blue color is
that of the poniard of the exalted and concave celestial arc. The place is painted
in different pictures. The castle with the sky blue gilding is given the equal praise
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as those given to the heaven. The blue is covered with gold with Venus and
Jupiter. Differently colored horses are in Susan blackish red… The gates from the
surrounding pasture to the city are on some high places from schools, Sufi
monasteries, hospitals, banqueting halls, the houses for the memorization of the
Koran, and others to recently-built buildings with a number of borders. The
iwans are plastered and painted, and the silver-plated domes are pleasantly placed.
The whole courtyards are built of fitted white marble, and the roofs of the
balconies and porches are gilded. The carpets are spread on the ground made of
marble. The trees in the gardens range from fir to cypress… In it are more than
ten thousand shops filled with sacks of Chinese brocade and shops of greens and
herbs… The shops of the city are filled with chests, drinking cups, ewers, and
dazzling precious things... (19)363
Whether there had indeed been ten thousand shops in the city is not crucial to this
discussion. Yet, the sheer number of forms and functions of architecture that al-Qashani
mentions here tells us that at least he regards the urbaneness of Sultaniyya as an
important factor to be included in his historical narrative. Clearly, the Ilkhanids built
cities, and their historians boasted of them.
Recognizing the Ilkhanids' seemingly both nomadic and settled government,
Charles Melville argues that Oljeitu’s rule was based on "a point along the continuum of
the interaction between the nomadic and sedentary ethics of government."364 He
contends that Oljeitu achieved this by migrating slowly so that the denizens of their cities
did not have to become itinerant, too.365 He calls the Ilkhanid capital a "mobile city" or
"wandering capital.”
Taking Melville's idea further, I would argue that the Ilkhanid rulers rendered
their government at once itinerant and settled. Accordingly, the Ilkhanids would have
had two capitals: one stationed in the city of Tabriz or Sultaniyya and the other
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“wandering” with them. This duality would explain how the Ilkhanids could coordinate
their seasonal movements with urban activities. The two spatial orientations of the
Ilkhanid power would have related to time in at once transient and permanent terms.
Equipped with two seemingly contradictory spatial and temporal components, the
Ilkhanid government could achieve versatility, accommodating different local and timespecific needs.

Center/Periphery and City/Pasture in the Jami al-Tawarikh Land Renditions

In the pre-Ilkhanid painting tradition, the visual emphasis was generally on the
center or protagonists rather than on the periphery or setting. The picture plane was, then,
hierarchical with the center or protagonists demanding more attention than the periphery
or setting. As analyzed in Chapter 3, the elaborate land renditions in the Jami alTawarikh paintings already challenge such hierarchy, shifting visual importance to the
periphery or setting. The artists of the Jami al-Tawarikh go even further and put more
emphasis on the periphery or on the vignette figures than on the center or major
protagonists.
In the Jami al-Tawarikh paintings, “Muhammad, Abu Bakr and the Herd of
Goats” and “Mountains between India and Tibet,” the center of the picture plane is taken
over by a land rendition, flanked by the figures on the left and right (Figures 31 - 36). In
the “Muhammad, Abu Bakr, and the Herd of Goats,” the major protagonists are set aside
on the right, with the most important figure of the Prophet Muhammad pushed to the end
of the picture. In contrast, the minor figure of the milking woman and her goats take over
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a prominent portion of the picture on the left. In the “Mountains between India and
Tibet,” the land rendition in the middle is so dominant that it becomes the main subject
matter while the figures and architectural features on the two sides seem to supply clues
to the signification of this central land rendition.
A similar complication of how the center relates to the periphery also existed in
the Ilkhanids’ naming at once as the central authority in the Islamic world and as a
subsidiary to the Yuan rulers. Spatial relations had played a role in the power structuring
in China and the Islamic world before, but this political discourse only took place through
the medium of text, in the written histories and biographies. In the Ilkhanid period, the
painting may have also provided a means through which the political problem of center
and periphery entered the discourse.
Furthermore, how the represented urban and land spaces relate to one another is
more complex in the Jami al-Tawarikh than in pre-Ilkhanid paintings. In the Jami alTawarikh paintings, the renditions of land and cities are not incorporated with one
another; rather, they are separated and set opposite one another. For example, in the
“Mountains between India and Tibet,” there is a clear visual break between the urban
spaces on the two sides and the central land rendition. This is also true in the “City of
Iram,” where the land rendition in the garden setting on the left looks nothing like that of
the outdoor scene on the right (Figures 27, 28).
At the same time, in both “Muhammad, Abu Bakr, and the Herd of Goats” and
“Mountains between India and Tibet,” there is an implied movement from one city to
another through the land rendition. In the “Muhammad, Abu Bakr, and the Herd of
Goats,” the viewer immediately recognizes the hilly land rendition as the liminal space of
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the figures, who are on a journey from one contested urban space, Mecca, to another,
Medina. In the “Mountains between India and Tibet,” while the viewer’s eye meanders
through the central land rendition, it also rests on the urban spaces of India and Tibet on
the two sides. In these paintings, the urban space plays an important role in the viewer’s
conceptualization of the land space, and vice versa. Painting land and urban spaces as a
dialectic was unprecedented in the Islamic world. This visual strategy may have
synchronized with the complex ways the Ilkhanids related movement through land to the
cities within their governance.
Conclusion

Ilkhanid astronomical studies enjoyed a copious funding and active patronage,
leading to centralized institutions, such as the Maragha observatory. The two important
publications that came out of these efforts are the Zij-i Ilkhani and Tadhkira by Nasir alDin al-Tusi, the director of the Maragha observatory. Through these writings, Nasir alDin al-Tusi puts forth astronomical methods of conceptualizing space and time in the
Ilkhanid context. He emphasizes spatial, temporal, and mobile relationships between
physical bodies and the importance of the reference point from which one observes these
relationships. In his construct, the self-awareness of the observer applies even to time,
which can vary according to the relative positions and movements of the observer and the
observed.
The Jami al-Tawarikh artists suggest a passage of time by rendering visual
elements as if they are moving. The depicted velocities of these movements are not
uniform throughout a picture plane; instead, each pictorial space seems to run on its own
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time. As a result, the viewer encounters differently-paced times in the multiple pictorial
spaces. I posit that this kind of visual experience resonated with the way the viewer
would conceptualize space and time by reading astronomical writings. In the Jami alTawarikh, the cognitive process of viewing a painting and that of astronomically
visualizing the physical world may have overlapped, thus elevating painting to the level
of a means of thinking.
An exploration of the link between the birth of Persian painting and the
contemporaneous intellectual enterprise would not be complete without hypothesizing
what the social and political implication of this link may be. Internally, the Ilkhanids
implemented the nomadic practice of seasonal migrations while they also built
cosmopolitan cities, such as Tabriz and Sultaniyya. Externally, they had a symbolic and
commercial tie to China; they not only called themselves ilkhanian () اﻳﻠﺨﺎﻧﻴﺎن, subjugates
to the Chinese rulers (khans) but also facilitated trade with China. By converting to Islam,
however, they historically related themselves to the ethnic and linguistic groups of the
Middle East, who had built the centers for the Muslim political community since the
advent of Islam. By adopting the titles used by Persian rulers, the Ilkhanids also
appropriated Persian kingship. These couplings of seemingly dissimilar factors -nomadic and settled, and peripheral to China and central to the Islamic world -complicate the Ilkhanid concept of governance. This multiplicity, however, may have
enabled the Ilkhanids to negotiate with various political relationships in spatial and
temporal terms.
Could this provide us with clues to the multi-culturality in the Jami al-Tawarikh
project? The Jami al-Tawarikh is written both in Arabic and Persian, and in the Jami al-
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Tawarikh, the Ilkhanids identify their Islamic rulership with the Persian kingship, thereby,
shifting the Islamic center to the Persianate lands, essentially Iran. While the Jami alTawarikh artists appropriate Chinese landscape techniques and motifs, their usage has
little to do with artistic discourses in China. Their usage, instead, led to the invention of a
new painting tradition in the Islamic world, namely, Persian painting. In both cases, the
Ilkhanids seem to have addressed the Arabic intellectuals or appropriated Chinese art so
that they could reorder the foreign cultures in their local context.366 By organizing them
anew, the Ilkhanids may have been able to own and claim them as their intellectual
property, which then became available to their political or intellectual projects.
In the Jami al-Tawarikh, Rashid al-Din contends that compiling is the most
important and difficult task for a historian. Similarly, Nasir al-Din al-Tusi emphasizes
the summary value of his monumental work, the Tadhkira. The Jami al-Tawarikh and
the Tadhkira indeed became canonical in the fields of world history writing and
astronomy. The painting style in the Jami al-Tawarikh also opened a new field of artistic
production, looking forward to a long tradition of Persian painting for centuries to come.
While encountering Jami al-Tawarikh land renditions, the Ilkhanid viewer could visually
appropriate memory and visually reorder historical, geographical, and political spaces
and times. In the process, the medium of painting may have acquired a completely
different role from before, that is, an arena of intellectual discourse and negotiation of
worldview. I suggest that how land came into the picture in the Islamic world was part of
this new intellectual approach to instating power by collecting, owning, and reusing
knowledge.
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Ghaznavids and Saljuqs may have done something similar on a smaller scale.
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Appendix
1.
ﻣﺠﻠﺪ ﺳﻮم در ﺑﻴﺎن ﺻﻮر اﻻﻗﺎﻟﻴﻢ وﻣﺴﺎﻟﮏ اﻟﻤﻤﺎﻟﮏ ﺑﻘﺪر اﻣﮑﺎن ﺗﺘﺒﻊ وﺗﺤﻘﻴﻖ ﮐﺮدﻩ ﺁﻧﭻ ﭘﻴﺶ ازﻳﻦ درﻳﻦ ﻣﻤﺎﻟﮏ
داﻧﺴﺘﻪ ﺑﻮد وﺷﺮح ﺁن در دﻓﺎﺗﺮ ﺁوردﻩ وﻣﺼﻮر ﮔﺮداﻧﻴﺪﻩ وﺁﻧﭻ درﻳﻦ ﻋﻬﺪ هﻤﺎﻳﻮن ﺣﮑﻤﺎء وداﻧﺎﻳﺎن هﻨﺪ وﭼﻴﻦ وﻣﺎﭼﻴﻦ
وﻓﺮﻧﮓ وﻏﻴﺮهﻢ در ﮐﺘﺐ ﻳﺎﻓﺘﻪ ﺑﻌﺪ از ﺗﺤﻘﻴﻖ ﺗﻘﺮﻳﺮ ﮐﺮدﻧﺪ درﻳﻦ ﻣﺠﻠﺪ ﺳﻮم اﺛﺒﺎت ﮐﺮدﻩ ﺷﺪ.
2.
وﺁن در ﻃﻨﻐﻮز ﻳﻴﻞ ﺑﻮد ﺑﺤﺴﺎب ﻣﻨﺠﻤﺎن ﻗﺘﺎ ﺳﺎل ﮐﻮﯼ ﺧﺎﯼ ﮐﻪ ﺳﺎل ﺁﺧﺮ ﺑﻮد از دور ﺟﻮﻧﮏ ون وﺁن دور ﻣﻴﺎﻧﻪ ﺑﺎﺷﺪ
از اﺑﺘﺪاء ﻋﺎﻟﻢ هﺸﺖ هﺰار وهﺸﺘﺼﺪ وﺷﺴﺖ وﺳﻪ ون ﺳﺎل وﻧﻪ هﺰار وهﻔﺘﺼﺪ وهﺸﺘﺎد وهﺸﺖ ﺳﺎل ﮔﺬﺷﺘﻪ ﺑﺎﺷﺪ
وﺑﺤﺴﺎب روﻣﻴﺎن ﺳﺎل ﺑﺮ ﻳﮏ هﺰار وﭘﺎﻧﺼﺪ وﭼﻬﺎردﻩ ﺑﺎﺷﺪ از ﻣﻠﮏ اﺳﮑﻨﺪر ﺑﻦ ﻓﻴﻠﻘﻮس روﻣﯽ ﮐﻪ از روم ﺑﻴﺮون ﺁﻣﺪ
وهﻤﻪ ﻋﺎﻟﻢ از ﻣﺸﺮق ﺗﺎ ﻣﻐﺮب ﺑﺮﻓﺖ در هﻔﺖ ﺳﺎل وهﻴﭻ ﭘﺎدﺷﺎﻩ در ﭘﻴﺶ ﻧﻪ اﻳﺴﺘﺎد اﻻ ﮐﻪ ﺑﺮو ﻏﺎﻟﺐ ﮔﺸﺖ وﺑﺤﺴﺎب
ﺗﺎزﻳﺎن ﺳﺎل ﺑﺮ ﭘﺎﻧﺼﺪ وﻧﻮد وﻧﻪ از هﺠﺮت ﭘﻴﻐﺎﻣﺒﺮ ﻣﺴﻠﻤﺎﻧﺎن ﺻﻠﻌﻢ از ﻣﮑﻪ ﮐﻪ ﺟﺎﯼ او ﺑﻮد ﺑﻤﺪﻳﻨﻪ وﺑﻌﺪ از ان از
ﻣﺪﻳﻨﻪ ﻟﺸﮑﺮهﺎ ﺑﻴﺮون ﮐﺮد وهﻤﻪ ﻋﺮب او را ﻣﺴﻠﻢ ﺷﺪ وﺑﻌﺪ ازو دﻳﻦ او ﺗﺎ اﻗﺼﯽ هﻨﺪوﺳﺘﺎن وﺗﺮﮐﺴﺘﺎن وﻣﻐﺮب ﺑﺮﺳﻴﺪ
وﺑﺤﺴﺎب ﭘﺎرﺳﻴﺎن ﺳﺎل ﺑﺮ ﭘﺎﻧﺼﺪ وهﻔﺘﺎد از اول ﭘﺎدﺷﺎهﯽ ﻳﺰدﺟﺮد ﺑﻦ ﺷﻬﺮﻳﺎر ﮐﻪ ﺁﺧﺮ ﻣﻠﻮﮎ ﻋﺠﻢ ﺑﻮد از ﻓﺮزﻧﺪان
ﮐﺴﺮﯼ اﻧﻮﺷﻴﺮوان وﺑﻌﺪ ازو از اوروغ اﻳﺸﺎن دﻳﮕﺮ ﭘﺎدﺷﺎﻩ ﻧﻨﺸﺴﺖ.
3.
اﻟﺤﻤﺪ ﷲ ﻣﻔﻴﺾ اﻟﺨﻴﺮ وﻣﻠﻬﻢ اﻟﺼﻮاب ،وﺻﻠﻮاﺗﻪ ﻋﻠﻰ ﻣﺤﻤﺪ اﻟﻤﺒﻌﻮث ﺑﻔﺼﻞ اﻟﺨﻄﺎب وﻋﻠﻰ ﺁﻟﻪ ﺧﻴﺮ ﺁل
وأﺻﺤﺎﺑﻪ ﺧﻴﺮ أﺻﺤﺎب .ﻧﺮﻳﺪ أن ﻧﻮرد ﺟﻤﻼ ﻣﻦ ﻋﻠﻢ اﻟﻬﻴﺌﺔ ﺗﺬآﺮة ﻟﺒﻌﺾ اﻷﺣﺒﺎب وﻧﺴﺄل اﷲ أن ﻳﻮﻓﻖ ﻷﺗﻤﺎﻣﻪ ،إﻧﻪ
اﻟﻤﻮﻓﻖ وإﻟﻴﻪ اﻟﻤﺂب .ﻓﻠﻨﻮرد ﻣﺎ ﻗﺼﺪﻧﺎﻩ ﻓﻲ ﻓﺼﻮل ﺗﺸﺘﻤﻞ ﻋﻠﻴﻬﺎ أرﺑﻌﺔ أﺑﻮاب.
4.
إذا اﺧﺘﻠﻔﺖ ﺣﺮآﺔ ﻓﻠﻜﻴﺔ ﻋﻨﺪﻧﺎ وﺟﺐ أن ﻧﻄﻠﺐ ﻟﻬﺎ أﺻﻼ ﺗﺘﺸﺎﺑﻪ ﺗﻠﻚ اﻟﺤﺮآﺔ ﺑﺤﺴﺒﻪ وﻳﻘﺘﻀﻲ ذﻟﻚ اﻷﺻﻞ أﻳﻀﺎ اﺧﺘﻼﻓﻬﺎ
ن اﻟﻤﺨﺘﻠﻔﺔ ﻻ ﺗﺼﺪر ﻋﻦ اﻟﻔﻠﻜﻴﺎت.
ﺑﺎﻟﻘﻴﺎس إﻟﻴﻨﺎ ،ﻓﺈ ّ
5.
ﻓﻬﺬﻩ أﺻﻮل وﻗﻮاﻧﻴﻦ ﻻ ﺑ ّﺪ ﻣﻦ ﻣﻌﺮﻓﺘﻬﺎ أوردﻧﺎهﺎ هﻬﻨﺎ ﻋﻠﻰ ﺳﺒﻴﻞ اﻟﺤﻜﺎﻳﺔ وﺑﺮاهﻴﻨﻬﺎ ﻣﺬآﻮرة ﺑﺎﻟﺨﻄﻮط ﻓﻲ اﻟﻤﺠﺴﻄﻲ.
واﻻﻗﺘﺼﺎر ﻋﻠﻰ اﻟﺪواﺋﺮ آﺎف ﻟﻠﻨﺎﻇﺮ ﻓﻲ اﻟﺒﺮاهﻴﻦ ﻓﻲ ﺟﻤﻴﻊ هﺬا اﻟﻌﻠﻢ .أﻣﺎ ﻟﻤﻦ ﻳﺤﺎول ﺗﺼﻮر ﻣﻨﺎدئ اﻟﺤﺮآﺎت ﻓﻼ ﺑ ّﺪ
ﻣﻦ ﻣﻌﺮﻓﺔ هﻴﺌﺔ اﻷﺟﺴﺎم اﻟﻤﺘﺤﺮآﺔ ﺑﺘﻠﻚ اﻟﺤﺮآﺎت ﻋﻠﻰ وﺟﻪ ﺗﻈﻬﺮ ﺗﻠﻚ اﻟﺤﺮآﺎت ﻓﻲ ﻣﻨﺎﻃﻘﻬﺎ.
6.
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وﺗﺒﻴﻦ ﺗﻔﺎﺻﻴﻠﻬﺎ وﺗﻘﺎم اﻟﺒﺮاهﻴﻦ ﻋﻠﻰ ﺻﺤﺔ أآﺜﺮهﺎ ﻓﻲ اﻟﻤﺠﺴﻄﻲ ،ﻓﻬﻮ ﻟﻴﺲ ﺑﻌﻠﻢ ﺗﺎم إذا أﻓﺮز ﻋﻦ اﻟﻤﺠﺴﻄﻲ
ﻷﻧﻪ ﺣﻜﺎﻳﺔ ﻣﺎ ﻋﻤﺎ ﺛﺒﺖ ﻓﻴﻪ
7.
واﻋﻠﻢ ان ﺗﺤﺮﻳﻚ ﻓﻠﻚ ﻓﻠﻜﺎ ﻳﻜﻮن ﺑﻤﻼزﻣﺔ اﻟﻤﺘﺤﺮك ﻟﻤﻜﺎﻧﻪ ﻣﻦ اﻟﻤﺤﺮك ،وآﻮﻧﻪ ﻣﻨﻪ آﺎﻟﺠﺰء ﻣﻦ اﻟﻜﻞ .ﻓﻴﺘﺤﺮك ﻣﻊ
ﻗﻄﺒﻴﻪ وﺳﺎﺋﺮ أﺟﺰاﺋﻪ ﺑﺤﺮآﺘﻪ ﻣﺜﻞ ﺣﺮآﺔ ﺳﺎآﻦ اﻟﺴﻔﻴﻨﺔ ﺑﺤﺮآﺔ اﻟﺴﻔﻴﻨﺔ .ﺛﻢ إﻧﻪ ﻣﻊ ذﻟﻚ ﻳﺘﺤﺮك ﺑﻨﻔﺴﻪ ﺣﺮآﺘﻪ اﻟﺨﺎﺻﺔ ﺑﻪ
آﺴﺎآﻦ اﻟﺴﻔﻴﻨﺔ إذا ﺗﺮدّد ﻓﻲ اﻟﺴﻔﻴﻨﺔ ﺗﺎرة أﻟﻰ ﺟﻬﺔ ﺣﺮآﺘﻬﺎ وﺗﺎرة أﻟﻰ ﺧﻼف ﺗﻠﻚ اﻟﺠﻬﺔ.
8.
وﻟﻮ آﺎن اﻟﺴﻴﺮ ﻋﻠﻰ ﺟﻤﻴﻊ اﻷرض ﻣﻤﻜﻨﺎ ،ﺛﻢ ﻓﺮض ﺗﻔﺮق ﺛﻼﺛﺔ أﺷﺨﺎص ﻋﻦ ﻣﻮﺿﻊ ،ﻓﺴﺎر أﺣﺪهﻢ ﻧﺤﻮ اﻟﻤﻐﺮب و
اﻟﺜﺎﻧﻲ ﻧﺤﻮ اﻟﻤﺸﺮق وأﻗﺎم اﻟﺜﺎﻟﺚ ﺣﺘﻰ دار اﻟﺴﺎﺋﺮان دورا ﻣﻦ اﻷرض ورﺟﻊ اﻟﺴﺎﺋﺮ ﻓﻲ اﻟﻤﻐﺮب إﻟﻴﻪ ﻣﻦ اﻟﺸﺮق
ﻷﻧّﻪ زاد ﺑﺴﻴﺮﻩ ﻓﻲ أدوار اﻟﻔﻠﻚ ﻓﻮزّع
واﻟﺴﺎﺋﺮ ﻓﻲ اﻟﻤﺸﺮق ﻣﻦ اﻟﻐﺮب ،ﻧﻘﺺ ﻣﻦ اﻷﻳّﺎم اﻟﺘﻲ ﻋﺪّوهﺎ ﺟﻤﻴﻌﺎ ﻟﻸول واﺣﺪ ّ
دورا ﻋﻠﻰ ﺟﻤﻠﺘﻬﺎ ،وزاد ﻟﻠﺜﺎﻧﻲ واﺣﺪ ﻷﻧﻪ ﻧﻘﺺ ﺑﺴﻴﺮﻩ ﻋﻦ اﻷدوار ﻓﺎﺟﺘﻤﻊ ﻟﻪ ﻣﻦ اﻟﻨﻘﺼﺎﻧﺎت دور .وهﺬا أﻳﻀﺎ ﻣﻤﺎ
ﻳﺴﺄل ﻋﻨﻪ وﻳﺴﺘﻐﺮب.
9.
ﺧﺎﻧﺎن ﺧﻄﺎ وﺗﺮﮐﺴﺘﺎن هﻤﻪ را اﻳﻞ ﮐﺮد و هﺮ ﮐﺲ ﮐﻪ اﻳﻞ ﻧﺸﺪ اورا ﻧﻴﺴﺖ ﮐﺮد.
10.
[蒙哥]命皇弟忽必烈(Qubilai)领治蒙古汉地民户...旭烈(Hulagu)征西域素丹诸国.
11.
ﺁن ﺑﻘﻌﻪ از ﺟﺎﻧﺐ ﻣﺸﺮق ﺑﻼد ﺗﺮﮐﺴﺘﺎن ﺑﺎﺷﺪ از دﺳﺖ راﺳﺖ ﺁﻓﺘﺎب ﺑﺮﺁﻣﺪ.
12.
以哈儿班答(Oljeitu)大王遠镇一隅.
13.
右阿速衞親军都指挥使司
左阿速衞親军都指挥使司
14.
孔子年三十齊景公適魯 景公问孔子曰昔秦公国小地僻其霸何也. 孔子对曰
秦国虽小其志大地虽僻行中正如此虽王可也而况霸乎景公说.
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15.
两翁久忘世
木石以為徒
偶然相值遇
风月应指呼
廢興非吾事
胡為此区区
但覺腹中事
似落纸上圖
一以我为渔
神遊渺江湖
一以我为樵
夢为山泽臞
形骸随所寓
何者为真吾
尚忘彼与此
况复朝市娱
西风下落日
渡口炊烟孤
无问亦无答
长咲歸来乎
16.
桑苧未成鸿斩隐
丹青聊作虎頭痴
久知圖画非儿戏
到处雲山是我師
17.
宣帝之世, 會呼韩来降, 故边人獲安, 中外为一, 生人休息六十餘年
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18.
او ﺳﻠﻄﺎن اﻋﻈﻢ ﻗﺎﺁن اﮐﺮم ﺷﻬﻨﺸﺎﻩ اﺳﻼم ﻣﺎﻟﮏ رﻗﺎب اﻧﺎم اﻳﻠﺨﺎن اﻋﺪل ﺟﻬﺎﻧﺒﺎن اﮐﻤﻞ واﻟﯽ اﻗﺎﻟﻴﻢ ﮐﺎﻣﮕﺎرﯼ ﺟﺎﻣﻊ
ﺗﻔﺎﺻﻴﻞ ﺑﺨﺘﻴﺎرﯼ ﺷﻬﺴﻮار ﻣﻴﺎدﻳﻦ دﻳﻦ ﭘﺮورﯼ ﺷﻬﺮﻳﺎر ﻣﻤﺎﻟﮏ داد ﮔﺴﺘﺮﯼ ﻣﻤﻬﺪﻗﻮاﻋﺪ ﻓﺮﻣﺎﻧﺮواﺋﯽ ﻣﺸﻴﺪﻣﺒﺎﻧﯽ ﮐﺸﻮر
ﮔﺸﺎﺋﯽ ﻣﺮﮐﺰ داﻳﺮﻩ ﮔﻴﺘﯽ ﺳﺘﺎﻧﯽ ﻣﺪار ﻧﻘﻄﻪ ﺻﺎﺣﺒﻘﺮاﻧﯽ زﺑﺪﻩ ﻓﻮاﻳﺪ ﺗﮑﻮﻳﻦ واﺑﺪاع ﺧﻼﺻﻪ ﻧﺘﺎﻳﺞ اﺟﻨﺎس واﻧﻮاع ﺑﺎﺳﻂ
ﺑﺴﺎط اﻣﻦ واﻣﺎن ﻣﻮﻃﺪ اﺳﺎس اﺳﻼم واﺳﻼﻣﻴﺎن ﻣﻈﻬﺮ ﺷﻌﺎر ﺷﺮﻳﻌﺖ ﻧﺒﻮﯼ ﻣﺤﻴﯽ ﻣﺮاﺳﻢ ﻣﻠﺖ ﻣﺼﻄﻔﻮﯼ ﻣﻨﺒﻊ زﻻل
ﻟﻄﻒ ﻻﻳﺰاﻟﯽ ﻣﻄﻠﻊ هﻼل ﻓﻴﺾ ذواﻟﺠﻼﻟﯽ ﻣﻨﻈﻮر ﻧﻈﺮ ﺗﻮﻓﻴﻖ رﺑﺎﻧﯽ ﻣﺨﺼﻮص ﺑﻌﻨﺎﻳﺖ وﺗﺄﻳﻴﺪ ﺑﺰداﻧﯽ ﭘﺎدﺷﺎﻩ دﻳﻦ
ﭘﻨﺎﻩ ﺳﺎﻳﻪ ﻟﻄﻒ اﻟﻪ ﺳﻠﻄﺎن ﻣﺤﻤﺪ ﺧﺪاﺑﻨﺪﻩ.
19.
ﺷﻬﺮﯼ ﻣﺜﻞ ﻣﺤﺮوﺳﻪ ﺗﺒﺮﻳﺰ ﺑﺴﻴﻂ ﻋﺮﻳﺾ ﺑﺎ ﻃﻮل وﻋﺮض ﻓﺴﻴﺢ ]و[ وﺳﻴﻊ...ودر ﻣﺮﮐﺰ دور ﺷﻬﺮ ﻗﻠﻌﻪ
ﻣﺮﺑﻊ ﻋﺎﻟﯽ اﺳﺎس ﭼﻮن ﻗﺼﻮر ﺟﻨﺎن از ﻗﻴﺎس اﻧﺸﺎ ﻓﺮﻣﻮد .ﺳﻮرش ازﺳﻨﮓ ﻣﻴﻨﺎ رﻧﮓ ﺑﺎﻗﻤﻪ ﻗﺒﻪ ﮐﻴﻮان ﺑﺮ اﻓﺮاﺷﺘﻪ
وﺗﺠﻮﻳﻒ وﺑﻘﻌﻪ ﺁن ﺑﻪ ﻧﻘﻮش ﻣﺨﺘﻠﻒ ﺑﻨﮕﺎﺷﺘﻪ .ﻗﻠﻌﻪ اﯼ ﮐﻪ ﺑﺎ ﻗﻠﻌﻪ ﻗﻠﻌﯽ رﻧﮓ ﺁﺳﻤﺎن دم هﻤﺴﺮﯼ وﻻف ﺑﺮاﺑﺮﯼ ﻣﯽ
زﻧﺪ ﮐﻪ ﮔﻮﻳﺎﻓﻠﮑﻴﺴﺖ ﺁﺑﮕﻮن ﻣﺮﺻﻊ ﺑﻪ زهﺮﻩ وﻣﺸﺘﺮﯼ وﻳﺎﺑﻮﻗﻠﻤﻮﻧﯽ ﻣﻠﻤﻊ ﺑﻪ اﻃﻠﺲ ﺷﺸﺘﺮﯼ...ودرو اﺑﻮاب اﻟﺒﺮﯼ
ﻣﺸﺘﻤﻞ ﺑﺮ ﭼﻨﺪ ﻣﻮاﺿﻊ ﻋﺎﻟﯽ از ﻣﺪارس وﺧﺎﻧﻘﺎﻩ ودار اﻟﺸﻔﺎ ودار اﻟﻀﻴﺎﻓﻪ ودار اﻟﺤﻔﺎظ وﻏﻴﺮهﻢ ﺗﺎ ﻧﻮزدﻩ ﻣﻮﺿﻊ
ﻋﻤﺎرت ﺑﻪ ﻋﺪد ﺣﺮوف ﺑﻨﺎهﺎ واﻳﻮاﻧﻬﺎ ﻣﺠﺼﺺ ﻣﻨﻘﺶ وﻃﺎر ﻣﻬﺎﯼ ﻣﻔﻀﺾ دﻟﮑﺶ وﺿﻊ ﮐﺮدﻩ ،وﺟﻤﻠﻪ ﺻﺤﻦ
ﻋﻤﺎرات ازرﺧﺎم ﺳﻔﻴﺪ ﻣﻄﺒﻖ وﺳﻘﻮف ﻃﺎق ورواق ﻣﻘﺮﻧﺲ وﻓﺮش ﺳﻄﺢ زﻣﻴﻦ از رﺧﺎم وﻣﺮﻣﺮ وﻣﺸﺠﺮات ﺑﺎﻏﻬﺎ از
ﺻﻨﻮﺑﺮ وﻋﺮﻋﺮ...ودرو اﻓﺰون از دﻩ هﺰار دﮐﺎن ﻣﻌﻤﻮر ﻣﻮﻓﻮر ﺑﻪ رزﻣﻪ هﺎﯼ دﻳﺒﺎﯼ ﭼﻴﻦ ﭼﻮن ﮐﺎرﮔﺎﻩ ﭼﻤﻦ
رﻳﺎﺣﻴﻦ...دﮐﺎﻧﻬﺎﯼ ﺷﻬﺮ ﻣﺸﺤﻮن ﺑﻪ ﺣﻘﺎق وﺻﻨﺎدﻳﻖ وﮐﺎﺳﺎت واﺑﺎرﻳﻖ وﻧﻔﺎﻳﺲ ﺟﻮاهﺮ...
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CHAPTER 6

Conclusion

The Jami al-Tawarikh has been linked to the beginning of the tradition of Persian
painting. Unlike previous periods, the Jami al-Tawarikh artists used techniques and
motifs that had originated in Chinese landscape painting, such as clouds, twisting and
bending tree trunks, rolling hills, loose brushwork, transparent wash, undulating lines,
calligraphic strokes, objects cut on the edges of the picture plane, and compositions that
take into account the whole of the picture space. In so doing, the Jami al-Tawarikh
painters newly created an illusion of atmosphere, three-dimensional space, and passage of
time.
Historians like Thomas Allsen have explained the mechanics of the Silk Road
commerce and how Chinese art works became available in the Ilkhanid court. Art
historians like Sheila Blair have traced exactly which Chinese art works the Ilkhanid
artists may have looked upon as models for inventing the new painting style. This
dissertation adds to current scholarship by asking a question of interpretation, what and
how the Jami al-Tawarikh paintings signified to the Ilkhanid viewer. To this end, the
issues of historiography and concepts of space and time in astronomy and governance
were examined.
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The earliest surviving Jami al-Tawarikh copy (now housed in the Edinburgh
University Library and the Khalili Collection) amounts to a small section of the history of
the world in the second volume. As Blair examines, the Edinburgh portion covers
ancient kings of Persia and Arabia, Muhammad and the caliphate, and post-caliphal
dynasties of Iran (Ghaznavids, Saljuqs, and Khwarazmshahs). Subsequent to the
Edinburgh portion, the Khalili portion is devoted to histories of China, India, and the
Jews.367 My entry point to these paintings is through the renditions of land because they
are the main factors that make the new painting style so different from those from before.
Among the seventy paintings from the Edinburgh and Khalili portions of the Jami alTawarikh, this dissertation focuses on ten that exhibit a range of different aspects of new
land renditions.
The first question this dissertation aimed to answer was why land came into the
picture in the Ilkhanid manuscript of history. To this end, I have emphasized that writing
and painting the Jami al-Tawarikh were two important parts of one single project of
producing a new manuscript of history. In Chapter 4, I argue that while pictorial land
renditions in the Jami al-Tawarikh were new in a manuscript of history, textual imagery
of land had played an important role in the world history writing tradition in the Islamic
world, including the Jami al-Tawarikh. That the Jami al-Tawarikh was conceived and
produced as an illustrated history suggests that there was a significant connection
between the invention of new painting style and how history was written in the
manuscript. For the first time in the Islamic world, the paintings in the Jami al-Tawarikh

367

For Blair’s reconstruction of the two portions, see Compendium Appendix 2 Table of Illustrations in the
Reconstructed Manuscript.
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may have functioned as another medium through which a manuscript of history could
operate in the Ilkhanid milieu.
The land renditions in the ten Jami al-Tawarikh paintings that I analyze in
Chapter 3 bring the problem of pictorial space and time to the center of the visual
experience. With no other tool to understand this, I have explored Ilkhanid writings of
astronomy for clues. The Ilkhanids were generous patrons of astronomy, building the
state-of-art observatory at Maragha and producing many treatises of astronomy. As
explained in Chapter 5, the director of the Maragha observatory Nasir al-Din al-Tusi
theorized that space and time are perceived quantities that depend on relative positions
and motions of the observer and observed. Such concepts may have played a part in the
Ilkhanid viewer’s experience of encountering Jami al-Tawarikh paintings where he/she
continuously relates one pictorial space-time to another, visually constructing and
crossing boundaries.
In addition, I examine how the Ilkhanids related spatially to Yuan China and to
the rest of the Islamic world, simultaneously, and how they related temporally to their
territory. While claiming to be subjugated to Yuan China, which may have been
understood to be the center, the Ilkhanids also took a place of sovereignty in the political
discourse of the Islamic world. Similarly, while migrating season to season as nomads,
the Ilkhanids also built cities, such as Sultaniyya. This spatial and temporal duality may
be linked to the dialectical pictorial space and time in Jami al-Tawarikh paintings, as
analyzed in Chapter 3. The land renditions may have provided an arena in which the
spatial relationship between Ilkhanid Iran and Yuan China and the rest of the Islamic
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world could be negotiated. Likewise, the temporal variance in the Ilkhanid governance
may have been played out in the Jami al-Tawarikh land renditions.
The Jami al-Tawarikh is the earliest surviving manuscript that employs the new
painting style in a systematic and uniform manner, and it may have indeed been the
manuscript in which Persian painting tradition was invented. Linked thus to history
writing, Persian painting tradition may have stemmed from the new role that painting
played in the Islamic world as another medium of discursive space.
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Figure 1
Artist Unknown
“Battle Between Abu’l-Qasim and the Samanid Muntasir” and “Muntasir Crossing the
Jayhun”
Jami al-Tawarikh ("Compendium of Chronicles"), text by Rashid al-Din
Iran, 1306 – 7
f.170r
Edinburgh University Library
Picture Source: Purchased from the Edinburgh University Library
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Figure 2
Artist Unknown
“Hushang”
Jami al-Tawarikh ("Compendium of Chronicles"), text by Rashid al-Din
Iran, 1306 – 7
f.4r
Edinburgh University Library
Picture Source: Purchased from the Edinburgh University Library
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Figure 3
Artist Unknown
“Two Emperors of the Qi and Liang Dynasties”
Jami al-Tawarikh ("Compendium of Chronicles"), text by Rashid al-Din
Iran, 1306 – 7
f. 254r
Khalili Collection
Picture Source: Sheila Blair, A Compendium of Chronicles: Rashid al-Din’s Illustrated
History of the World, London, 1995.

221

Figure 4
Artist Unknown
“Moses in the Bullrushes”
Jami al-Tawarikh ("Compendium of Chronicles"), text by Rashid al-Din
Iran, 1306 – 7
f.7v
Edinburgh University Library
Picture Source: Purchased from the Edinburgh University Library
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Figure 5
Artist Unknown
“‘Abd al-Muttalib and al-Harith about to Discover Zamzam”
Jami al-Tawarikh ("Compendium of Chronicles"), text by Rashid al-Din
Iran, 1306 – 7
f. 41r
Edinburgh University Library
Picture Source: Purchased from the Edinburgh University Library
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Figure 6
Artist Unknown
“Moses Hearing God’s Voice”
Jami al-Tawarikh ("Compendium of Chronicles"), text by Rashid al-Din
Iran, 1306 – 7
f. 8r
Edinburgh University Library
Picture Source: Purchased from the Edinburgh University Library
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Figure 7
Artist Unknown
“Mustard Plant and Seeds”
De Materia Medica of Dioscorides
Syria, 1229
Ahmed III 2127, folio 83b, Topkapi Library
Picture Source: http://www.ee.bilkent.edu.tr/~history/early.html

225

Figure 8
Artist Unknown
“Lion and Jackal”
Kalila wa Dimna
Iraq, 1200-20
Bibliothèque Nationale
Picture Source:
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Figure 9
Artist Unknown
“The Bird Catcher and the Doves”
Kalila wa dimna
Baghdad, first half of 13th century.
Hazine 363, folio 99b, Topkapi Library
Picture Source: http://www.ee.bilkent.edu.tr/~history/early.html
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Figure 10
Artist Unknown
“Socrates and His Students”
Mukhtar al-Hikam wa-Mahasin al-Kalim (‘Choice Maxims and Finest Sayings’), text by
al-Mubashshir,
Syria, beginning of 13th century
Ahmed III 3206, folio 40a, Topkapi Library
Picture Source: http://www.ee.bilkent.edu.tr/~history/early.html
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Figure 11
Artist Unknown
Varqa and Gulshah
Shiraz, first half of 13th century
Hazine 841, folio 33b, Topkapi Library
Picture Source: http://www.ee.bilkent.edu.tr/~history/early.html
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Figure 12
Artist Unknown
Varqa wa Golshah
Shiraz, first half of 13th century
Hazine 841, folio 33b, Topkapi Library
Picture Source: http://www.ee.bilkent.edu.tr/~history/early.html

Figure 13
Yahya ibn Mahmud al-Wasiti
“Abu Zayd recites His poetry about the hajj”
Maqamat, text by al-Hariri
Baghdad, 13th century
ms. arabe 5847, Bibliothèque Nationale
Picture Source: Oleg Grabar, Maqamat Al-Hariri Illustrated Arabic Manuscript
from the 13th Century, London, 2003.
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Figure 14
Yahya ibn Mahmud al-Wasiti
“Entrance to the City”
Maqamat, text by al-Hariri
Baghdad, 13th century
ms. arabe 5847, Bibliothèque Nationale
Picture Source: Oleg Grabar, Maqamat Al-Hariri Illustrated Arabic Manuscript
from the 13th Century, London, 2003.
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Figure 15
Artist Unknown
A folio from Aja’ib al-Makhluqat (“The Wonders of Creation”), text by Zakariya ibn
Muhammad al-Qazwini
Iran, 14th century
British Library Or. 14140
Picture source: The British Library website http://www.bl.uk/collections/arabmss.html
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Figure 16
Artist Unknown
“The Investiture of Ali”
Athar-i Baqiya (“Chronology of Ancient Nations”), text by Abu al-Raihan al-Biruni
d. 440 AH, 1048AD
Edinburgh University Library MS Or 161
Picture source: Metropolitan Museum
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Figure 17
Artist Unknown
“Iskandar at the Talking Tree”
The Great Mongol Shahnama
Iran, 1330’s
Freer Gallery of Art
Picture Source: http://www.asia.si.edu/collections/zoomObject.cfm?ObjectId=10115
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Figure 18
Artist Unknown
“Nushirvan Eating the Food Brought by the Sons of Mahbud”
The Great Mongol Shahnama
Iran, 1330’s
Metropolitan Museum of Art
Picture Source: http://www.metmuseum.org/toah/hd/khan2/ho_52.20.2.htm
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Figure 19
Artist Unknown
“Bahram Gur Hunting the Wile Ass”
The Great Mongol Shahnama
Iran, 1330’s
Worcester Art Museum, MA
Picture Source: http://www.worcesterart.org/Collection/Islamic/1935.24.html
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Figure 20
Artist Unknown
“Shah Zav Enthroned”
The Great Mongol Shahnama
Iran, 1330’s
Arthur M. Sackler Gallery, Smithsonian
Picture Source: http://www.lacma.org/khan/intro/2.htm
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Figure 21
A folio from Zij-i Ilkhani, text by Nasir al-Din al-Tusi
Iran, 1272
Picture Source: David King, In Synchrony with the Heavens: Studies in Astronomical
Timekeeping and Instrumentation in Medieval Islamic Civilization, Leiden, Boston, 2004 ,
p.63
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Figure 22
Map made by Lelewel based on the Zij-i Ilkhani
Picture Source: David King, World-maps, Fig. 1.7.4

Figure 23
Artist Unknown
“Moses Hearing God’s Voice”
Jami al-Tawarikh ("Compendium of Chronicles"), text by Rashid al-Din
Iran, 1306 – 7
f. 8r
Edinburgh University Library
Picture Source: Purchased from the Edinburgh University Library
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Figure 24
“Moses Hearing God’s Voice”, detail
Picture Source: Purchased from the Edinburgh University Library

Figure 25
Artist Unknown
“Prophet Salih Produces a Camel from a Rock”
Jami al-Tawarikh ("Compendium of Chronicles"), text by Rashid al-Din
Iran, 1306 – 7
f. 1v
Edinburgh University Library
Picture Source: Purchased from the Edinburgh University Library
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Figure 26
“Prophet Salih Produces a Camel from a Rock”, detail
Picture Source: Purchased from the Edinburgh University Library

Figure 27
Artist Unknown
“City of Iram”
Jami al-Tawarikh ("Compendium of Chronicles"), text by Rashid al-Din
Iran, 1306 – 7
f. 1r
Edinburgh University Library
Picture Source: Purchased from the Edinburgh University Library
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Figure 28
“City of Iram”, detail
Picture Source: Purchased from the Edinburgh University Library

Figure 29
Artist Unknown
“Alexander in the Fog”
Jami al-Tawarikh ("Compendium of Chronicles"), text by Rashid al-Din
Iran, 1306 – 7
f. 19r
Edinburgh University Library
Picture Source: Purchased from the Edinburgh University Library
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Figure 30
“Alexander in the Fog”, deatil
Picture Source: Purchased from the Edinburgh University Library

Figure 31
Artist Unknown
“Muhammad, Abu Bakr, and the Herd of Goats”
Jami al-Tawarikh ("Compendium of Chronicles"), text by Rashid al-Din
Iran, 1306 – 7
f. 57r
Edinburgh University Library
Picture Source: Purchased from the Edinburgh University Library
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Figure 32
“Muhammad, Abu Bakr, and the Herd of Goats” detail
Picture Source: Purchased from the Edinburgh University Library

Figure 33
Artist Unknown
“Mountains of India”
Jami al-Tawarikh ("Compendium of Chronicles"), text by Rashid al-Din
Iran, 1306 – 7
Khalili Collections
Picture Source: Sheila Blair, A Compendium of Chronicles: Rashid al-Din’s Illustrated
History of the World, London, 1995.
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Figure 34
“Mountains of India”
detail
Picture Source: Sheila
Blair, A Compendium of
Chronicles: Rashid alDin’s Illustrated History
of the World, London,
1995.

Figure 35
Artist Unknown
“Mountains between India and Tibet”
Jami al-Tawarikh ("Compendium of Chronicles"), text by Rashid al-Din
Iran, 1306 – 7
Khalili Collections
Picture Source: Sheila Blair, A Compendium of Chronicles: Rashid al-Din’s Illustrated
History of the World, London, 1995.
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Figure 36
“Mountains between India and Tibet” detail
Picture Source: Sheila Blair, A Compendium of Chronicles: Rashid al-Din’s Illustrated History of the World, London,
1995.

Figure 37
Artist Unknown
“Musa Slays the Giant ‘Uj ibn ‘Anaq”
Jami al-Tawarikh ("Compendium of Chronicles"), text by Rashid al-Din
Iran, 1306 – 7
f. 9v
Edinburgh University Library
Picture Source: Purchased from the Edinburgh University Library
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Figure 38
“Musa Slays the Giant ‘Uj ibn ‘Anaq” detail
Picture Source: Purchased from the Edinburgh University Library
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Figure 39
Artist Unknown
“Moses in the Bullrushes”
Jami al-Tawarikh ("Compendium of Chronicles"), text by Rashid al-Din
Iran, 1306 – 7
f.7v
Edinburgh University Library
Picture Source: Purchased from the Edinburgh University Library
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Figure 40
“Moses in the Bullrushes” detail
Picture Source: Purchased from the Edinburgh University Library

Figure 41
Artist Unknown
“‘Abd al-Muttalib and al-Harith about to Discover Zamzam”
Jami al-Tawarikh ("Compendium of Chronicles"), text by Rashid al-Din
Iran, 1306 – 7
f. 41r
Edinburgh University Library
Picture Source: Purchased from the Edinburgh University Library
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Figure 42
“‘Abd al-Muttalib and al-Harith about to Discover Zamzam” detail
Picture Source: Purchased from the Edinburgh University Library

260

261

Figure 43
Table of zij Production in the Islamic World
Picture Source: Kennedy, “A Survey,” Transactions of the American Philosophical Society, 1956, p. 168
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Figure 44
Oljeitu’s itinerary
Picture Source: Melville, “Itineraries,” Iran 28, 1990, p.58
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